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A NOTE ON TABULA DEFIXIONIS 22(A).5-7
ZIEBARTH: WHEN A MUSICAL PERFORMANCE
ENACTS LOVE*

According to the resultative value normally conveyed by deverbative formations in
-ua, the word kifdpiopa usually means ‘a piece of music played on the xifdpa’.!
Among its rare epigraphic occurrences the instance of «ifdpiopa on an
opisthographic lead tablet of uncertain date [= 22(a) Ziebarth] deserves further
evaluation.’? This is the text on the recto as printed by Ziebarth:*

maparifopar Zo-

8a Ty ’Eperpikny

v KaBelpa yvvaika

- [ I' kai 7 “Eppi, ta Bp-

pata adTis, Tov moTd, TOV U- 5
mvov avTis, Tov yélwTa,

TV owvovainy, 170 kib{pe}dpio{unal

admis k1 Ty mdpodov av-

[7is], v jBov<ay>, 76 mvyiov,

[76] (ppd)vnua, {v} ddba[Auwods] 10
--aamnpn(?) i I

7 ki8{de}dpio[ua] legit F. Hiller von Gértringen 8 77v mdpodov legit
Wiinsch

* T am deeply grateful to D. J. Mastronarde for reading this paper prior to publication.

! See e.g. LSJ sv. xifdpiopa. The several literary occurrences of this word, together with the
kindred term x:fapiouds, have recently been investigated by C. Chandezon, ‘La base de Satyros &
Delphes: le théatre classique et son public a ’époque hellénistique’, CGITA 11 (1998), 36-40.

2 Chandezon’s statement that ‘I'inscription de Satyros [i.e. SIG* 648B lines 7-9 dioua pera
xopod| diévvoov kal kibdpiopa ék Baxydv| EdpumriSov] fournit, & notre connaissance, la seule
occurrence épigraphique de ce mot’ (Chandezon [n. 1], 36) needs to be corrected. A search of the
PHI 7 database reveals at least one other certain epigraphic occurrence: the tabula defixionis 22(a)
lines 7-8 Ziebarth we are presently concerned with. As for /Cypr 104 (an inscription from
Kourion assigned to AD. 130/131), the word «ifdpiopa is almost entirely the result of a
conjectural supplement, cf. 1.5 yapi]ofeis? Smo avr[od] | [rodTo 76 kifdpilopa? dvélnxe.

3 The lead tablet, which was found in Boeotia in 1877, is now preserved in the Archaeological
Museum of Athens (no. inv. 9363): no precise date can be assigned, cf. J. G. Gager, Curse Tablets
and Binding Spells from the Ancient World (New York and Oxford, 1992), 85; A. Audollent,
Defixionum tabellae quotquot innotuerunt tam in Graecis Orientis quam in totius occidentis partibus
praeter Atticas in corpore Inscriptionum Atticarum editas (Lutetiae Parisiorum, 1904), 556
believed that the tablet might be dated prior to the common era. Most recently C. A. Faraone,
“The agonistic context of early Greek binding spells’, in C. A. Faraone and D. Obbink (edd.),
Magika Hiera. Ancient Greek Magic and Religion (New York and Oxford 1991), 3-32, at 14 with
n. 61, referring to E. G. Kagarow, Griechische Fluchtafeln (Leopoli, 1929), 51, points to the fourth
century B.C. as the possible date of the tablet: yet Kagarow himself (ibid. 70) seems to share
Audollent’s scepticism when he asserts that our tabula defixionis is to be traced back to an
uncertain date vor Christus.

