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PREFACE

Greek “literary” epigrams constitute one of the most versatile and
dynamic poetic forms in the Hellenistic period. Originally modeled
on the anonymous epitaphs and dedications inscribed on monuments
throughout antiquity, these short poems came to include a variety of
subtypes and served as a vehicle for Hellenistic poets to experiment with
themes and motifs from other genres. Epigram thrived into the Imperial
and Byzantine periods and exerted a great influence on Latin poetry; its
afterlife in other literatures continues to the present day.

The modern study of Hellenistic epigram is built on the philological
foundations of A. S. F. Gow and D. L. Page’s edition of epigrams which
seem to have been collected in antiquity in the anthologies of Meleager
(HE) and Philip (GPh). Since the publication of those works, new schol-
arly attitudes and approaches have helped transform our understanding
of the form and its literary and cultural context, as have papyrological
discoveries; epigrams are better appreciated as works of literature, as are
the ancient collections in which they were assembled. Readers approach-
ing the form for the first time in Greek, however, still have relatively few
resources for accessing a range of poems by multiple early writers.

This volume is not intended as a comprehensive survey of the long
history of literary epigram; instead, it focuses on the remarkably diverse
work of early Hellenistic epigrammatists, covering epigrams included in
HE along with a handful of others discovered on papyrus since that work’s
publication. My goal is to provide readers, including students approaching
the genre for the first time, with a sense of some of the ways in which early
Hellenistic epigrams might be read, and to place the poems within the
various epigraphic and literary traditions with which they engage. I also
hope that the volume might serve as a partial introduction to Hellenistic
poetry more broadly.

Even within the limited chronological range covered here, space has
compelled difficult choices. Because I was interested in illustrating the
practices of individual poets, I have omitted poems transmitted without
ascription, as well as those whose ascriptions to famous poets of an earlier
period are almost certainly spurious. The series editors cautioned against
epigrams with complicated textual problems. In keeping with the goals
of the series, I have, in general, treated those editorial matters that do
arise only briefly in the commentary, and I have left the critical apparatus
spare. In the end, even with these limitations, I had to cut poems I would
have liked to include.

X



X PREFACE

Many people have provided invaluable assistance. The series edi-
tors, Richard Hunter, Pat Easterling, and Neil Hopkinson, were patient
throughout the process, read drafts acutely and quickly, and saved me from
numerous errors. Charles McNelis responded to ideas about individual
poems and about Greek literature more generally; another Georgetown
colleague, Marden Nichols, provided advice on the introduction. Hayden
Pelliccia generously shared his work on Callimachus’ epigrams, especially
28 Pfeiffer, and commented on early drafts. Benjamin Millis checked ref-
erences to ancient texts and offered excellent advice. The other friends
and colleagues who have suggested improvements to the readings offered
in this book are too many to list, but I hope they know I am deeply thank-
ful. I am also grateful to several students: Annalisa Quinn, Allison Muth,
and Caelin Ivanov, who working under the auspices of the Georgetown
University Research Opportunities program helped improve early drafts
of parts of the volume; Claire Healy’s research assistance in 2017-18
allowed me to assemble the volume in near-final form, and her reactions
to early drafts and willingness to talk about avenues of interpretation
fundamentally improved the readings offered in the commentary. The
project was supported by the Loeb Classical Library Foundation and by
funds attached to the Markos and Eleni Tsakopoulos Kounalakis Chair in
Hellenic Studies at Georgetown University. Needless to say, I claim sole
responsibility for the infelicities that remain.
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Abbreviations of authors and works often appear in fuller form than in
LS]J. Most epigrams are cited by their enumeration in the Greek Anthology
(AP, Pl), except that poems preserved exclusively in other sources are
cited from the editions of A. S. F. Gow and D. L. Page (GP), HE and
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INTRODUCTION

1 THE ORIGINS OF LITERARY EPIGRAM

In its original sense, “epigram,” ¢wiypapua (cf. Hdt. 5.59, Thuc. 6.59.2),'
refers to short poems that, from the archaic period on, were inscribed on
stone and other durable materials for a variety of purposes. These were
the first Greek poems designed to be experienced in writing rather than
in performance. Some of them marked publicly funded monuments hon-
oring individuals or commemorating war dead; others contained private
claims of ownership of an object. The great majority, however, marked
graves or recorded dedications to the gods. Some of these were probably
written by persons who had a direct interest in commemorating an event
or death, others perhaps by professional epigrammatists working on com-
mission; in any case, the writers of these early epigrams generally made no
effort to ensure that their names would be attached to their compositions
in the way that the authors of other archaic genres did (e.g. Hes. Th. 22—4,
Sappho, fr. 1.20; Thgn. 1g—-23).?

By the end of the fifth century, at least one famous poet was explicitly
connected with epigrams: Simonides allegedly wrote an epigram for a seer
killed at Thermopylae (Hdt. 7.228) and, according to a tradition prob-
ably rooted in the fifth century and in any case established by Aristotle’s
day,* composed other famous epitaphs for casualties of the Persian Wars.
Whether or not the ascription of any of these epigrams to him is correct,
the association of such an illustrious poet with the genre seems at least to
reflect, and perhaps to have contributed to, an elevation in the status of
epigrammatists as authors and of epigram as a form of literature. In the
fourth century, poets sometimes included their own names in epigrams
that they composed for others (cf. CEG 819, 888.18-19, 889.8): these
“seals” (oppayides) suggest a more elevated conception of the role of the
epigrammatist, and indeed the terms in which they describe their activity
are reminiscent of more traditionally elevated forms of praise poetry.t In
the fourth century, if not earlier,> epigrams appear to have been collected

' Cf. Puelma 1996; Gutzwiller 1gg8a: 15-20.

* On authorial self-references in Greek poetry, see Peirano 2013.

3 Arist. Rhet. 1367b20 attributes to him an epigram cited as anonymous by Thuc.
6.59.2; for the role of Peripatetic biography in the formation of the “Simonidean”
corpus, cf. Gutzwiller 19g98a: 49-50.

1 Cf. CEG 819.5 xpnmid’ éotepdvwo [e; CEG 888.19 and 889.8 use the language of
gift-exchange, for which cf. Kurke 19g1.

5 Professional poets may have drawn material from “handbooks” containing
exemplary epigrams; the existence of such collections would explain the presence
of shared language in epigrams from diverse places and times.



2 INTRODUCTION

and circulated in books in which they were presented as literary objects
divorced from an original material context.” These collections provided
a model for a different type of epigram: “fictive” experiments playing on
the conventions of a popular, inscribed form but intended for the papyrus
roll rather than the stone.

Such fictive epigrams are already presupposed by “embedded” com-
memorations such as that at Il. 7.89—go, where, as ancient critics recog-
nized, Hector invents a hypothetical epitaph for Ajax (cf. Z"T on 1. 7.86).
Though, in the absence of most fourth-century literature, the history of
the development of freestanding, fictive epigrams must remain obscure,
by the late classical or early Hellenistic period, poems playing on the for-
mal and thematic features of anonymous, inscribed verse had become a
popular vehicle for competition and display by literary elites from around
the Greek-speaking world,” including women. Such epigrams were col-
lected in books early in their history, and are copiously preserved in the
Byzantine-era collections cumulatively known as the Greek Anthology and
in a handful of ancient papyri (see below section za).

2 “GENRES” OF HELLENISTIC EPIGRAM

Early Hellenistic epigrams were diverse and innovative. A large group
retained the traditional themes and content of dedications and epi-
taphs but handled them in novel ways, for example by employing atyp-
ical meters, imagining events that could not have — or at least would not
ordinarily have — been recorded with an inscription (e.g. the deaths of
sea creatures, insects, and other animals, or implausible dedications), or
playing creatively with voice and perspective. Many epigrams, however,
did not present themselves as dedications or epitaphs but instead drew
their themes and subject matter from elegy, lyric, comedy, mime, and

¢ Examples include the historian Philochorus’ now lost collection of Attic epi-
grams (Suda ¢ 441 = FGrH 328 T 1; a germinal form of the “sylloge Simonidea,”
a lost collection that ultimately came to include a number of Hellenistic compos-
itions spuriously attributed to Simonides, might be as old as the fifth century (cf.
Sider 2007). For the possible classical origins of the “Aristotelian” Peplos contain-
ing a collection epitaphs for heroes, cf. Gutzwiller 2010.

7 A number of epigrams are ascribed to famous poets and philosophers of the
archaic and classical periods, including Sappho, Anacreon, and Plato, but these
are unlikely to be authentic: whether they are deliberately forged or simply mis-
attributed, they probably reflect the desire of subsequent writers to find or invent
predecessors for the sort of poetry they were producing; cf. FGE 11g-go. For the
“erotic” epigrams attributed to Plato, see Ludwig 196g. On the Hellenistic quest
for authoritative literary ancestors in general, see Fantuzzi in Fantuzzi and Hunter
2004: 1—41.
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other genres. These novel poetic types reflect a broader set of Hellenistic
concerns. The interest in the power of eros and in the emotional expe-
riences of “ordinary” individuals that one finds in amatory epigrams has
counterparts in a variety of Hellenistic poems; “ecphrastic” epigrams
form part of a broader Hellenistic discourse on the power of art to imi-
tate life. Even the most generically innovative of these new epigrammatic
types often advert to or resonate against their inscribed ancestors. Thus
“sympotic” and “erotic” epigrams not only exploit the formal resemblance
between epigrams and other poetic genres, including the short elegies
collected in the corpus of Theognis, but also play on the linkage between
love and death and the frequently looming presence of death in erotic
and sympotic literature. “Ecphrastic” poems containing descriptions or
appreciations of art play with elements drawn not only from statue bases
(cf. xxx introductory n.) but from epic, drama, and elsewhere. These
categories are inherently flexible and unstable: although early papyrolog-
ical evidence suggests that some ancient readers divided epigrams into
subgenres (below pp. 14, 170-1), the ingenuity of many epigrams lies in
the ways they blur the boundaries among different epigrammatic forms or
combine elements from multiple types.

g “FICTIVE” AND “INSCRIBED” EPIGRAMS

Of the Hellenistic epigrams preserved in the Greek Anthology and on
papyri (as opposed to the anonymous Hellenistic-era compositions pre-
served on stone), a substantial majority were probably not intended
for inscription.® Often, however, the distinction between “fictive” and
“inscribed” epigrams is difficult to draw.? Our corpus includes epigrams
by elite Hellenistic poets in honor of important people and events,
including members of the royal families and building projects such as the
Pharos lighthouse and the Temple of Arsinoe-Aphrodite at Zephyrium,;
these played an important role in the creation and promulgation of the
image of the Hellenistic royal houses, and some may have been intended
for public inscription. Some other epigrams may commemorate the
deaths or dedications of real, ordinary individuals. Satisfactory criteria for
determining the original function of any given poem are hard to identify,
however. The presence of traditional features such as deictic pronouns
does not prove that a poem was designed for inscription, since Hellenistic

% Some inscribed epigrams did find their way into the Anthology (cf. e.g. CEG
467=AP7.245). o _ ,

9 For the permeability of the boundary between “inscribed” and “literary” epi-
grams, see Bing 1998.



4 INTRODUCTION

poets were well attuned to and capable of imitating the features of real
epitaphs and dedications; that they composed at least some clearly fictive
epigrams allows for skepticism even about those poems that most closely
resemble real inscriptions. Conversely, neither artifice nor ingenuity nec-
essarily shows that a poem was only “literary,” and even the presence of
information that would be superfluous in a material context — such as the
identity of a dedicated object — can at best be suggestive.

In a broader sense, scholarly debates about the original intended con-
text of individual Hellenistic epitaphs and dedications are surrogates for
the larger debate about the nature of the audience for the compositions
of the elite poets working in places such as the Ptolemaic Museum.'’
Though we have far more information about the literary culture of
Alexandria than about other contexts in which epigrams were produced,
we still know too little about the professional realities of scholar-poets
like Callimachus to be certain whether an elegant and poignant epitaph
such as rLvii, honoring a dead child, was originally designed as a real
epitaph or as a literary exercise; nor, in the latter case, is it clear who
its original intended audience would have been. Similarly, Posidippus’
three epigrams (39, 116, 119) on the temple of Arsinoe-Aphrodite
at Zephyrium share verbal and thematic points of connection, and
although they could easily have been inscribed together or separately
in the temple precinct, neither their form nor their content proves that
they were: one or more of them could have been designed as a variation
of the others for a purely “literary” context. At least some other poems
in honor of Hellenistic royalty, at any rate, are unlikely to have been
inscribed (e.g. x11, Asclep. *44 Sens).

It is clear, in any case, that many Hellenistic epigrams are the product
of a competitive literary environment in which poets knew and engaged
closely with one another’s work and displayed their ingenuity by varying
themes and language they found in other epigrams. The speakers of
some epigrams represent themselves as participants in symposia, and it
has been suggested that at Hellenistic drinking parties the production of
epigrams served as a vehicle for elite competition and display, much as the
composition or performance of lyric and elegy had in earlier periods."
Epigrams such as Hedylus LXxX, in which convivial drinking is represented
as a source of poetic inspiration, may reflect actual practice in some form

‘> These poets were once viewed as cloistered residents of an “ivory tower,” but
both the dissemination of the poems and the outward-facing perspective of many
of them make this difficult to sustain; see Cameron 1995, Selden 1998, Stephens
2003.

"' Reitzenstein 1893, Cameron 19g5: 71-103, Gutzwiller 19g8a: 21-2.
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(cf. Ath. g.125c—d), but the picture they present is at best elliptical and
stylized; even poems composed for or at drinking parties must have been
polished and revised before they were collected in the books from which
our versions derive. Like erotic epigrams in which the speaker claims to
be in love (cf. below p. 71), these epigrams are inspired at least as much
by literature as by life, and, whatever their first performance context, they
are ultimately literary pieces designed for the written scroll.

The poems preserved in the Greek Anthology and on papyrus survived
precisely because they were included in books either at the time of their
composition or not long after. Some of these collections were almost cer-
tainly produced by their authors themselves (see below section 5a). Papyri
such as PMil.Vogl. vii1 209 reveal the artistry with which these collections
could be arranged, and indeed some individual epigrams in the Anthology
seem designed to be read in conjunction with one another, presumably
in the context of a collection (cf. LIX introductory n.). Whatever their
genesis, then, Hellenistic epigrams in the form we have them are funda-
mentally literary artifacts.

The popularity of the form as a medium for literary expression seems
to have been widely dispersed. Known Hellenistic epigrammatists hailed
from around the Greek-speaking world, including the Peloponnese and
Magna Graecia (Anyte, Nossis, Leonidas, Theocritus), Central Greece
and Macedonia (Alexander, Perses, Posidippus), the islands of the
Eastern Aegean (Philitas, Simias, Asclepiades, Hedylus), North Africa
(Callimachus), and the Near East (Antipater of Sidon, Meleager). Some,
but apparently not all, spent part of their lives in Ptolemaic Alexandria.
Reitzenstein (189gg) posited that early Hellenistic epigrammatists could
be divided into “schools” with distinct thematic and generic interests: a
“Peloponnesian” school of Doric-speaking poets from the Peloponnese
and Magna Graecia such as Anyte, Nossis, and Leonidas, who mostly played
with the features of the traditional epigram forms; and an “Alexandrian”
school comprising poets associated with the Ptolemaic court, including
Asclepiades, Posidippus, Callimachus, and Hedylus, who introduced sub-
ject matter from other genres. Although the distinction does not acknowl-
edge the overlap between these groups, it remains useful: local networks
may well have played a role in the early development of Hellenistic epi-
gram. At the same time, poets from both groups knew and engaged with
one another’s work, and papyrological evidence suggests that epigrams
circulated throughout the Mediterranean world and that their audience
was not restricted to literary elites."*

'* For epigrams in paraliterary compilations, including school texts, cf. Petrovic
2019.
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4 FORMAL AND LITERARY ASPECTS OF
HELLENISTIC EPIGRAMS

(a) Length

The length of inscribed epitaphs and dedications was generally restricted
by the space available on their monuments. Like their inscribed anteced-
ents, the majority of early Hellenistic epigrams were relatively short, typi-
cally no more than about four or five couplets in length, and often shorter.
Even if, as papyrus evidence suggests, a random sample of Hellenistic epi-
grams might have a slightly greater average, brevity was clearly a defining
feature of the genre and probably contributed to its popularity in the
Hellenistic period.'s Indeed, one of the ways in which epigrammatists
played with genre was to condense elements treated at greater length in
other genres within the narrow confines of a few verses;'t conversely, the
slightly greater length of an epigram may sometimes reflect its affiliation
with other poetic forms (cf. xx111, ¢ introductory nn.).

At a basic level, the restricted space posed an attractive challenge to
poets seeking to demonstrate wit and skill. At the same time, however,
the challenge of composing within a small compass helps explain the
programmatic value of brevity for Hellenistic poets, who sometimes drew
on an interrelated set of oppositions — between brevity and length, light-
ness and weight, novelty and familiarity, clarity and murkiness, purity and
squalor, exclusivity and vulgarity, truthfulness and falsehood — to define
their aesthetic values and position in the tradition. For at least some of
these poets, brevity is one of a set of qualities that define refined and
elegant (AewTds, AemrtaAéos) poetry in which every element is chosen with
exquisite precision and care. Callimachus, most notoriously, defends him-
self against the charge that he has not composed work of sufficient length
by asserting his preference for poetry that is small, light, fine, and clear
like the chirruping of a cicada or the trickling of a small, pure spring
rather than long, heavy, and raucous like the braying of an ass or a rag-
ing, filthy river (Call. fr. 1.29-36, A. 2.108-12). Callimachus’ framing of
these oppositions was not shared by all poets, however. Hedylus, in one
epigram, links the production of novel, refined poetry not with spring
water but with copious amounts of wine,'? and, in another, describes the
clear sound produced by wine in Callimachean terms but simultaneously

'3 For brevity as a marker of the genre, cf. Philip AP 4.2.1-6; Magnelli 2006,
Kimmel-Clauzet 2017.

1 Harder 201q.

'5 Callimachus’ Aetia probably included a poetic initiation from the waters of
Mt. Helicon; cf. fr. 2 with Harder’s note; Asclep. *45 with Sens’s note.
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assimilates it with the “song” of the torrential Nile. Similarly, whereas
Callimachus in the Aetia-prologue (fr. 1) allusively links his poetic refine-
ment to the subtlety of Euripides as he is depicted in Aristophanes’ Frogs,
Dioscorides lauds the grandness of Aeschylus in terms that evoke his com-
petition with Euripides in that comedy.

A number of other Hellenistic epigrammatists by implication reflect on
the small scale of their own compositions. Epitaphs contrasting the small
size of a grave with the greatness of its occupant (e.g. cxxI11) may be read
as self-referential comments on the paradox of great content within a small
form. A number of epigrams in the Milan Posidippus papyrus describe
diminutive but finely wrought and realistic artifacts in ways that seem to
comment on the poet’s project, sometimes contrasting the small scale of
their subject matter with the greatness of the effect they produce.'®

(b) Variatio

Among the most striking features of many Hellenistic epigrams is their
reworking of the linguistic or thematic features of other epigrams. In
some cases, an individual epigrammatist treated a single subject or theme
in multiple ways or from multiple perspectives (e.g. CXXVII-CXXXI);
more often, poets played with the language, themes, or subject matter
they found in other poets’ work. Both sorts of variation have models in
the epigraphic tradition. For all their diversity, inscribed epitaphs and
dedications relied on a relatively stable and limited set of formal struc-
tures and motifs, and Hellenistic readers may have found in them a ten-
sion between repetition and variation, especially when they were copied
together in books. Some monuments, indeed, contained several epigrams
which treated a single death or dedication from different perspectives

(e.g. CEG 543).

(c) Voice and Perspective

Inscribed epigrams made use of a variety of speaking voices and internal
addressees. Epitaphs could be addressed to or spoken by an anonymous
reader (sometimes identified as a passing traveler), by the deceased, or
by the monument; dedications were sometimes spoken by a third-person
narrator and sometimes by the dedicated objects. In some cases, the voice
shifts without clear marking, as in poems where the passerby and the
deceased converse.

16 Cf. Porter 2011.
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In their original contexts, these inscribed poems formed part of a
semantic system in which text and monument each contributed to mean-
ing.'” Deciphering and making sense of them could be very challenging,
and in fact literary epigrammatists sometimes call attention to the process
of interpretation involved in reading inscriptions (cf. LXXI, CI, CXXVI).
In a purely literary context, the absence of a monument allowed poets
to imagine new situations and contexts, and to play with ambiguities of
voice and perspective that would be clarified in an inscriptional context.
All these features posed challenges for readers; indeed, perhaps more
than almost any other genre, literary epigrams invite their audience to
participate in the process of interpretation by filling in gaps and drawing
inferences from a limited set of information.'®

(d) Tone

Hellenistic epigrams are capable of an enormous tonal range. Many
are seriously pathetic, poignant, or solemn; others jocularly bathetic,
obscene, even parodic. In some poems, the humorous point is revealed
by a “punch line” in the final word or words, but this phenomenon is less
common than it becomes in epigrams of the Imperial period and in the
poems of Martial that they influenced. The wit of many poems resides in
the subtle, ironic characterization of the speaker, in the contrast between
grandiose language and humble content, or in sexual innuendo.

(e) Materiality

The essential materiality of epigram in its original inscriptional context
made it well suited to Hellenistic “book culture” and an excellent can-
vas on which Hellenistic poets, who knew the literary tradition primarily
through books and who regularly represented themselves as writers rather
than singers (e.g. Call. fr. 1.21-8, Asclepiades *45.8 Sens) or treated their
inspiration as deriving from books (e.g. Call. fr. 75.54-77), could project
their literary values. Some epigrams, for example, treat other forms of
poetry, such as tragedy, as though it were inscribed (543—4n.); in others,
the written poetry-book plays the role occupied in the epigraphic tradi-
tion by the engraved stone (e.g. Asclep. 28 Sens).

'7 This is particularly clear in epitaphs which omit the name of the deceased
because it was included elsewhere on the grave (e.g. CEG 524), and in inscribed
dedicatory epigrams which refer to the dedication only by means of a pronoun,
since they had no need to identify further the object on which they were inscribed.

¥ See e.g. Bing 1995, Hunter 1992.
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(f) Language and Style

Hellenistic epigrams are stylistically variable; some individual epigrams
juxtapose words from different registers. Many use relatively straightfor-
ward language, morphology, and syntax with few traces of the obscure
vocabulary, unusual morphology, or difficult word order found in some
other Hellenistic genres. Notably, erudite poets like Callimachus and
Euphorion who regularly used rare, disputed, or otherwise difficult
language in their other compositions mostly eschew lexical or syntactic
obscurity in their epigrams. The difficulty of these and many other epi-
grams lies less in their language than in their elliptical nature and in the
interpretive demands they thus impose on readers.'?

Epigrammatists sometimes drew on a far more elevated stylistic reg-
ister. Many play with form and content by applying high-style language,
including extravagant, “dithyrambic” compound adjectives (many of
them novel), to humble subject matter. The phenomenon is particularly
prominent in the epigrams of Leonidas of Tarentum and his imitators
Antipater of Sidon and Phanias, but it is not restricted to them. The tone
of the contrast between style and subject matter is not always easy to deter-
mine; in some cases, it is clearly playful, even approaching parodic (cf.
619—20n.).

Any assessment of the style of a given author must acknowledge the role
played by the stylistic preferences of the editors of the ancient anthologies
which lie behind our extant corpus. A number of the epigrams preserved
on the Milan Posidippus papyrus (below pp. 14, 170-1), for instance,
have a more elaborate, “baroque” style than do the epigrams of the same
poet preserved in the Anthology. Some of this difference may be a func-
tion of genre, since the poems in the Anthology are principally of types
which do not appear in the extant sections of the papyrus.

(g) Dialect

Greek poetic language was inherently artificial and included elements
drawn from multiple traditions. Although inscribed epigrams were
often based on the local, spoken dialect, many included phonological
and morphological features foreign to local speech and drawn from the
inherited, artificial language of epic and elegy (e.g. genitive singular in
-oto, dative plurals in -oi01/-c101 in Attic inscriptions). The authors of lit-
erary epigrams also exploited multiple poetic dialect traditions. These

' Cf. Magnelli 2007: 165—9.
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traditions are not “pure” in the sense that they reflect actual local speech,
but draw on a generalized poetic language and morphology with an over-
lay of specific dialectal features.

The dialectal substratum of the vast majority of Hellenistic literary epi-
grams is either the Ionic poetic koine or its Doric counterpart; markedly
local forms appear rarely. Many epigrammatists, including Asclepiades,
Callimachus, Posidippus, and Leonidas, composed in both Ionic and
Doric. The assessment of dialect is often complicated by uncertainties
about the text. Many features are not guaranteed by the meter, and dialect
was easily altered in transmission; in many cases, the manuscripts disagree
on the dialect of a given word. Even when they agree, there is ground
for skepticism: in one case, the Milan papyrus preserves Doric forms that
have been completely lost in the manuscripts of the Anthology (Lxxx111).
Inconsistent dialect features sometimes coexist in a given poem: the
extent to which they should be regularized (especially when they are iso-
lated in an otherwise regular dialectal context) is debated: in general, the
artificial nature of poetic language and the explicit Hellenistic recogni-
tion of the practice of dialect mixing (e.g. Call. Iamb 13.18 = fr. 203.18
Pfeiffer) suggest that we should be cautious about eliminating inconsis-
tency, and at least in some cases, there appear to be good literary reasons
for incongruous forms.