4 E. Ziebarth, ‘Neue Verfluchungstafeln aus Attika, Boiotien und Euboia’, SBAW (1934),
1022-50, at 1040, no. 22(a) = Audollent (n. 3), no. 86A.
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At first sight the content of this spell does not seem to be problematic: the Eretrian
Zois, Kabeiras’ wife,’ is committed (line 1 maparifouar) to the chthonian deities
Earth and Hermes according to a well-established formula in the tabulae defixionum
which consists of a detailed enumeration of the different organs and basic functions
necessary for assuring the physical survival and the general wellbeing of the person to
be cursed.® In our case the metabolic functions listed at lines 4-7 are, in order of
mention, eating (7o Bpwuara adTis), drinking (rov mord), sleeping (rov Jmvov
ad77s), laughing (7ov yélwra) and sexual intercourse (mjv guvovainy).” It is just at
this point (lines 7-9), still within the frame of the asyndetic co-ordination of the
various functions separately listed, that we find the syntagm 76 «ifdpio{pal adris
k1) v wdpodov ad[ris], followed in its turn (lines 9-10) by the enumeration, again
singulatim and in asyndeton, of other faculties and body parts, respectively pleasure
(v ndov<ay>), buttocks (76 muyiov), thinking ([70] (¢$pd)vnua) and sight
(8pBa[Auots)).

Although the fragmentary state of the inscription does not allow us to reconstruct
with absolute certainty the broader context to which this curse should belong,? there
are nevertheless some clues suggesting a more precise erotic motivation, most likely
jealousy on the part of the ‘other woman’ for a happier rival.® First of all the mention
of % ouvovaia at line 7. The reference to the sexual domain as one of the main organic
functions, both as an invariant biological trait and as a criterion indicating a broader
psycho-physical wealth, can from time to time be detected also elsewhere in curses
intended to strike the physical integrity of the victim,!° but in those cases the erotic
nuance remains just a single element among many others without any particular
emphasis. In comparison, the insistent attention paid to the erotic element in 22(a)
Ziebarth is all the more striking: at line 9 we find terms like 77y 1)8ov<+jy> and 7o
mvylov, expressions to which it is very difficult, especially in the light of the contiguous
77V Gurouainy, not to ascribe some allusion to sexual activity.!! This unusual emphasis
on the erotic data finds a precise counterpart, also in terms of formulaic language, in
another literary sous-genre akin to the tabulae defixionum, namely the erotic charms.

Especially interesting, inasmuch as they allow us to contextualize the occurrences of
cuvovoia, 8oy, and muylov within a coherent frame, are two erotic charms in which

5 This is the reading printed by Ziebarth; the female name had previously been read as ZOIAA
(= i.e. Zwiln), see Audollent (n. 3), 138, no. 86A at lines 1-2; as to the rare Widmungsname
KaBeipas, cf. F. Bechtel and A. Fick, Die griechischen Personennamen (Gottingen, 1894?), 301 and
R. Wiinsch, ‘Neue Fluchtafeln’, RAM 55 (1900), 71.

¢ See e.g. Audollent (n. 3), no. 42B lines 2-9, 74 lines 12-17, 75B lines 1-3; cf. especially
Henderson’s comparison with ‘the iambist’s exposures of an enemy’s private parts’ (J. Henderson,
The Maculate Muse. Obscene Language in Attic Comedy [New Haven and London, 1975], 19, n.
70).

" For guvouvaia as ‘the common vox propria for sexual congress’ (Henderson [n. 6], 159), see
LSJ s.v. guvovaia 4.

8 Audollent (n. 3), 473 placed the tablet 22(a) Ziebarth under the heading causa defixionis
obscura.

° In this direction see already Kagarow (n. 3), 50-1; cf. also Faraone (n. 3), 14 (‘the amatory
defixio might also list the charms of the rival’) and Gager (n. 3), 85.

1% Cf. e.g. Audollent (n. 3), no. 42B line 5 at8oiov, 74 line 17 76A[ov], no. 85A line 3 Baife]uev.