Dialect contributed to meaning in several ways. The traditional associa-
tion of specific dialects with particular genres (e.g. Doric with choral lyric,
Ionic with iambus) meant that they could serve as a signifier of literary
heritage and generic affiliation. Moreover, in a few epigrams, the dialect
seems to imitate the native language of the imagined speaker (e.g. xxv1i1,
LXXV, LXXXIII, LXXXVIII). In epigrams on Macedonian royalty, Doric may
have played an important ideological role by evoking the Argead claim
to Argive ancestry (cf. x11, Hunter in Fantuzzi and Hunter 2004: g371-7,
Sens 2004: 74-5).

The following features of Doric appear in the poems of the present
collection (for a fuller treatment of Hellenistic literary Doric, see Hunter

1999: 24-6):
Phonology and orthography

(a) & rather than n is the reflex of inherited a. It occasionally appears in
“hyper-Doricisms” as the reflex of inherited ¢, for which Doric prop-
erly has n (cf. Pos. 4o05n.). Doric a is regularly overlaid on epic forms.

(b) o5 is sometimes used for medial (.

(c) The secondary lengthening of inherited e and o by contraction or
compensatory lengthening is handled in different ways by specific
local versions of Doric: the so-called “milder” Doric dialects have &
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and ov, as in Ionic dialects, while “more severe” dialects have n and

w. Both forms appear in Doric-colored epigrams; in at least one case,

“more severe” Doricisms suit the Cretan ethnicity of the honorand

(cf. LxXV introductory n.).

(d) Contractions

i. The contraction of ¢ + o is usually eu.

ii. Endings beginning in ¢ and n contract with preceding « to pro-
duce n in alpha-contract verbs. Thus, 6pfii (grd pers. pres. indic.
act. of 6paw), oBopfiv (pres. infin. act. of wofopdw = Attic/Ionic
TPOCOPaYV).

iii. On one occasion, o + o produces eu in a poem with mostly Doric
forms (r21n.); the form is more characteristic of Ionic.

Nouns

(a) 1stdeclension
i. gen. sing. of masculine nouns ends in -&.
ii. gen. pl. in -&v.
(b) 2nd declension
i.  gen. sing. in -w or -ou (see above).
ii. acc. pl. in -ws or -ous (see above).

Pronouns

(a) 1st pers.: nom. pl. aués; acc. pl. apé.

(b) 2nd pers.: nom. sing. TU; dat. sing. Tiv, To1; dat. pl. Upiv.

(c) grd pers.: neither viv nor ww occurs in Doric-flavored poems in the
selection, though both occur in other Hellenistic poetry in Doric.
Tfivos and apparently «ijvos (cf. 188n.) are used in addition to éxeivos
(e.g. 471; cf. Gow on Theocr. 7.104).

Verbs

(a) 1st pers. pl. ending in -pes.

(b) grd pers. pl. ending in -vT1.

(c) One case of a future in -céw with contraction is possible at Asclep. 49
(aiBaootvTi, dat. sing. fut. participle).

(d) Fem. pres. participle in -oica as well as -ouoa. The former is a feature
of archaic Doric lyric and appears in Hellenistic literary Doric, as well
as in the spoken language of some local Aeolic (Lesbos) and Doric
(Cyrene) dialects.

(e) Forms of eiui include évti (grd pl. pres. indic.), éupev (pres. infin.), and
fs (grd sing. imp. indic.).

(f) ¢éve- for éa8- as the aorist stem of Zpyouanr.
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(h) Meter

Although some early inscribed epigrams were composed in dactylic hex-
ameters or iambic trimeters, the principal meter of epigram was the ele-
giac couplet, an epodic form in which a dactylic hexameter is followed by
an elegiac pentameter:

—00O 00U 00U 00O U0 _ X

— OO _ oo —l—uu - v X

The majority of extant Hellenistic epigrams, including all the poems on
the Milan Posidippus papyrus, are in this meter. Although it is possible
that editorial selection bias (cf. below section 5a) may have distorted the
picture to some extent (the collection of “Theocritean” epigrams, which
seems not to have survived via Meleager’s anthology, includes a number
of non-elegiac poems),* it seems clear that Hellenistic poets considered
it the default rhythm of the genre.
Several features of the Hellenistic elegiac couplet are worth noting.

(i) The Hexameter

Most Hellenistic poets favored dactyls (—-v) over spondees (--) in
the hexameter and consequently tended to use fewer of the possible
arrangements of dactyls and spondees within the verse. Whereas earlier
hexameters sometimes had their principal caesura in the fourth foot
(“hephthemimeral”), Hellenistic hexameters restricted it to the third; the
preference for dactyls is naturally correlated with the predominance of
the “feminine” caesura (between the bicipitia of the third foot) over the
“masculine” caesura (following the third longum).

In Greek hexameters of all periods words tended to end in certain
places in the verse more often than others. Most notably, throughout the
history of the form, it was very rare for a word to end after the first short
of a fourth-foot dactyl (Hermann'’s Bridge). Hellenistic poets regularized
the hexameter by further limiting some combinations of word-breaks and
restricting the places in which words of certain shapes could end, with
the result that they used fewer of the total number of theoretically avail-
able rhythmical possibilities than their predecessors.?' Callimachus was
particularly restrictive, and the extent to which individual poets shared his

* Dale 2010 argues that there is little evidence that non-elegiac poems in the
Anthology derived from Meleager’s Garland.

2! To some extent, their practice may reflect a broader trend that is also reflected
in inscriptions; cf. Fantuzzi and Sens 2006.
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practices was an important marker of their “modernity.” These metrical
practices have been described via a set of “laws™:

(1) Words do not end after the first short of a second-foot dactyl (“Meyer’s
First Law”) or at the end of a dactylic second foot (“Giseke’s Law”) if
they begin in the first foot, and they never end after a spondaic sec-
ond foot (“Hilberg’s Law”).

(2) Words of iambic shape (< —) do not end before the masculine caesura
(“Meyer’s Second Law”).

(g3) Lines with word-end following the third foot also have a regular
caesura in the third foot and word-end after a dactylic fourth foot
(bucolic diaeresis), along with sense-pause at either the main caesura
or the bucolic diaeresis (“Bulloch’s Law”).

(4) Word-end does not follow a fourth-foot spondee (“Naeke’s Law”).
(5) Aline with word-end after the first syllable of the fourth foot does not
have word-end after the first syllable of the fifth (“Tiedke’s Law”).

(6) Verses ending in a monosyllable normally have word-end after a dac-
tylic fourth foot (bucolic diaeresis) and have a dactylic fifth foot, but
see 569n.

(i) The Pentameter

Antipater of Sidon is the first poet to avoid accented syllables at the end
of the pentameter; the avoidance of accented final syllables became
common in the Imperial period. Early Hellenistic epigrammatists avoid
monosyllables at line end. There is a clear break between the two halves
of the verse; this caesura may be preceded by elision, and the preceding
syllable may be lengthened by position. Rhyme at caesura and line end is
common. It is often the product of an adjective and a noun in grammat-
ical agreement; this phenomenon occurs at different rates in different
poets, but it is probably not a significant marker of stylistic affiliation.**

(111) Non-Elegiac Meters

Most of the extant non-elegiac epigrams in the Anthology derive from the
early Hellenistic period,** and it may be that metrical experimentation
was especially robust at a relatively early phase in the development of the

** Slings 1993, Hutchinson 2016.
* Non-elegiac meters are somewhat more common in epigrams from Philip’s
Garland; cf. GPh 1.XxXXv1I-xxxvIr; Magnelli 2007: 179.
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literary epigram:** most non-elegiac poems have dedicatory or funerary
themes, and this relatively traditional content provided the generic foun-
dation for experimentation with form. In some cases, meter marks generic
affiliation, as in Leonidas’ use of iambic trimeter in an epitaph with comic
overtones or Theocritus’ use of choliambs to honor Hipponax, with
whom the meter was closely associated. As in other Hellenistic poems, a
meter traditionally found in combination with other meters is sometimes
used by itself. A number of poems combine longer and shorter lines into
couplets (e.g. X); a smaller group reverses the order of shorter and longer
lines (xc, Call. AP 13.24) or combines three or more lines into stanzas of
several verses (XLV).

5 TRANSMISSION
(a) Epigram Collections

Hellenistic literary epigrams may sometimes have circulated individually
or in small clusters, but most extant poems survived because they came
to be organized into and published as larger collections. Some contained
the work of a single author. These include both “libelli” produced by the
poet and “syllogae” in which an editor gathered together a poet’s works.*3
The most extensive ancient single-authored collection is P.M;:l. Vogl. viII
309, apparently containing an extensive and artfully arranged collection
of epigrams by Posidippus of Pella copied no more than a few decades
after the last of them was composed. The care with which the collection is
arranged allows for the possibility that it was produced by the author him-
self, though it does not prove this.** The basic organizational principle
is thematic: the poems are divided into labeled groups, including some
groups otherwise poorly attested in the literary tradition.*” Within and
between individual sections there are signs of artful structural marking.

*+ A few poems included in the “Vienna incipit list” (below p. 15) appear to be
in non-elegiac meters; cf. Parsons et al. 2015: 14.

*5 See Argentieri 19g8.

0 See especially the papers in Gutzwiller 2005. Parsons et al. (2015: 12-13)
question as anachronistic the assumption that all the poems must be by Posidippus
because the individual poems lack indications of authorship and the only two pre-
viously known poems are by him; doubts based on style are less compelling. Other
early collections perhaps containing the work of a single author include PKoln v
204 and possibly P.Petrie 11 49b.

*7 The extant papyrus contains no erotic epigrams of the sort attributed
to Posidippus in the Anthology; whether these appeared in a part now lost is
unknowable.
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Other early collections included the works of multiple authors (e.g.
P.Lond.Lit. 60, P.Oxy. 1v 662). The so-called “Vienna incipit list” provides
the first lines of 226 epigrams, organized into four books; one opening is
identical to that of Asclepiades x1x. The purpose of this list, the nature of
the collection it presupposes, and the authorship of the poems to which
it refers are uncertain, but it is possible that it consisted of a multi-author
anthology. For the mysterious collection known as the Zwpds, see p. 68.

In his Garland, published around 100 BCE, Meleager of Gadara juxta-
posed his own compositions with the work of earlier epigrammatists; the
collection was the source of the vast majority of extant Hellenistic epigrams
and included works by all the poets in this volume except Theocritus.
Changes to the original structure of Meleager’s Garland were made in the
tenth-century collection by Cephalas which forms the basis of the Greek
Anthology (see below),*® but many original sequences do survive, and it
is possible to identify some organizing principles of the Garland and of
its individual components. The anthology seems originally to have been
arranged in four books, consisting of erotic, dedicatory, funerary, and epi-
deictic poems. Individual sequences were grouped artistically by theme.
Often, Meleager showcases his engagement with the tradition by juxta-
posing his own compositions with a series of earlier epigrams on the same
themes. The collection also included thematically grouped sequences by
individual poets, including cycles of Meleager’s own work.

Epigram continued to be a vibrant form throughout antiquity and
beyond, and poems from a number of subsequent collections, including
Philip’s Garland (ca. 40 CE) and the Cycle of Agathias (6th cent. cE), and
others, were ultimately included in the Greek Anthology.

(b) Sources of the Text

The majority of Hellenistic epigrams are preserved in either or both
of the two principal collections that constitute the Greek Anthology.
These derive from a now-lost collection of Greek epigrams assembled
by Constantine Cephalas in the tenth century. Cephalas’ work included
poems from a number of epigram anthologies, including the Garland of
Meleager, the Garland of Philip (ca. 40 cE), and several other later collec-
tions (see Cameron 1993, Lauxtermann 2004: 88).

The Palatine Anthology (P), dating from the tenth century CE, survives
in a single manuscript, now divided into two unequal parts housed in
Heidelberg and Paris. It comprises fourteen books of epigrams, mostly but

* See Cameron 1993, Gutzwiller 1995



16 INTRODUCTION

not entirely organized by theme, and a fifteenth containing miscellaneous
epigrams and other poetic material; after it was assembled by a group of
scholars working from several copies of Cephalas’ Anthology, it was partly
revised by a “Corrector” who used a different exemplar of Cephalas’ work.
Transcriptions (“apographa”) of P circulated in Europe even before the
manuscript was discovered in 1606; the apographa were heavily emended
by a number of scholars, including Saumaise and Scaliger.

The Planudean Anthology (Pl), now in Venice, is Maximus Planudes’
autograph of a collection that he assembled in 1301. Its epigrams fall
into groups, the first organized in seven sections, the second containing
additional poems roughly corresponding to the first four of those sections
and copied from a different exemplar. The epigrams unique to Pl are
sometimes erroneously referred to as “Book 16” of the Anthology. Several
smaller collections (“syllogae”) derive from Cephalas’ collection by routes
independent of P and PI and thus offer valuable evidence for the text of
some epigrams.

A smaller number of epigrams survive exclusively in ancient and
Byzantine authors and lexica, including Plutarch, Pollux, Athenaeus,
Stobaeus, and Tzetzes. The tenth-century lexicon called the Suda pre-
serves lines and phrases from many poems, apparently relying on a copy
of Cephalas’ anthology different from those used by P and Pl. A number
of epigrams not found in the Greek Anthology appear on papyri, most
notably P.Mil.Vogl. vii1 gog (above p. 14) and P.Louvre 7172 (cf. LXXVIII
introductory n.). The present edition omits some papyrological details for
poems preserved in these collections.

6 ORGANIZING PRINCIPLES OF THIS ANTHOLOGY

No scheme for arranging epigrams within an anthology is wholly unprob-
lematic. Because the absolute and relative dates of individual poets and
their work are not secure, and because the careers of many of them over-
lapped, no clear chronological arrangement is possible. Organizing epi-
grams by theme or “type,” despite the ancient antecedent of the Milan
Posidippus, risks effacing some of the generic complexity of the poems.
The organizing principles of this collection are as follows:

(a) Individual poems are grouped by author.

(b) Within individual author-sections poems are broadly arranged by
genre: epitaphs and dedications appear first, followed by epigrams
most closely playing on these forms, and then by other types (ecphras-
tic, sympotic, erotic).
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(c) Authors are arranged alphabetically within four imperfectly defined
chronological groups:

1.

il.

iii.

v.

epigrammatists active in the late fourth/early third centuries
(e.g. Anyte, Asclepiades, Nossis, Perses);

slightly later poets, whose activity may have covered some of the
same period as that of the first group (Callimachus, Theocritus,
Posidippus, Hedylus);

poets flourishing in the second half of the third century
(Dioscorides, Rhianus, Euphorion, Theodoridas);

subsequent poets down to the end of the second century (Alcaeus,
Antipater of Sidon, Phanias, Meleager).
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I

I. ANYTE AP 7.724 (4 GP)
fPav pév ov, Tlpoapy’, dAecas, kal dwPATA TATPOS
Pe1dia év dSvogpepidn Tevler EBou @Bipevos:
A& kaAdv Tot UtrepBev £Tmos TO8e TreéTpos Aeidel,
ws £B8aves PO PiAas papvapevos TaTpidos.

II. ANYTE AP 7.649 (8 GP)
avTi To1 eUAexéos BoAdpou oepvdY 8 Upevaiwv
MATNP OTACE TAPW! TS €T poppapivel
Tapfevikav péTpov Te TeOV kai KAAAog éxoloav,
Oepoi: ToTipbeykTa &' EmAeo kai pbipéva.

III. ANYTE AP 7.646 (7 GP)
Moictha 87 Tade TaTpl @idwr Tepl xeipe Paroloa
e’ "Epata ¥Awpois 8&kpuot AsiPopéva,
"® TaTep, oU Tot ET° elpi, péAas & Eudv Supa KOAUTTTEL
non &mwopbipévas kuaveos BavaTos.”

IV. ANYTE AP 7.490 (6 GP)
TapbBévov AvtiBiav xaTtodUpopal, &g éti oMol
vupgiol iépevol TaTpds ikovto doduov,
K&AAeUs Kad TIVUTATOS &Gvax KAEos” AN’ émITTAvTwY
EATTISas oUAouéva Moip’ ékUAioe TTPoOoW.

V. ANYTE 10 GP (APUD POLLUCEM 5.48)

WAego d1 TroTe Kai oU ToAUppilov Tapd Bauvov,
Aoxp1, p1AopBoyywy OKUTATN TKUAGKWY*

toav Taidwv &te patpds P: alii alia

II.

III.

2 otdot Gow: otfioe PPl 2 papuapivav Pl

1 8hom. Pl 4 &mogbiuévas Stadtmuller: &mropbipévns PP1

IV. Pl Ionice passim AvriBinv ... fis [1], mwuTtiitos [3], obhopévn [4]

V.

1 kai oU Pollux: Maipa Schneider, Ypsilanti

21

1 fifav pév ou, Tlpdapy’, SAeoas kai dwuaTta Tatpds Ypsilanti: fifa pév oe Tpdapye

g &yakiéos Pl



22 V-IX ANYTE; X ASCLEPIADES, 19-38

Tolov éAagpilovTl Ted1 EykaTHETO KAWL
20 10V &ueilikTov TToIKIAGSE1pos £X1s.

VI. ANYTE AP 6.123 (1 GP)
goTab Tade, kpavela PpoTokTOVE, PNd’ ET1 Auypov
XGAkeov Gup’ dvuxa oTale povov daiwv,
GAN' dva papuapesov dopov Npeva aitruv Abdvas,
&yyeM' &vopéav Kpntos ExekpaTida.

VII. ANYTE AP g.745 (14 GP)
25 Baeo TOV Bpopiou kepadv Tpdyov, ws &yeprxws
Sppa KT Ado1&V yadpov Exel yevUwy
KUd16wvV OT1 ol Bay’ év oUpeotv augi TTapfitda
BooTpuyov eis podéav Nais £dekTo Yépa.

VIII. ANYTE AP g.313 (16 GP)
1leu amas o KaA& dagvas eUuBaéa pUAAG
30 wpaiou T &puoal vapaTos adu Toua,
dppa Tol &oBuaivovta Tovols Bépeos pida yuia
AuTrauomnis Tvoldt TUTTTOpEV ZepUpou.

IX. ANYTE APL 291 (g GP)
pp1&okopan T6de TMavi kai athidov 8éto Nupgais
d&dpov Ud okomds OsUdoTos oiovduos,
35  ouvey UT &laAéolo Bépeus peya KEKUNOTA
Tadoav dpefacal Xepoi ueAxpov Udwp.

X. ASCLEPIADES AP 1g3.23 (33 GP = SENS)
i TTopPEPTTwY, PikpodY, €1 T1 KAYKOVETs, GKouaov
T& BéTpuos mepiood SfjTar k10N,

VI. 1 t&de Meineke: tiide P Suda «xpdvaia C: - P 2 Saiwv Kiister: dniwv P:
Saidwv Suda g fpéva Salmasius: €i- P 4 fvopény Suda

VII. g oi Brunck: ou P

VIII. 1 Tfiode 8agvns P 2 7180 Pl 4 rvoidn Stadtmaller: wvorfis PPI

IX. g aif pw Umd {abéoto Bépeus PI*: olvex' U’ &laéou Bépeos PIP

X. 1 m «kéykoveis Meineke: T kakév eis P 2 Bétpuos Jacobs: -tou P
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Os TpéoPus OydwkovT ETGOV TOV €K VEwv EBayev
40 0N T Téxvan kai copov AéyovTa.
PeU TOV TekovTa, el O kai BoTpuos gidos Trad, 5
000av Auolpos adovav ATWAEU.

XI. ASCLEPIADES AP 6.308 (27 GP = SENS)
VIKNoas ToUs Taidas el KaAd ypappaT Eypoyev
Kévvapos dydwkovt’ doTpaydious EAaPev,
45  K&uE X&pv Mouoais TOV Kwpikdy ode Xdpnta
TpeoPuUTnY BopuPwt Bk’ évi Toudapiwv.

XII. ASCLEPIADES OR ARCHELAUS APLA
120 (43 GP = SENS)
TOApav AAe§avdpou kai OAav amepaéaTo poppav
AYormrmros: Tiv' 081 XaAkos €xel duvauv.
aUdaocolvTt &' Eotkev 6 YA&Akeos és Ala Aeucowy
50 “y&v U’ époi TiBepan, ZeU, oU & "OAuptrov €xe.”

XIII. ASCLEPIADES AP 5.185 (26 GP =SENS)
gis &dyopav Badicas, AnunTpie, Tpeis Top  AuuvTou
yAaukiokous aiTel kai déka pukidia,
Kal Kugdas kopidas — &pifunoer 8¢ oot auTos —
gikoo1 kal TéTopas. deUpo AaPav amib
55  kail Top& OauPapiou podivous €€ TpdoAaPe < — x> 5
kai Tpugépav Tayéws év TTapodwt K&Aegov.

XIV. ASCLEPIADES AP 5.169 (1 GP = SENS)
NdU Bépous BirydvT X1wv TToTOY, NOU B¢ vauTals

£k YEpddVOos idelv elapvov ZTépavoy
Ndlov &’ 6moTAV KPUYNL pia Tous PiAéovTas

60 ¥xAaiva, kai aiviitar Kutrpig U’ dueoTépwy.

6 boodv Page dubitanter: déooav P: 6c&v Sternbach: 6cwv apogr. &dovév Sternbach:
ndovav P: fiBovésv apogr

XI. 2 Kavopos Pl g MolUons Pl 4 6ix’évi Hecker: 6fjké ue PP1

XII. 2 Tiva 8/ Hermann g a¥dacoivti, aldas ouv 11 , aldav ouv TI, alddoovTi,
audfioovm Plut. codices varii, at8aceivti possis: aidaoovtt PIZ™ 4 éut Tzetzes

XIII. 5 OauBapiou Gow: OauPopiou P

XIV. 2 otépavov CPl: otégos P g f5eiov (-ov Jacobs) & omdTav P: fidiotov Cr°: 715U b¢
kai 6wéTe (8¢ kai manu recent.) Pl: 715U 6wéTe spatio relicto post 7150 Q 4 aiveitan P
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XV. ASCLEPIADES AP 5.85 (2 GP = SENS)
Peidm Tapbeving. kai Ti WAéov; oU yap és “Aldny

¢éNBoUc’ eUpmoels TOV @rAfovTa, KOPM.
¢v {woiol Ta Tepmva T& Kumpidos' év &' AxépovTi

0oTéax Kai omodin), Tapbive, keiooueba.

XVI. ASCLEPIADES AP 5.210 (5 GP = SENS)
65  TOPBOAMD A1dBUuN pe cuvnpTTacey, Gpol, Eyw OE
THKOPAL WS kKNPdS TTap TTUpl KAAAOS OpQdV.
el 8¢ péAava, Ti ToUTO; Kal AvBpakes: GAN' OTe Keivous
BaAywpey AGuTToua’ s POdea KAAUKES.

XVII. ASCLEPIADES AP 5.64 (11 GP = SENS)
veige, xohaloPolel, Troiel okdToS, aife, kepavvou,
70 TAVTa T& TTopPUpPovT év YBovi oele vépm'
flv y&p pe kTeivmis, TOTe Tauoopar, fiv 8¢ p’ &ofis (fjv
kai d1a8jis ToUTwy Xeipova, Kwuaoopar
EAkel Y&p Y’ 6 kpaTdv kai ool Bebs, 1 ToTe TelobEis, 5
ZeU, B1&x yaAkeiwv xpuoods £dus BaAdpwv.

XVIII. ASCLEPIADES AP 5.145 (12 GP = SENS)
75 aUToU pol, oTépavol, Tapa dikAiol Tolode kpepaoTol
MIUVETE, pN TTPOTTETRS QUAAC TIVAOOOUEVOL
oUs dakpuois kaTéPpefa — KATOURPA Y&p SUUOT EPOVTWY —
&M’ 6Tav olyopévns auTov 1dnTe BUpT,
otafal’ Umep kepafis Epov UeTOV, s &v ékeivou 5
8o N §avBny ye kopn Tépd Tim Sakpua.

XIX. ASCLEPIADES AP 12.46 (15 GP = SENS)
oUK iy’ oUd’ éTéwv dUo Kkeikootl kal Koi&d (&v.
WPWTES, T KAKOV TOUTO; Ti PE PAEYETE;
fiv yap éyw 11 mabw, Ti TonoeTe; dfidov, "EpwTes,
@s TO Tapos maifecd’ Gppoves doTpaydAois.
XVI. 1 tog8aiudr Wilamowitz (d¢8oAuddn Jacobs): 1& 8aMAér PPl: 16 8&Ama
Wilamowitz: alii alia g &AA" 87e xeivous Jacobs: &GAA& 16 keivou P: dMA& T& keivng C
XVII. g &ofiis {fiv P Suda: &geing P1 4 8108715 Pl (-ns) Suda: S1a8eis P

XVIIIL. 3 épcovtwv CPl P.Oxy.: épootwv P 4 &tav olyopévns Jacobs: 61" &v oiy- C: 671’
avory-PPl  adtov PPl almiiv C 5 éxeivou P.Oxy.: &uewov PPl 6 timi 8&xpua P P.Oxy.:
da&xpua Tim Pl
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XX. ASCLEPIADES AP 12.135 (18 GP = SENS)
85  olvos EpwTos EAeyxos Epdv &pveUuevov fuiv
fitacav ai ToMai Nikayodpnv Tpomdoss'
Kal yap édakpucey Kol éVUoTOoE Kai Tl KATNPES
EPAeTre, X oPryxBels oUk Eueve oTEPaVOS.

XXI. ERINNA AP 6.352 (g GP)
€€ dToAGY YEPHOY TAde ypappaTa AdioTe TTpopabed,
9o EvT1 kai avBpwTrol Tiv dpaioil cogiav.
TauTay yoUv éTUpws Tav Tapfevov 60T Eypayey,
ai kaudav ToTébnk’, fis k' AyabBopyis SAa.