! For muyij/mvyiSiov as a part of the human body often associated with the sexual sphere,
besides being exploited in scatological metaphors, cf. Henderson (n. 6), 201-2; for #8ovj as vox
propria for sexual pleasure, see its several occurrences in the erotic charms, R. W. Daniel and
F. Maltomini, Supplementum Magicum 1 (Opladen, 1990), 113-213 (= SupplMag I, 37-51). In
contrast, Gager (n. 3), 86, n. 4 sees in 76 7vylov a reference to ‘certain kinds of dancing’, but for
the difficulties raised by a mere musical interpretation of 22(a) Ziebarth lines 7-8 see below.
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are displayed throughout the different variants a sexual performance may enact (in
both documents the person addressed as subject of the erotic strictures is a woman).
The first charm is SupplMag 1.38 lines 3-6 (= T.Genav. inv. 269, A.D. II, according to
the date suggested by Daniel and Maltomini [n. 11], 118): the purpose of this spell is
evidently to bend Theodotis’ behaviour in sexual matters according to her frustrated
lover’s desire {va w7 SvlynBiis érépwe avdpl cuvvuvyfvar mdmore wiTe Bunbijva
wijte muylebijvar wite Ankdlew undé wkab’ jSoviy <movjonis> uel’ érailpw
dvfpdmw| €l w) udvos éyd.1? The second one is SupplMag 1.46 lines 9-10 (= T.Cairo
Mus. JAE 48217, A.D. II-III): this time the subject of the erotic constraint is a girl
named ‘Hpovods, Ptolemais’ daughter, dmws w7y Pewnbi, wy mvywsbi, wy
Aetkdaone, undev mpos| féovy moujont dAAwe avdpl €l u1 éuol pévwe Ioobwviwe.
Furthermore, another element the erotic charms share with the lead tablet 22(a)
Ziebarth is the almost standard link established between sexual activity and basic
metabolic functions such as eating, drinking, sleeping, and so on, as a result of the
automatic association according to which the prohibition of the first sphere entails at
the same time a suspension of the other domains: cf. especially SupplMag 1.43 lines
8-11 (= PKéln inv. 5514, A.D. IV) kai un édons admiy ayiv| ufire miv puijre dmvov
Toxiv| éws Sav €NOnu mpos éué Aibalk[o]upov, 45 lines 45-46 (= PKoln inv. 3323,
AD. V) kai py édonte avmiv dayiv, un miv unde mvouv| Tuxiv unde méfe undeé
yeddoar kTA., 46 lines 20-1 xal xardoyes adris| Tov Bporov kal Tov moTév: un
édoms “Hpwvody dAdov dvdpos meipav AaBeiv krA., 47 lines 8-11 (= T.Louvreinv. E
27145, AD. II-11I) érws pn Bwnbie, un muyiebie, unldév mpos Hdoviy moufon:
éralpwr avdpl €l un éuol wovwr [...] | kal wy ddiis adryy dayeiv, un meiv, un
otéyew wite éferleiv wite| tmvov Tuyeiv éxtos éuod ktA. and 48 lines 8-10 (=
PMich. inv. 6925, A.D. II-1II) émws un Bunbi, uedé mvyiahij, pire Hdoviy
moujon érépwt veaviokwe 7 A we avdpl | €l un pévawe Aldovplwve [ . . .] dAAa uyré
Suvnbije piite dayiv wite miv wijte Tmvov Tuxiv Sid mav|ros wijTe edoralbiv 4
{ovydlw i Yoy i Té€s dpeal kTA.

How are we to understand, then, lines 7-9 76 xifdpio[pal adris k7)) v wdpodov
ad[m7s] if inserted within the framework of the erotic innuendo here sketched (that is,
immediately after 7iv ouvoveiny and before Tnv )8ov<iv> and 76 mvyiov)? A first
starting point is to recognize the close syntactic relation existing between 1o
kibdpiofua] adris and myv mdpodov ad[ris]: they are in fact the only two words
linked by the connective x7 within a broader list of single expressions otherwise
co-ordinated by means of asyndeton.!* Therefore whatever explanation one may
choose for the first member of the syntagm 76 wxfdpio[pal adris «1) v wdpodov
ad[7s], this choice must allow a coherent contextualization of the second member
too. As for 76 «wfdpio[pal adris, the usual interpretation is the one offered by LSJ
Rev. Suppl. entry s.v. xifdpioua, according to which xifdpiopa in this particular case
would exceptionally be a synonymic variant of x:8dpiais:'* in 22(a) line 7 Ziebarth the
word «ufdpiofua] would not mean the result of xifapilew (that is, a piece of

12 Daniel and Maltomini (n. 11), 119 translate ‘so that you cannot have intercourse with
another man nor be fucked nor be buggered nor fellate and not do anything for pleasure with
another man, if not me alone’; for the semantic equivalence Aatkd{ew ~ fellare and mvy{{ew
~pedicare, cf. respectively J. N. Adams, The Latin Sexual Vocabulary (London, 1982), 123-5 and
Henderson (n. 6), 202.