XXII. LEONIDAS AP 7.655 (17 GP)
GPKET pol yains pikpt) kovig: 1) &8¢ Tepioon
&M \ov é¢mBAipor TAoUsIa KeKAIPEVOVY
95  OTNAN, TO OKANPOV vekp&dY P&pos. €1 pe Bavovta
yvaoovT', AAkavdpwt ToUto Ti KaAMiTéAeus;

XXIII. LEONIDAS AP 6.657 (19 GP)
TToluéves, ol TaUTNV Opeos PAx1v oloToAeiTe
alyas keUeipous éupoTéovTes &is,
KAeitayodpni, mpos IMis, dAiynv xapiv, GAA& TTpoonvi
100 TivorTe ¥Boving eiveka Pepoepovng.
BAnxfHoowT' &iés poi, ¢’ &§éoTolo & Tounv 5
TETPNS oupilol TTpnEéx Pookopévals:
glapt 8¢ TpwTwW! Asipcwoviov &vBos duepoas
XWPITNS OTEPETW TUMPBOV EUOV OTEPAVAL,
105 Kai Tis &’ UGPVOI0 KATAXPAIVOITO YAAXKTI
016s, &poAyaiov paoTOV AVaaXOMEVOS, 10
kpNTId' Uypaivwy émiTUuuPiov. giocl BavovTtwvy,
eioiv &poifaion kav gbipévols XapiTes.

XX. 2 fitTnoav év ToAAais vikacopnyv Tpotoois P, corr. apogr. g évicTace kai T
apogr.: évioTtage kTt P 4 opryxBeis Brunck: opix8eis P

XXI. 1 ¢ PPl 8¢ C  &rtorav P: &morav Pl Tlpoua®el P: -und- P12 Tiv P: 1y
Pl 4 oi kaudav Weiske: aik’ adyav PPl woténk’ P (-81x’) apogr.: wote 8k’ PIC
(woTé¢) «k om. Pl

XXII. g el Hermann: oi P: oi Pl

XXIII. 2 keveipous Salmasius: keunpous P: keduddous Pl éupoTtéovtes Scaliger: -Bat-
PPl 7 &pépas Scaliger



26 XXIV-XXVII LEONIDAS, 109-134

XXIV. LEONIDAS AP 7.295 (20 GP)
Ofipwv TOV TpryépovTa, TOV eUAYpWV &TTO KUPTWV
110 {&vTa, Tov aifuing TAsiova vn§duevoy,
ixBuoiAnioTiipa, ocaynvéa, xnpauoduTny,
oUXi TTOAUCKAAUOU TTAWTOPA VAUTIAINS,
gutns oUT ApkTolpos &TAecey, oUTE KaTaryis 5
fAaoe Ta&s TTOAAGS TV ETéwy dekddag:
115 G&AN €Bav’ év kaAUPm oyxowiTidl AUyxvos dToia
T pakpd1 oPfecbels év Xpovw! adTOPATOS.
ofjua 8¢ ToUT ol Taides éprippocav oUd’ OPOAEKTPOS,
&AAG ouvepyaTivns ixBuBoiwy Biacos. 10

XXV. LEONIDAS AP 7.740 (75 GP)
aUta émi Kphbwvos éyc Aifos, oUvopa keivou
120 dnAoloa: KpnBwv &' éyxBovios omodid,
6 mpiv kai [Uym wapioeupevos dABov, 6 TO Tpiv
Boutrapwv, 6 Trpiv TAoUo10s aiTroAiois,
6 Trpiv — Ti mAelw pubelp’ €T1; — Ao poKkapPTOS, 5
U, yains 6oong 6ocov €xel uoplov.

XXVI. LEONIDAS AP 7.283 (63 GP)
125 TeTpnyVia 8dAacoa, Ti g’ ouk oilupd TaBovTa
TNAGG’ &o WiAfis EmTUCas TI6VOS,
s oel pnd’ ‘Aidao kaknv émieipevos AUV
O1AAeUs Apgipéveus dooov EyeiTdveov;

XXVII. LEONIDAS AP 7.455 (68 GP)
Mopwvig 1) pidowos, 1| TiBwv omwodos,
130 E&vTtalfa keiton ypnis, fis Uép T&Pou
YVWOTOV TTpokeITal T&ow ATTIKT) KUME.
oTevel B¢ Kal yds vepbev, ouy UTreép Texvwv
oUd’ avdpds, ouUg EAertrev €vdeels Piov, 5
gv &' avTi w&vTwy, oUvey 1) KUME Kev.

XXV. 2 ¢yx8évios Kaibel: év x8ovi ois P: év x8oviois Pl
XXVI. 1 terpnyuia CPl: -av P g g CPI: &5 P

XXVII. epigramma iteravit (= P’) C in margine iuxta Antip. AP 7.353 (de
Maronide) g yvwoth Pl 4 yfisPl 5 008’ P: ok PPPl  AéAormev Pl
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XXVIII. LEONIDAS AP 7.408 (58 GP)
&Tpépa TOV TUMPoV TTapoueifeTe, pun TOV €v UTTvool
TMKPOV EyeipnTe OPTiK’ AvaTTaAUSpEVOV.
apT! yap TmmovakTos 6 kai Tokedve Palifas
apT1 kekoipnTal Bupds év fouyin.
GM& Trpopnfnoactes: T& yap TeTUpwuEVa Keivou 5
phuaTa TTnuaively oide kai eiv Aidn.

XXIX. LEONIDAS AP 7.13 (98 GP)
Tapfevikdy veao1dov év UpvotrdAoiol uéAicoav
“Hpwvav Moucéwv &vBea dpemrtopsvay
‘A1das eis Upévaiov dvaptracey. ) pa TS Euppwv
€’ éTUpws & Tals: "Pdokavéds éoo’, Aida.”

XXX. LEONIDAS AP g.719 (88 GP)
oUK ETAacev pe Mupwy, éyeloaTto: Bookouévav B¢
€€ &yehas éAaoas dfioe Paocel Aiflivor.

XXXI. LEONIDAS AP 6.263 (49 GP)
TUpo® ToUTO AéoVTOS ATEPAOINCATO dépua
280005 O PouTrapwy doupi POVEUCEUEVOS
apTl KaTaPpukovTa TOV eufnAfjpova pooyov:
oud’ keT' &k pdvdpas auTis étri EUAoyov,
pooyxeiw &' &méTioey 6 BMp &b’ afpaTos alua 5
PAnOeis: &xBevdv &' €ide PookTaciov.

XXXII. LEONIDAS APL 230 (86 GP)
uf oU y' &’ olovdpoio TepitTAcov iAUos e
ToUTO Yapadpains Beppodv, 68iTa, Tinis:
AAA& poAdv pdAa TuTBOV UTrép SauaAnpoTov Gkpnv
KEIoE ye Tap Kelvon Torpevion wiTUT

XXVIII. g tokedve Patifas Headlam: Tokéwv eia P: Toxkéwv Eo pavtas Pl

XXIX.

1 apBevikav Brunck: -ty PPl 2 “Hpwvav P: "Hp- P1 Syll.Z  Moucéwv Syll.3:

Moucév PPl 8pewtopévav P: -nv Pl Syll.Z g &vépmacev P: dvfipmr- Pl SyllL.Z 4 &ida
P: -8n P1 Syll.=

XXXI.

1 tupa®d Meineke: - P: -o0 Pl 2 Bouméuwv Valckenaer: -wadicov PPl

pooxeiw Meineke: -eicot P: -giou Pl: -iw Suda

XXXII.

1 ye Torovépolo Geffcken
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gupnoels keAapulov éukprivou dBi1d TETPNS 5
vaua Bopelaing yuxpoTepov vigados.

XXXIII. LEONIDAS AP g9.99 (32 GP)
iohos eUmwywv alyds Toois €v ToT dAwt
160 oivng ToUs &maAoUs TavTas Edaye kA&Sous.
T &' Emos ék yains Tooov &True: “KeIpE, KAKIOTE,
yvaBuois fuéTepov KAfjua TO KapTTOPOpoV:
pifa y&p Eutredos oUoa EA YAukU vékTop Avhoel 5
oooov ¢momweioar ool, Tpaye, Buopevwr.”

XXXIV. MOERO AP 6.119 (1 GP)
165 keloan BN Xpuoéav UTO TaoTada Tav AppodiTas,
BoTpu, Aiwvicou TAnBopevos oTayowm,
oUd’ £T1 Tol paTNP épaTov Tepi KATipa Baroloa
QUOEL UTTEP KPATOS VEKTAPEOV TTETOAOV.

XXXV. NOSSIS AP 6.275 (5 GP)
Xaipolodv To1 £oike kopdv &mo Tav Agpoditav
170 avBepa kekpupaAov TOVvde AaPeiv Zapubas:
da1daAeds Te yap 0Tl Kai GdU T1 vékTapos Soder
TouTw! kal THva kaAov "Adwva Xpiel.

XXXVI. NOSSIS AP 6.353 (8 GP)
AlTopéhivva TéTukTar 18, ws &yavdv TO TTpdowTov.
aué ToToTTAev pethiyicws Sokéer
175 WS ETUPWS BuydTnp T paTEéPl TAVTA TTOTWIKEL.
N KaAdY, kka TEAM Tékva yovelow ioa.

XXXVII. NOSSIS AP 6.354 (9 GP)
YVvoTa kal TNAGBe ZaPaibidos €ideTon Eppev
ad’ eikwV poppdn kai peyoAsloouval.
Ba&eo Tav MwuTav TS Te peihixov auTob TrHvas
180 EATrou’ Opfiv. xaipols ToAAG, pakalpa yuval.

XXXIV. 2 otayévi apogr.: -dvi P
XXXV. g 6081 apogr.: 8le1 P (8 supra { scr.) Suda
XXXVI. g wotwiker Bentley: mpoo- P 4 wéAm Schaefer: wéro1 P

XXXVII. 1 tA&®8e Meineke: tvale P eideton Eppev Meineke: €idete pév P g
peyaheioouvar Reiske: peyarwoivan C: peyodwouva P 4 6pfiv Brunck: op&v P
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XXXVIII. NOSSIS AP g.604 (7 GP)
OaupopiTas popedv 6 Tivag Exerr eU ye TO yalpov
TeUEe 1O B wpalov Tas &yavoPAspdpou.
oaivol kév o’ éo180ica kai oiko@UAa§ okuAGKava
déomowav peAdfpwyv olopéva Tobopfiv.

XXXIX. NOSSIS AP 5.170 (1 GP)
185 Gdiov oUdev EpwTos: & &' SAPia, deuTepa TAVTA
¢oTiv: Ao oTOpaTOoS & ETMTUCT Kal TO éAL
ToUTo A¢yel Nooois: Tiva &' & Kumrpis olk épiAnoey,
oUk o18ev kfva y', &vbea Troia podda.

XL. PERSES AP 7.539 (g9 GP)
oV Trpoidwvy, OedTiue, Kakfy duoiv UeTiolo
190 ApkToupou Kpuepfis Tjyao VauTIAINg,
1} oe 81" Alyaiolo ToAukAmd: Béovta
vni oUv ois éTdpois fiyayev eis Aidny.
aiad, ApioTodikn 8¢ kai EUtoAss, of o' éTékovTo, 5
MUPOVTQL KEVEOV OT|UC TTEPIOYOUEVOL.

XLI. PERSES AP 7.501 (4 GP)
195 EUpou xeipéprai oe kaTonyides égekuhcay,
®iAAL, TOAUKAQUTW! Yupvov €T Hiovy,
oivnpfis AéoPolo Tap& opupodv: aiyiMios &¢
TETPOU GAIPPEKTWI KeEToal UTTO TTPOTTOdI.

XLII. PERSES AP 7.730 (7 GP)
de1daia MvaouAAa, Ti Tot kai 10’ Apiwt oUTOoS
200 MUPOMEVAL KOUPAV YPOTITOS ETTECTL TUTTOS
NeuTtipas, &s 81 ok’ &Td yuydv épuoavTo
®B8ives; kelTan &' ola kaTd PAs@ppwv
Ay AUl TTAnuUpouca @iAas UTTO PnTPOs &yoo T, 5
aiad, 'ApioToTéANS &' oUk &raveubs TTaThp

XXXVIII. 2 6 Brunck: 8" PPl Tfis PL g éoi8oUoa Pl 4 oiouévn Pl
XXXIX. 1 &8 apogr.:1ad P 4 kfva y' Reitzenstein: kijva T P
XII. 1 £exUhioav Pl: gexihicoav P

XLII. 2 xoupav Hecker: koupa P g &5 C: e P (ut videtur) épuoavto C: épea P (ut
videtur) 4 PAcgpdpwv C: paepdpwv P 5 0o C: &md P



30 XLII-XLIV PERSES; XLVI PHILITAS, 205-224

205 BefiTepdl KeOAQY ETrepdooaTo. @ péya Seidoi,
oUd¢ BavovTes £V E§eAdBect’ &yéwv.

XLIII. PERSES AP 6.112 (1 GP)
Tpels GpaTol kepaeooiv Ut aiffoucais Tol, "ATroAAov,
ayxewTal kepoAai MawaAiwv EAdewy,
as €Aov €€ Tmmwv Tyuyepdn xépet Aailoxos Te
210 kai TTpopévns, &dyaBol Tékva AgovTiddou.