'3 This aspect has often been neglected by scholars, cf. e.g. Faraone’s translation (Faraone
[n. 3], 14) which omits the particle k).

14 In this sense also Faraone (n. 3), 14 ‘her cithara playing’ and Gager (n. 3), 85-6 ‘her playing
of the kithara’.
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instrumental music), the only sense well attested by both epigraphic and literary
evidence, but would express the act itself of playing the kithara (hapax). Yet this
solution involves some difficulty. The nominal suffixes usually conveying the semantic
notion of action itself are -(ta)uds and -ois'> and in the few occurrences where the
original resultative meaning of the deverbatives in -ua has been weakened to the point
of equivalence with noun-formations in -ous (expressing then not the result of an
action but the action itself),'® it is because noun-formations in - (:0)uds belonging to
the same stem are not yet present in the linguistic system, according to language’s
natural tendency toward economy.!” This is not the case with «fdpiopa: to suppose
such an identity between the nominal suffixes -ua/-ois in our particular case
would be all the more difficult inasmuch as we find the alternative formations
kilapiouds/kifdpiois already attested as action nouns. Secondly, even if we accept
such an unattested meaning for xfdpiopa (‘playing the kithara’), the problem still
remains of understanding the following «7 7nv mdpoSov ad[r#s]: what kind of
relation exists between ‘her entrance’ and «:fapilew?'® And how do we explain the
insertion of these two terms (xifdpiopa and wdpodos) in the enumeration of what are
otherwise main metabolic functions and bodily organs?

Given the erotic context, a more productive way of tackling the problem may be to
go beyond the mere denotative sense of xifldpiopua (‘an instrumental piece on the
kithara’: the only meaning certainly attested as we have seen) and to explore the several
metaphorical possibilities that the domain of music can activate:!° now, from this
perspective, an interesting feature is the semantic overlap existing between musical
performance and sexual activity.

Old Attic comedy, permeated as it was by a strong criticism, ethical as well as
aesthetic, against the degeneration of the musical taste imposed by the New
Dithyramb, seems to take a peculiar advantage of this cross-fertilization. An
instructive example of the metaphorical possibilities that the intersection between
music and sex may enact is Aristoph. 930* K-A (Phot. (z) ined. = Suid. s.v. ytdlew
296) avros Seifas évapuoviws (Phot., Suid. A* SC: év dpuoviaws Suid. GFM: é& 6’
apuoviais Toup) yrdlwv 74 awprid{wr. In this case the reference to the baroque style of
composition in the manner of the Chian Democritus or of the Siphnian Philoxenides?

!5 Cf. L.R. Palmer, The Greek Language (London, 1980), 252; see LSJ s.v. kifapiouds.

16 See Palmer (n. 15), 252: ‘less frequently such formations [i.e. deverbatives in -ua] are action
nouns and so come into competition with -1} and particularly with -ous’.

" The examples quoted by Palmer (n. 15, émiraypa/émrayr, évralualévrold,
émavénpalémavén/émavéis) belong in fact to this typology. Besides, a standard semantic
equivalence of the nominal suffixes (to)uds/-ua is only the result of a late development of
modern Greek, cf. again Palmer (n. 15), 252.

18 Such a difficulty is clearly perceived by Faraone’s tentative translation ([n. 3], 14) ‘her
entrance (mdpodov?)’. Gager ([n. 3], 86, n. 3) suggests in the first instance that the term mdpodos
might either designate ‘a particular way of entering a room’, or refer to some kind of theatrical
performance (public recitation): yet this second technical sense recorded by LSJ s.v. mdpodos
BIIL.24 (i.e. ‘first entrance of a chorus’, ‘song sung by the chorus’, ‘use of stage for an artist’s
performance’, ‘public recitation’) does not seem to fit the context. Finally Gager adds a third
possible interpretation, the erotic one (wdpodos ‘may also have sexual overtones’), which I think
worthy of further investigation, see below.