XLIV. PERSES AP 6.272 (2 GP)
{&ud To1, @ Aatwi, kai dvBepdevta kUTTacov
Kol piTPaV HACTOTS OPIYKTA TEPITTAOMEVOY
fnkaTo Tpaeooa, ducwbdivolo yeveBAag
apyaAéov dexaTw! pnvi puyoldoa Papos.

XLV. PHALAECUS AP 13.27 (4 GP)
215 Pddxos émi Eeivm pev &méphTo® kipa y&p péAaiva
veUs oUy UmreEnveikey oud’ €defaTo
&G kot Alyaiolo ToAuv PuBov dixeTo TéVTOU
Bim NoTou mpriocavTos éoxaTnv GAa.
TUpPou &' év TTaTépwy keveoU Adyev, ov Tépt TTpounbis 5
220 uNTNP, Auypfit Spvith ToTpoV €ikéAn,
aiad kwKUEl TOV €0V yovov fluaTa TavTa,
Aéyouoa TOV TTpowpov s &mepbiTo.

XLVI. PHILITAS 13 SBARDELLA (g GP [VV. 1-2], 23
SPANOUDAKIS)

— ¢k BupoU kAaloai pe T& peTpia Kai T1 TTPooNVES
eltrely, pepviiofal T oUkET' €6vTOS OUGS.

7 & Wilamowitz: kou Stadtmuller: ¥’ & P
XLIII. 2 &yxewtar Suda: éyxewtan P Suda 3 Mawadiowv Suda

XLIV. 1 Aatwi Graefe: Aatoi P 2 paoctois apogr.: paotoio P g Tiuhecoa
C Buowdivoto C: Siwdivolo P

XLV. 2 Umeffvikev P, corr. Brunck g woAuv PuBév Meineke: oAy BaBuv P 4
¢oxardtny P, corr. Brunck 5 TMpopndis Brunck: -8eis P 6 eixéAn Brunck: ix- P 8
Tpdopov P, corr. Salmasius

XLVI. 1-2 et 3—4 coniunxit Schneidewin 1 pe T& Jacobs: uéya Stob.
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225 — oU KAaiw Eeivwv ot prAaiTaTe” TOAA& yap Eyvws
KaAd, kakdv & aU oot poipav Evelue Beds.

XLVII. SIMIAS, “SIMONIDES,” OR SAMIUS
AP 7.647 (SIMIAS 7 GP)
UoTaTta d1M T&d' Eerre pidav ToTi poTépa [opy
dakpuodsooa Sépas Xepoiv épaTTopeva:
"aUfh pévors Tapd TaTpi, Tékois &' &l Adiovi poipat
230 Ay o@d1 ToAId ynpai kadepdva.”

XLVIII. SIMIAS AP 7.22 (5 GP)
npéu” Ueép TUUPOIO ZoPokAEoS, TIPEUQ, KIOOE,
gpTUo1s XAoEpoUs EKTTPOXEWY TTAOKGUOUS,
kai méTaAov Tavtnt 8&AAoL podou T) Te PrAoppcds
QuTreAos Uypda TEPIE KANUATO XEUApEV,
295 €lvekev eupabing mvuTo@povos, v 6 peApos 5
floknoev Mouc&v Guurya kai Xapitwv.

XLIX. SIMIAS AP 7.209 (1 GP)
OUKET &V’ UAfiev dpios eUokiov, &ypdTa Tépdis,
nxNeEcoav iels yfipuv Ao oTouATWY,
fnpeuwv PaAioUs cuvopnAikas év voudt UANg:
240 WIXEO Yap TUp&Tav gig AxEépovTos OBoV.

L. CALLIMACHUS AP 7.517 (20 PF., g2 GP)
ndto1 MeAdwvitrov é8&mTouey, fediou B¢
duopévou Baoidw k&T8ave TapBevikm
aUToxepi: {wev yap &deAgeov év Trupi Beloa
oUk ETAn. Bidupov B’ oikos oeide kakdv
245 TaTPos ApioTimrolo, kaTnenoev d¢ Kupnvn 5
T&oa TOV eUTeKVoV XTjpov 1doloa ddpov.

4 #veipe Gesner: véuer Stob.

XLVII. 187 0om. P ¢iAny, untépa P 2 Sépas Stadtmuller: &épng PPl 4 kadepdva
apogr.: kadopévav PPI (in kndoutvnv corr. P)

XLVIII. 1 tUuPou ZogokAéous P 4 xAipata P 5 pehixpols P

XLIX. 1 8pios C Suda: 8puds Pl: 8pucis P 2 otopdTwy P: otédpatos CPl Suda g
BaiioUs cuvoptihikas Pl 4 dixeo CPl Suda: éaxeto P

L. 6 g0texvov C: edtékvewv P: edtaxkTov Pl



32 LI-LVI CALLIMACHUS, 247-268

LI. CALLIMACHUS AP 7.80 (2 PF., 34 GP)
eié 115, ‘HpdkAeite, Tedv pdpov, &5 8¢ pe ddxpu
fyayev: éuvnobnv &' doodxis &updTepol
NéAoV Aéoxnt KaTeEdUoOaUEY. GAA& OU pév Trov,
250 &elv' ANikapvnoel, TeTpaTOAQL oTTOdIT,
ai 8¢ Teai {wouctv dnddves, Hiow & TavTwY
apTakTns Aidns oUk émi Xelpa BaAel.

LII. CALLIMACHUS AP 7.447%7 (11 PF., 35 GP)
ouvTopos v 6 Eelvos, 8 kal oTixos oU pakpd Aé§wv
“Ofipis AproTaiou Kpns™ &’ époi SoAryods.

LIII. CALLIMACHUS AP 7.272 (18 PF., 38 GP)
255 Naiog ouk i yiis éBavev AUkog, GAA" évi TToVTWI
vaiv &ua kal wuyfy €idev &moAAupévny,
gutropos AlyivnBev T €mAee: Yo pév év Uypiit
VEKPOs, €y &' &AAws oUvoua TUuPos Exwv
KNpUoow TavaAnbes émos T0de: “pelye BaAdoon:
260 ouppioye ‘Epipwv, vauTie, duopévwv.”

LIV. CALLIMACHUS AP 7.451 (9 PF., 41 GP)
THde Zdwv 6 Aikwvos Akavbios 1epdv UTTvov
Kolp&Ton Bvmiokev un Aédye ToUs &yabous.

LV. CALLIMACHUS AP 7.521 (12 PF., 43 GP)
Kulikov fjv EABnis, dAiyos oévos Tmrokov eupeiv
kai Aiduuny: &pavts oUTI yap 1| yeven-
265 kal oQwv Avinpov pév épels £Tros, EuTTa d¢ Ad§an
ToU®', 6T1 TdV Kkelvwv @' Eméyxw Kprriny.

LVI. CALLIMACHUS AP 7.271 (17 PF., 45 GP)
PeAe und’ éyévovTo Boai vées: oU yap &v TuEls
Taida AlokAeidou ZWTTOAY €0TEVOMEY:
LI. g fi¢hiov PI D.L.: fjhiov P Suda &v Aéoxm PP, év secl. Bentley
LII. 1 Aé§wv C: Mé€w PPI
LIII. 4 &xwv CPlL: &xw P 6 Suopévwv CPlL: duopevéwv P
LIV. 2 6véokeawv P

LV. g2A&ovPl 4 &8 éméxw C (08 om. P): vidv éxw Pl



LVI-LX CALLIMACHUS, 269-290

viv & 6 pév eiv &Nl TTou @épeTan vékus, avTi &' ékeivou
270 oUvopa Kai keveov ofjua Tapepyopeda.

LVII. CALLIMACHUS AP 7.453 (19 PF., 46 GP)
dwdekeTn TOV Taida TaTtne &meédnke OiAiriTos
£vBade, TNV ToAANY éATrida, NikoTeéAny.

LVIII. CALLIMACHUS AP 7.317 (4 PF., 51 GP)
Tipwv (oU yap &1’ éoot), Ti To1, okdTOS 1| P&oS, ExBPOSV;
— TO OKOTOS* Upéwv yap TAsioves giv Aidmn.

LIX. CALLIMACHUS AP 7.525 (21 PF., 29 GP)
275 OOTIS €uOV TTopa ofjpa pépels Toda, KaAAiudyou pe
ioch Kupnvaiou maidd Te kai yeveéTnv.
gideing &' auPw Kev: O pév KoTe TATPidog OTTAWY
npgev, & &' feioev kpéooova Paokaving.
ouU véueoils: Moloan y&p 6oous idov SupaTt Taidas
280 un Aoéd1, ToAlous ok ameBevTo @idous.

LX. CALLIMACHUS APUD ATH. 7.318B
(5 PF., 14 GP)
KOYX0S €yw, ZeupiTi, ToAaiTepOV: GAA& OU ViV WE,
Kumpi, ZeAnvaing avlBepa mpdTov ExEls,
vauTidos 65 TeEAGyeootv ememAsoy, i pev &ijTan,
Teivag oikeiwv Aaipos &md TpoTdVWY,
28p &l 8¢ MaAnvain, Mirapn Beds, oUAos épéoowv
mooaiv (I8’ dos Tdpyw! ToUvoua cuppépeTatl)
goT’ Emeoov Top& Bivas louAidas, dppa yévwpal
ool TO mepiokemTOV Taiyviov, Apovon,
undé por év BoAduniow £8° cs wapos (eiul yap &mvous)
290 TiKTN Tl voTepTis WEOV GAKUOVOS.

LVIII. 1 ¢&os fj ok6éTos Pl 2 Gpeicov P

33

10

LIX. 5-6 secl. Pfeiffer 6 pty Aot schol. Hes.; cf. Call. Aet. fr. 1.38: &xp1 Biou PPl

LX. 1 woAaitepov Bentley: -pos Ath.: wé&Aar tépas Schneider (cf. Plin. NH 9.88)

g vauTtidos Kaibel: -Aov Ath. 6 18°cs T®pyw Schneider: v’ domepywr Ath. 10
&Akudvos Bentley: daxkudvng Ath.



34 LX-LXV CALLIMACHUS, 291-313

KAewiou dAA& Buyatpi 8idou x&piv- oide y&p EoOAX
pélev kai Zuupvng éoTiv &’ AloAidos.

LXI. CALLIMACHUS AP 6.351 (34 PF., 22 GP)
Tiv pg, AcovTdyX QOva ocuokTove, @ryytvov 8lov
Bfike — Tis; — Apxivos. — Trolos; — 6 Kptis. — déxopal.

LXII. CALLIMACHUS AP 6.149 (56 PF., 25 GP)
295 ¢@noiv O pe atnoas EdaiveTos (ob yap Eywye
YW®OKw) vikng &vTi pe T iding
aykeioBar x&Akerov &AékTopa Tuvdapidnior
moTeUw Paidpou mondi Diroevidew.

LXIII. CALLIMACHUS AP 12.102 131 PF., 1 GP)
wypeuTns, Erikudes, év oUpeot TavTa Acywov
300 Si1pdn kai waons ixvia dopkaAidos
oTipm kal VIQeTA KeXpNUEvos: fiv B¢ Tis eirm
“T1), T6de PePAnTON Bnpiov,” oUk EAaPev.
XoUupos "Epws To1608e* T& pEv pevyovta SiwdKew 5
0ide, T& &' év péoowt Kelpeva TaApTTETATAL

LXIV. CALLIMACHUS AP 12.43 (28 PF., 2 GP)
305 éxBaipw TO Toinua TO KUKAIKOY, oUdE KeAeuBwi
xaipw, Tis ToAAoUs de kai wde péperr
Hio€w Kal TepipoiTov épcopevoy, oUud’ &md kpnvns
Tivew: oikyaive TavTa T& dnudoia.
Auoavin, oU 8¢ vaixt kaAds — “kaAds” — GAAG Trpiv eiTrelv 5
310 ToUTo Capdds Hyw, enoi Tis &AAos Exew.

LXV. CALLIMACHUS AP 12.118 (42 PF., 8 GP)
el pEV €k, ApXIV', ETTEKOUACQ, pupia pEpQOU:

el &' Akwv Mkw, TNV TTpoTTETEIQV £
&xpnTos kai Epws p' Hudykacav: v & utv alTddV

LXIII. 4 Tf Brunck: i P
LXIV. 3008 Brunck: out' P 4 owyaivew Brunck: -avw P 6 éxev Petersen: éxa P

LXV. 1 Apxiv' Bentley: &pxew P



LXV-LXVII CALLIMACHUS; LXVIII HEDYLUS, 314-336 35

gilkey, 6 &' oUk ela THY TpoTéTEIaV £GV.
315 &ABwv & olk éBdénoa, Tis ) Tivos, AN épiAnca 5
TNV PAHY: €l TOUT 0T &diknu', &dikéw.

LXVI. CALLIMACHUS AP 12.134 (43 PF., 13 GP)
gAkos Exwv O Eelvos EAavBavey: s avinpov
Tvelpa Si& oTnBéwv (eides;) dvnydyeTo,
T TpiTov NVIK' Emive, TG 8¢ POda puAoPoAelvTa
320 TOVOPOS &TTO OTEPAVWY TTAVT EyEVovTo Yauai’
QTTNTAl péya 81 T1, p& daipovas' oUk Ao pucuol 5
eikalw, pwpods & Txvia powp Epabov.

LXVII. CALLIMACHUS AP g.507 (27 PF., 56 GP)
‘Ho1680u 16 1" &siopa kai 6 TpdTTOS: 0¥ TOV &o18oV
goxaTov, &AA' Okvéw pr) TO peAiypdTaTOV
325 TV €MEwV O ZoAeUs amepalaTo: XaipeTe AsTrTal
pnoies, ApfTou oupBolov &ypuTrving.

LXVIII. HEDYLUS APUD ATH. 11.497D (4 GP)
{wpoTmdTal, kal ToUTo PrAolepupou KaTd vnov
TO PpuUTOV €Uding deUT 18eT’ Apovodng,
dpxnothv Bnodav AiyumTtiov: 85 Aryuv fixov
330 oaATilel kpouvolU TPos PUGIV olyouévou,
oU TroAépou ouvBnua, 81 xpucéou B¢ yeywvey 5
Kwdwvos kwuou ouvBepa kai BaAing,
Nethos okolov &vaf puoTas gidov ieparywyols
eUpe péAos Beicwv TaTplov E€ UBATWY.
335 GA& KtnoiBiou co@ov sUpepa TieTe ToUTO,
deUTe, véol, vnid TM1de Trap’ Apoivdngs. 10

4 Thv TpoTéTaiav é&v Dressel ex Jetnaveav Ep. Gr. 1111: iy Biav oonv Spa Syll.s:
owpova Bupdv éxew P 6 &dikéw Meineke: &8ikd P Syll.s Ep. Gr.

LXVII. 1 &o86v P, Achilles ap. Vit. Arat. 5: -&v P.Oxy. 4648 4 ocUuBorov Ruhnken:
ouvtovos P: oUyyovos Achilles: oUvtopos Stewart  &ypumving Achilles: -in P

LXVIII. 2 «08ins Kaibel: &ideins Ath.: aidoins Jacobs 4 oiyouévou Salmasius:
fyouévou Ath. 5 o0 Jacobs: kai Ath. 6 oUvBepa Musurus: cuvBnpua Ath. 7 6koiov
Schweighauser: éxofog Ath. g &\’ ¢ Meineke



36 LXIX-LXX HEDYLUS; LXXII NICIAS, 337-358

LXIX. HEDYLUS AP 5.199 (2 GP)
oivos kai TpoTdoels katekoipoav AyAaovikny
ai doMan kai épws HdUs 6 Nikayopew,
fis Tédpa Kitrpidt Talta pupois €11 Tavta puddvta
340 keWwTon Tapbevicov Uypa Adgupa Todwv,
oavdaAa kai poAakai, paoTOV EkdupaTa, piTpal, 5
UTTVou Kol OKUAPQY TQV TOTE papTuUpla.

LXX. HEDYLUS APUD ATH. 11.472F-3A (5 GP)
Tivwpey: kai y&p T1 véov, kal y&p T1 TToap’ oivov
gUpolp’ v AeTOV Kai T1 peAiypov ETros.
345 &AAG k&dois Xiou pe kataPpexe kai Aéye “mailg,
‘HBUAe.” miod {ijv és kevov ol peBuwv.

LXXI. HERACLITUS AP 7.465 (1 GP)
& KOvis ApTiokaTtrTos, i oTdAas 8¢ peTwTTWY
oelovtal pUAAWY NuiBaAels oTépavor
YPApua drakpivavTes, 0501TTOpE, TETPOV 10wWHEY,
350 Aeupd TePIoTEANEY dOTEQ PaTl Tivos.
— &', Apetnuids sipr wérpa Kvidog EGgppovos Hidbov 5
gls Aéx0s" WdIVWV oUK &uopos yevopav:
dioo& &' opolU TikTousa TO péEv AiTrov &vdpi Todnyov
YNpws, &v & Amayw uapdouvov Toalos.

LXXII. NICIAS AP 6.127 (2 GP)
355 MEAAOV Gpa OTUYEpAV KAyw TroTe dfjpv "Apnog
ékmpoMiroUoa Xopdv Tapbevicwvy &iswv
ApTémdos Tepi vady, Emifevos EvBa p’ E8nkev,
Aeukov el keivou yTipas ETelpe péAT.

LXX. 2 eUpo’ &v Jacobs: eGpopev Ath. 4 wod {fjv Jacobs: pe cwlnv Ath.

LXXI. 1 &priokamtos CPl: -tpos P (ut videtur) perdomen Pl 2 oglovtan . . .
Hwbaveis P14 Aeupa C et in marg. yp. Aeupd fij &AAws Trws et subter Aeuka: Avpa P:
Aypa Pl 5 Apetyas P 6 &5 Pl 8 &v Jacobs: év PPl pvnu- Pl

LXXII. 1 "Apnosapogr.: -m P Suda



LXXIII NICIAS: LXXIV-LXXVI POSIDIPPUS, 359-376 37

LXXIII. NICIAS AP 6.270 (g GP)
Apgapétas kpndepva kai UdaTéecoa KAAUTITPA,
360 EideiBuia, TeGs kelton UeEp KePaAGs,
Ws O¢ PET eUXWALS ékaAéooaTo Aeuyaréas ol
kfipas &’ @divwv THAe Palelv Aoyiwy.

LXXIV. POSIDIPPUS *191 AB (AP 7.170 = 21 GP)
TOV TPIeTT) TailovTa Tepl ppéap Ap)1&vakTa
i8N0V popPas KWPOV ETMECTTACATO,
365 ¢k & UdaTtos TOV Taida SiaPpoyov HpTace paTnp
okemTopéva {wds €l Tva poipav Exel.
Nupgeas &' ouk éuinvev 6 viiTrios, AN émi youvolg 5
HaTpOs KolpaoBeis TOv Pabuv Utrvov Exer.

LXXV. POSIDIPPUS 102 AB
T wpds &’ OB’ FotnTe; T W oUk A&oaT iavew,
370 eipouevor Tis ¢y kal wobev 1) TodaTros;
oTeiXETE pou TTapa ofjuax MevoiTios eipn Dr1Adpyw
Kpts, dAryoppriuwy s av émi §eving.

LXXVI. POSIDIPPUS 100 AB
ik’ €de1 Zfvewova TOV flouxov Umvov iauvet,
TEUTTTOV €T €lKOOTA1 TUPAOV €ovTa Bépel,
375 OYydwKOVTaETNS Uyims YeveT', Aoy B¢
Bis polU[vov PAeyas TOJv Papuv id’ Aidnv.

LXXIII. 1 Apgapétas Meineke: -tis P: -tpis C 2 EikeiBuia C: EiMjBuia P g edxwAds
apogr.: ais P Suda oi apogr.: To1 Suda

LXXIV. post 7.481 idem carmen habet P Callimacho adscriptum (= P*) 1 wepi
C*P"Pl: mop& P*  ‘Apyedvaxta P* 2 popeiis P* g &pm- P* 4 okemwropévn lwiis P* 5
¢uinvev C*: pinvev P* (ut videtur): guiknvey PP youvwv PPPIPC 6 xopavBeis Tov pakpdv
Pa

LXXV. g oteixete ed. pr.: craixepou P.Mil.
LXXVI. 4 po([vov PAéyac T6]v ed. pr.: alii alia



38 LXXVII-LXXIX POSIDIPPUS, g77—-402

LXXVII. POSIDIPPUS g3 AB
peilov ApioTdeivos évutrviov 1) kal' ewuTtov
‘Wpkas 18wV peydAwv VITToS WPEyETo"
1eT’ Abfvns yapuPpods ‘'OAuptriou év Ao oikwt
380 e0dev xpuoeiwt Tavvuyos év BaAauwr
fpt 8’ &veypduevos dMiwv Tpooéuioye paAay YL, 5
ws Tov AbBnvains év ppevi Bupov Exwv:
TOV 8¢ Beois épicavTa peAas kaTekoipoey "Apns,
d1xeTo B¢ Weudns vupgios eis Aideco.

LXXVIII. POSIDIPPUS 116 AB
(12 GP = PLOUVRE 7172 [P.FIRMIN-DIDOT])

385 upéooov ¢yw Poping dkTiis oTOpaTOS Te Kavwtrou
€V TTEPIPAIVOUEVIIL KUUOTL XDPOV EXW,
THvde ToAuppnivou Aipins &vepcddea xnAny
TN &vaTtewopgvny eis ITaAov (épupov,
évBa pe KoaAikpaTns i8puocaTo kai BaciAioons 5
390 1epov Apowdns Kumrpidos wvopaoey.
GAN’ émri TN ZegupiTiv dkoucouévny Appoditny,
‘EMfvwv ayvai, Baivete, BuyaTépes
ol 8" aAds épydaTon &vdpes' 6 yap vauap)os ETeugey
ToU8 iepOv TTavTos KUPaTOS eUAiYEVOY.

LXXIX. POSIDIPPUS 36 AB
395 Apowon, ool TolTo 81k oTOAIdwY &vepolobat
Bucoivov aykeital Bpéyu’ amwd NaukpaTios,
o1 oU, giAn, kot dveipov dudpEachor yAukuv i8p&d
fifeAes, OTPNPOV TAUCAUEVT] KAPATWY"
s épavns, C1AGdeAe, kail év yepl doupaTos aixuny, 5
400 TOTVA, Kai v TTN)XEl KOTAOV EXOUCT CAKOS®

N 8¢ ool aiTnfeica TO Aeu<x>éavov kavovioua
TapBévos ‘Hynoow Bijke yévos Maké[Tn.

LXXVII. 1 twutdv ed. pr.: ewtov PMil. 2 ‘Wpxas ed. pr.: oapkas PMil. g Aéhns
ed. pr.: abnvauns 6 év gpevi ed. pr.: euppevt PMil.

ILXXVIII. multos errores orthographicos ab editoribus pr. correctos non
notaui g Tfvde Reitzenstein: tfjode P.Louvre



LXXX-LXXXII POSIDIPPUS, 403—422 39

LXXX. POSIDIPPUS 87 AB
m[®dAo1] 26" Gpés éoUoan ‘OAup[mia]kov Bepevikas,
MiJo&[T]on, Makétas &ydyou[e]s oTépavoy,
405 65 16 [To]AUuBpUAnTOV ExEl KAfOS, 1 TO Kuviokas
gv 2mapTal Xpoviov kUdog dgeiAoueda.

LXXXI. POSIDIPPUS 88 AB
Tp&dTO[1] TPEls PaociAfies ‘OAUuTI Kai pdvorl &ués
GPPOCT VIKDUES Kal yovées kai &yw*
gls pév ey [IT]ToAepaiou duwvupos, ¢k Bepevikag
410 vi[&s], ‘Eopdaia yévva, dUw 8¢ yoveis:
TPOs péya TaTpos éuov Tifeuanr kAéos, GAA" OT1 p&TnP 5
gile yuvd vikav &pupaTi, ToUTO péya.

LXXXII. POSIDIPPUS 63 AB
T6v8e DiAiton X[aA]kov [T]oov kot wavl' ‘Ex[a]Taios
&Jkp1pns &xpous [EmAJaoev eis dvuyas,
415 kai pe]yédel ka[i oa]pki TOV &vBpwmioTi Sidgas
yvopo]v', &' fipwwy &' oUdtv Eueig’ idéns,
A& TOV &kpopépipuvov SA[N1 k]aTepagaTo Téxvn 5
p JéoPuv, dAnbeins dpBov [Exwv] kavéver
audno]ovn &' Eoikev Sowr ToikiAeTan 1ibey,
420 Euyuy Jos, kaiTep X&Akeos v O yépwy:
¢k TTToAeJuaiou 8" 8¢ B0l 8" &ua kai PaciAfios
&ykert]ar Mouctwy eiveka Kdiog dvnp. 10

LXXX. 1 w[®Mo] Haslam, de Stefani: imw[wo1] ed. pr. g mo]uBpiAnTov Janko,
Sens: -atov PMil. (a ex n corr.)

LXXXI. g éx Bepevikas ed. pr.: eyPepevikas PMil. 5 wpods ed. pr.: rpou PMil.  épov
ed. pr.: é¢pou PMil.: kot Gronewald 6 appatotouto P.Mil.