19 Cf. J. Taillardat, Les images d’ Aristophane. Etudes de langage et de style (Paris, 1962), 456-61.

2 Cf. Poll. Onom. 4.65 76 pévror awpvidlew xai yidlew, 70 mepiépyors uérear ypiiobar,
dmo AnpokpiTov T0d Xiov kali Phoéevidov Tov Zidviov «7A. For verbal formations in -d{ew
as denoting stylistic features, cf. e.g. LSJ s.v. yopyidlew, xpiridlew, immdlew; for the alleged
verbal forms riwoBedfew and fynoidew as reconstructed on the basis of the substantives
Twofeactis and fymoracriis attested in IDid 181, lines 5-6 (A.D. 213/250) see A. Rehm, ‘Neue
Worter aus Didyma’, IF 61 (1954), 179.
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conveys a clear allusion to the erotic practice of pedicatio: for the equivalence
cwpvialew ~ katadarxTvAifew, cf. in fact adesp. 942* K-A (cipvialew: ws kpytilew
rat AeaBidfew, dmo vijoov Zigvov kalovuévys. ot 8¢ 7o dmrecfar Tis muyTs
Saxtvdwe), Hesych. s.v. aupvid{ew 783, I11, 36 Schmidt and CPG1.452 s.v. Zidvidlew.
An analogous double entendre playing again on the overlap between compositional and
erotic activity (in this case fellatio) can be found also in the use of the verb AesBidlew
in Ar. Ran. 1305 admy mo8’ 7 Modo’ ovk éXeaBialev, ot (Dionysus referring to
Euripidean poetry).2! Even more explicit is the case of Ar. Ran. 1327 where Euripides
is charged with composing his own music dva. 70 Swéexkauiyavor Kvpivns, with a
clear reference to the figurae Veneris enacted by the well-known hetaira Kyrene (cf. 2
ad 1328a): Euripidean musical xaumai are directly associated with perverted erotic
postures.??

The possibility of this metaphorical overlap seems indeed to be especially
productive in the case of «ifdpa/kiBapilew: the act itself of playing the kithara, by
means of tightening and loosening alternately the strings (éniracis and dveats), is
substantially perceived as the same as the alternating of muscular contraction and
relaxation displayed by organs involved in sexual activity.?> This semantic ambiguity
underlies the very beginning of the famous Pherecratean fragment of the Chiron where
Music itself complains about the ethical and aesthetic perversions introduced by
Melanippides (Pherecr. 155.3-5 K-A):

épot yap 7ipée Tav kakdv Melavirmidys,
év ToioL mpddTos Os AaBwv dvijké pe
xarapwtépav 1’ émoinge yopdais dwrdexa.

Music’s complaints refer in the first instance to Melanippides’ fondness for the so
called ‘loose’ tunes:>* beside the overlaps between musical and rhetorical termin-
ology?® another important feature of this fragment is also the pervasive presence of
words that are strongly ‘eroticized’ (AaBdv,? dvijxe, yalapwTépar?’), which suggests
envisaging the relationship between Melanippides and Music in terms of sexual
intercourse.?

21 Cf. K. . Dover, Aristophanes’ Frogs (Oxford, 1993), 351-2.

2 Cf. Taillardat (n. 19), 428 with n. 4 and J. Davidson, ‘Gnesippus paigniagraphos: the comic
poets and the erotic mime’, in D. Harvey and J. Wilkins (edd.), The Rivals of Aristophanes. Studies
in Athenian Old Comedy (London, 2000), 60, n. 12.

2 See Adams (n. 12), 21 and 25.

24 An up-to-date critical survey of the main musical charges brought against Melanippides is
offered by F. Conti Bizzarro, Poetica e critica letteraria nei frammenti dei poeti comici greci
(Napoli, 1999), 145-9.

% This aspect has been emphasized by D. Restani, ‘Il Chirone di Ferecrate e la ‘nuova’ musica
greca’, Rivista italiana di musicologia 18 (1983), 142-7.

% For (the) sexual aggressiveness’ conveyed by Aafeiv, see Henderson (n. 6), 156, n. 25 and
more recently Conti Bizzarro (n. 24), 145.

2 The obscene meaning of yaddw/yaAapds is acommonplace in comic poetry, cf. e.g. Ar. Lys.
419 ydAagov and the scholium ad hoc (xydAacov. kai ToiTo €ls 76 kakéudarov): see Henderson
(n. 6), 177. According to G.W. Dobrov and E. Urios Aparisi, ‘The maculate music: gender, genre,
and the Chiron of Pherecrates’, in G. W. Dobrov (ed.), Beyond Aristophanes. Transition and
Diversity in Greek Comedy (Atlanta, 1995), 155 with n. 58, the expression yopdais Sddexa in
Pherecr. 155.5 K-A would hint at ‘multae fututiones’.

% Cf. Dobrov and Urios Aparisi (n. 27), 143 and 155-7: in Pherecr. 155 K-A ‘the active
performance of music and passive submission to intercourse are fused and her body becomes a
lyre’. The obscene connotation of dvijké ue yalapwrépav 7’ émoinoe yopdais d)dexa has been
recognized also by I. Diiring, ‘Studies in musical terminology in Sth century literature’, Eranos 43
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A direct equivalence between ifapi{ew and erotic performance can be found also
in an anonymous epigram® of the Anth. Pal. (5.99), where a male person, perhaps a
musician himself, is addressing the xfapwidds, probably a woman, who is supposed to
accompany his performance by playing the kithara:*

"Hedov, & kibapwidé, mapactas, s kibapilets
TV YmdTny kpoloar TNV T€ uéomy yaldoat.

Musical technicalities (v dmdrnv kpodoar 77v Te uéomy yaddoar) are here
instruments of a more sensual and allusive courtship: professional skill in playing the
kithara becomes an image of another kind of virtuosity, the erotic one.3' This
ambiguity was broadly exploited in Latin literature.’> A significant instance, if
compared with the lead tablet 22(a) lines 7-8 Ziebarth, is Varro, Sat. Men. 366 Cebe:

ei indicunt suam Briseidem producere quae eius nervia tractare solebat
ei indicunt Miiller: et id dicunt codd.

The underlying text is of course the famous passage of the first book of the Iliad
(1.326ft.) where Talthybios and Eurybates summon Achilles to surrender Briseis to
Agamemnon: once again the wordplay focuses on the interference between the proper
(kithara’s strings) and metaphorical sense (penis) of nervia. Briseis’ virginal talent in
playing the kithara is reinterpreted as the consummate skill in satisfying Achilles’

(1945), 180; Taillardat (n. 19), 458, n. 4; Conti Bizzarro (n. 24), 145, 147-8, and E. Hall, ‘Female
figures and metapoetry in old comedy’, in D. Harvey and J. Wilkins (edd.), The Rivals of
Aristophanes. Studies in Athenian Old Comedy (London, 2000), 414-15.

¥ Sic P transmitting the epigram as dnlov, while on the contrary the appendix
Barberino-Vaticana assigns the distich to Meleager, but see the reasonable scepticism expressed
by Waltz in P. Waltz and J. Guillon, Anthologie grecque 11 (Paris, 1928), Lvi1, n. 1.

0 The epigram’s heading transmitted by P is the following one: els yvvaixa op*. The
abbreviated word op* has been variously interpreted by scholars: Desrousseaux in Waltz and
Guillon (n. 29), 55, n. 1, followed by Conti Bizzarro (n. 24), 147-8, suggests reading eis yvvaixa
dpx<moris>, arguing that ‘ce serait un danseur qui s’adresserait ainsi a la musicienne qui
I’accompagne’, whereas previous scholars had understood the abbreviation transmitted by P as
dpx<moTpida>, which seems indeed still to be the more likely explanation (see e.g. F. Diibner,
Epigrammatum Anthologia Palatina 1 [Parisiis, 1864], 130; I thank the anonymous referee for
pointing this out to me). Be that as it may, if we agree that in this distich there is a sexual overtone,
the person addressed as «ktfapwi8s at line 1 is very likely to be a woman, cf. Waltz in Waltz and
Guillon (n. 29), 55, n. 2 and already Boissonade in Diibner (n. 30), 130 (‘suspicantur viri docti
scriptum esse in virum. Sed tum 76 dmarov et 7ov péoov scribi oportuit, et sic periisset iocus, qui
circa Ty dmdrnv chordam et mjv uéonv versatur. Si factum in feminam, uterque epithetorum
sensus reperitur’).

31 As to the double meaning 7y dmdrnv kpovew ~ sinum pulsare and v uéomy yardlew ~
vulvam laxare, see Miller per litteram in Diibner (n. 30), 130 (‘I'dmd7m n’est autre que le sein qu’il
faut simplement xpovew, pulsare, jouer dessus de 1’épinette, tandis qu’il cherche a détendre,
xaAdeat, la corde du milieu, rigidam tentigine vulvam’) and Adams (n. 12), 173. The passage of
Ar. Ach. 274 péony AaBdvra quoted by Conti Bizzarro (n. 24), 148 with regard to Anth. Pal.
5.99.2 is not relevant: in Ach. 274 uéonvis simply used as predicative of @péirrav, the young girl
carrying stolen wood whom Dicaeopolis imagines he is able to ravish ‘taking her by the waist’ and
throwing her down.

32 For the identity penis = lyra’s strings, cf. e.g. Priap. 68.15-16 ille (i.e. Achilles) Pelethroniam
cecinit miserabile carmen | ad citharam, cithara tensior ipse sua, 6.4-6 totamque (i.e. mentulam)
hanc sine fraude, quantacunque est, | tormento citharaque tensiorem | ad costam tibi septimam
recondam. A survey of the main passages attesting such a metaphorical use of xifapilew can be
found in Adams (n. 12), 21, 25, and C. Goldberg, Carmina Priapea. Einleitung, Ubersetzung,
Interpretation und Kommentar (Heidelberg, 1992), 81-2.
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erotic pleasure by handling his genitalia (eius nervia tractare solebat).’® In other
words, in Varro, Sat. Men. 366 Cebe the xifdpiopa sui generis performed by Briseis
turns out to coincide with the satisfaction of Achilles’ erotic desire.

On the basis of the examples quoted above and the erotic context we can confidently
reconstruct for the lead tablet, there seems to be a strong case for taking into account
the possibility of a sexual overtone for 76 «fldpialua] adris at line 7: in this way the
word xifdpiopa would be perfectly consistent with the previous 77y cvvovainy (line 7)
and the following 7nv 18ovjv and 760 muyiov (line 9). As a consequence the original
resultative meaning of the deverbative nominal suffix -ua would be preserved (we
would be dealing therefore with a kind of erotic foreplay) and at the same time it would
be possible to provide a coherent explanation also for the second member of the
syntagm at lines 7-8, that is x7 79v mdpoSov ad[r7s], which is otherwise hard to
explain. In this case wdpoSos would maintain the usual meaning of ‘entrance,
passage’® and would activate the widespread metaphor for sexual penetration
mpwkTés/Bipa et sim. well attested in the literary tradition (especially in old Attic
comedy).? In the lead tablet 22(a) Ziebarth we no longer find a chaotic enumeration of
unrelated items but a coherent picture: the spell of a disappointed rival.

Scuola Normale Superiore, Pisa L. PRAUSCELLO
prauscello@sns.it

33 Cf. J.-P. Cébe, Varron, Satires Ménippées IX (Rome, 1990), 1540 ‘ces rappels (i.e. the Iliadic
echoes) donnent la clé de la relative a double sens quae (. . .) solebat et de son équivoque scabreuse
nervia tractabat ou nervia désigne en méme temps les cordes de I'instrument et le sexe d’Achille
que Briséis “maniait, caressait” (tractabat) tour a tour’, M. Coffey, Roman Satire (London and
New York, 1976), 162, and A. Barchiesi, P Ovidii Nasonis Epistulae Heroidum 1-3 (Firenze,
1992), 234-5 ad Ov. Her. 3.113-20.

3 See LSJ s.v. mdpoSos BI-IL.

35 Cf. Taillardat (n. 19), 70-1, Henderson (n. 6), 137-8; for the Latin instances of this image, see
Adams (n. 12), 89 and 190-1. To suppose a metaphorical use also for mdpodos, once this
possibility has been verified for the contiguous xifdpiofnal, does not entail additional
difficulties: the connective «7) suggests by itself a coherent interpretation of the syntagm as a
whole.
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