LXXXTI. 1 mavtae.[. ] Taioc PMil. g kai pe]yéda ed. pr.: év ue]yéde Ferrari 4
yvopo]v' ed. pr.: alii alia epei§eidenc PMil. 5 8A[m ed. pr.: 8A[wc vel &A[ov
Lapini 6 [#xwv] ed. pr.: [&ywv] De Stefani 7 aidnc]ovm ed. pr.: cuvvot]ovti
Gartner: {ntfcJovt Livrea: alii alia moikiAdetan ed. pr.: iv8&AAetan Livrea 8

gppux]oc ed. pr..: alii alia g ¢k TTtoAe]paiou Gascou, ed. pr.: év Tt- Bernardini-
Bravi Pacidetoc PMil, corr. ed. pr. 10 &ykert]on ed. pr.: &ykeu]an Scodel



40 LXXXIII-LXXXVII POSIDIPPUS, 423-444

LXXXIII. POSIDIPPUS 65 AB (APL 119 = 18 GP)
ANbdorrmre, TAGoTa Zikuwvie, Bapoadéa eip,
daie TexviTa, TUp Tol 6 XaAKOS Opfil
425 Ov kot AAeEavdpou popeds é8eut oU Ti ye peutrTol
Tépoa® ouyyvwpa Bouai Aéovta @uyelv.

LXXXIV. POSIDIPPUS 15 AB (20 GP)
oU TToTopos KeAGdwv émi yeideow &AA& dpdkovTos
gixé ToT eUMWywv TOVdE AlBov Kepadr
TUKVA QaANplowvTa” TO 8¢ YAuév Gppa KaT auToU
430 ToU8’ U Auykeiou PAéupaTos EyAugeTo
WEUDET XE1pOs Opolov: dmoTAacHey yap opaTan 5
appa, KaTa TA&Teos &' oUk Gv idoig TrpoPfoious’
M kai Badpa el poxBou péya RS & Mboupyds
T&s aTevifoucas oUK EUOyTnOoE KOPAS.

LXXXV. POSIDIPPUS 139 AB (AP 12.131 = 8 GP)
435 & Kimpov a te Kubnpa kai & MiAnTov émoiyveis
Kal KaAdv Zuping itrmokpdTou daTredov,
EABois TAaos KaAAioTiwt 1) TOV épacThyv

oUdétroT’ oikelwv oev &wd Tpobipwy.

LXXXVI. POSIDIPPUS 135 AB (AP 12.45 = 5 GP)
vai vai BAAAeT', "EpwTes” Eydd okoTrds els &ua ToAAoTs
440 Kelpal. ut geionod’ &epoves' fiv yap éué
ViIKNonT', dvopaoTol év &BavaTtoiow goeofs
To§OTal o5 peyaAns deoTmoTal 1080K™NS.

LXXXVII. POSIDIPPUS 138 AB
(AP 12.120 = 7 GP)
€UOTTAG Kal TTPOS Ot payxnoopal, oud’ &mwepolual
BvnTos éwv: ol &', "Epws, unkéTt por Tpdoaye.

LXXXIII. 1 JaAea P.Mil.: 6apooién Pl: andadén Himerius g eBevoutiye P Mil.: xées®
oukémt Pl 4 Jua PMil.: ouyyvapn Pl

LXXXIV. g mwukva PMil.: Aeukd Tzetzes 4 PAéppaTos Tzetzes: yAuppatos PMil. 5
xewpds Tzetzes: xpeios PMil. 6 appa PMil: yMNppa Tzetzes mwpoporous PMil.:
TpoPdrou Tzetzes 7 m PMil.: £ Tzetzes

LXXXVI. 1 woA\ois apogr.: BaMois P



LXXXVII POSIDIPPUS; LXXXVIII-XCI THEOCRITUS, 445-464 41

445 TV pe A&Pnis pebuovt’, &may’ E€kdoTov, axpt d¢ viipw
TOV TTapaTafduevoy TTPOs ot AOYIoHOV EXW.

LXXXVIII. THEOCRITUS 19 GOW
(AP 13.3 = 13 GP)
0 poucoTrolos vBad’ Immdvag keiTal.
el pév Tovnpds, ur) TTpooépyey TR TUPPWI
el &' €001 KpT)YUOS Te Kai TTaP& XPNOTRV,
450 Bapoéwv kabileu, kv BeAmis, &roPpi§ov.

LXXXIX. THEOCRITUS 15 GOW
(AP 7.658 = 7 GP)
yvwoopal €1 T1 vépets &dyabols TAéov f) kai O BeAoOs
¢k oéfev woalTws Toov, 68orTrdp’, Exel.
"XapéTw oUTos & TUuPos,” épels, "émrel EUpupédovTos
keiTan Tfis iepfis koUpos UTEp KePaATis.”

XC. THEOCRITUS 20 GOW (AP 7.663 = 11 GP)
455 6 wikKkos TOS  ETeule T&1 Opdicoat
MnBertos TO pva’ émi Tdn 6861 kfTéypaye KAsiTas.
€€e1 TAv Xapw & yuva &vTi ThHvwv
@V TOV Kdpov EBpewe: Ti pdv; €Tt Xpnoipa koAeiTal,

XCI. [THEOCRITUS] 25 GOW (AUTOMEDON
AP 7.534 = AUTOMEDON 12 GP = ALEXANDER
AETOLUS FR. DUB. 25 MAGNELLI)

&vBpwre, {wiis TeP1@eideo unde Tap’ wpnv
460 vauTidos Toth kai dg oU ToAUs &vdpi Bios.
deidane KAeovike, ou &' eis Mirapty Odoov éABeiv
nmeiyeu KoiAng éutropos ék Zuping,v
Eutropos, & KAedvike: dUow & Ud MAai&dos adThyv 5
TovTtoTrop®dV auT{) IMA1481 ouykaTédus.

LXXXVIII. 2 un mpooépyeu Ahrens (-xou corp. buc.): pfyrot’ €pxeu PPI
LXXXTX. 1 vépois PKD' 2 Exeis corp. buc.

XC. 2 Mvpdeios. . . kfvéypaye corp. buc. g Thv x&pw 7 yuvt) corp. buc.  &vrekeiveov
P 4 xoUpov corp. buc. pnv; én xpnoiun corp. buc. TeAeutan P

XCI. 3-6 om. Pl 5 TIAn&dwv P, corr. Graevius 6 mwovtomwdpw: vatm P, corr.
Pierson



42 XCII-XCV THEOCRITUS, 465-487

XCII. THEOCRITUS 6 GOW (AP g9.432 = 22 GP)
465 & Beidane TU OUpot, Ti 16 TAfov el kaTaTdEeLs
8dkpuot SryAfvous aTras ddupduevos;
oiyxeTal & yipapos, TO KaAov Tékog, oiXeT és “‘Atdav:
TpaxUs yap XoAals dupemiage AUkos.
ai 8¢ kUves KAy yeUvT Ti TO TAfov, Gvika THvas 5
470 o0 Tiov oUdE Téppa AeireTON Ol OpEVasS;

XCIII. THEOCRITUS 1 GOW (AP 6.336 = 5 GP)
T& pOda T SpocdevTa Kai & KATATTUKYVOS éKeiva
g€pTrUAAos keiTon Tais ‘EAikwvidov:
Tal 8¢ peAdupuAror dagvan Tiv, TTube TTanav,
AeAgis étrel WETPpa ToUTO TO1 AyAdioe:
475 Powpodv 8’ aipdéel kepads Tpd&yos oUTos & Hadds 5
TeppivBou Tpaywv EéoxaTov axpepdva.

XCIV. THEOCRITUS 8 (AP 6.337 =1 GP)
AABe kai &5 MiAnTov 6 ToU TMautjovos vids,
inTfip1 voowv &vdpi cuvoiocdusvos
Nikion, 85 wiv ¢’ fuop &el Buéeootv ikveltan
480 Kai TOd' &’ eUwdous yAUyaT  &yaApa kEdpou,
HeTiwvt x&pv yAapupds xepods &xkpov UTTooTOS 5
uioBov: & &' eis Epyov Taoav apfike TEXVNV.

XCV. THEOCRITUS 22 GOW (AP 9.598 = 16 GP)
TOV TOU Zavds 68" Upiv uidv wvip
TOV AsovTopdyav, TOV BEUXEIPQ,
485 Tp&TOS TQV éTAVwhe poucoTToIBDY
[Meicavdpos cuvéypawyev ouk Kapipou,
X@ooous Egeovacey i’ &éBAous. 5

XCII. 1 & deidt D (8e1A¢ post spatium K)  titoi P 2 SiyMvws P 4 xoA&s corp.
buc. &uei miafe P 5 koAeOvTi P 6 Acimet’ &mwory- P

XCIII. 1 1 corp. buc. 4 émwei Iunt. Cal.: émi cet. 5 6 pdvos KD 6 TeppivBou C
corp. buc.: wep- P

XCIV. 1 Miratov P 1é1 P 2 véowv C corp. buc.: volcov P g 85 corp. buc.: éca
P Gpap P 6 téxvav P

XCV. 1 11 Znvos P fuiv . . . &vnp corp. buc. g 1év &1’ dvwBev P 4 oUk Ahrens:
&(k) corp. buc. 5 xdooous Ahrens: xéodoous corp. buc.: xéoo- P
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ToUTov &' aUTdV 6 d&pos, ts odg’ eidfs,
éoTac’ évBade x&Akeov TTofioas
490 TOoAAoTs punoiv dmiobe xkHviauToTs.

XCVI. THEOCRITUS 17 GOW (AP 9.599 = 15 GP)
B&oan TOV &vdpidvTta ToUToV, & €ve,
oTouddl, kai Aéy’ émfy £ oikov Evbmig’
“AvaxkpéovTtos eikdv’ eidov év Téwi
TGV TTPoc8’ €l T1 TreproocodV didotroidy.”
495 Tpoobeis 8¢ XTI Tols véoiow GdeTO 5
£pels &Tpekews OAov TOV &vdpa.

XCVII. DIOSCORIDES AP 7.708 (24 GP)
TA1 KWPWIBOYpaPw!, KOUPM KoVl TOV PIAGY WV
K1oo0v UTép TUpPou (Gdvta Maxwwv eépois:
oU ydap £x€ls KUPwVa TOAIMTAUTOV, GAA& T1 TEXVTS
500 a§lov apyaing Asiyavov fueicoas.
ToUTO &' 6 TpéoPus épel- “Kékpotros oA, kai Tapd Neidwi 5
EoTiv 6T év Mouoaus Spuu éguke Bupov.”

XCVIII. DIOSCORIDES AP 7.76 (393 GP)
gutroping AnSavta PiAdkpiTov, apTt & &POTPOU
yeuopevov Eeivior Meéugrs Ekpuype Tagwr:
505 &vBa Spapcv Neidolo ToAUs poos UdaTi AaPpwt
T&Vvdpos TNV SAlyn PdAov &mnueiacte.
kail {wos uev Epeuye TikpNy GAa, viv 8¢ kaAugbeis 5
KUNOO1 VOUT| YOV OXETAIOS EOXE TAPOV.

XCIX. DIOSCORIDES AP 7.229 (30 GP)
1&v Thtdvav Opacufoulos ¢’ &oTridos HAubev &mvous,
510 ETTQ TPOs Apyeiwy TpatpaTta de§apevos,

7 éotacev P mroimoas corp. buc. 8 paciv vel woiv corp. buc.

XCVIL. 2 omoudadie corp. buc. émiy D* émav cett. 4 mpooBévti . . . ®BoTrolold
P wepioodv KD' 5 fideto P

XCVII. g éxes kupwva Gow: gxes kngijva Ath.: éxel ogfivaye P

XCVIIL. 2 &iven PPI*: geivny PIP g Neidoio PPI®: Neidou 6 PI*  AdPpwnr PPIP: Adupwr
PI* 4 éAiyav PI*

XCIX. post 7.721 iteravit P (=P") 1 tav Thréavav Plut.: t& Thréver PPl
g mpoota wavta PPL: dvtia wévta C Plut.: &vti’ &mavta PP 4 rupkaifis Pl: tupkainy P



44 XCIX-CI DIOSCORIDES, 511-540

deikvis Tpdohia TavTa TOV alpaTdéevTa &' 6 TTpéoPus
Todd’ &t Tupkaifis Tuvvixos eime TiBeis*

“de1rol kKAaléoBwoav: Eyw B¢ of, Tékvov, Gdakpus 5
B8ayow, TOV kai éuov kai Aakedaipoviov.”

C. DIOSCORIDES AP 6.220 (16 GP)
515 2apdis [eoovdevtos &dmd Ppuyods fifel’ ikéoban,
EKPPWV patvopévny Sous &vépolot Tpixa,
&yvos "Atus, KuBéAns BaAaunmdros: &ypia & auTol
gyuyxOn xoAemiis TvebpaTa Beupoping
EOTIEPIOV OTEIXOVTOS AV KVEéQas: eig OE KATOVTES 5
520 avTtpov €du veuoas Paiov amwhev 6500.
ToU 8¢ Aéwv pouce kaTa oTifov, avdpdot deipa
Bapoaltors, yaAAwr & oUd’ dvopaoTov &xos,
Os TOT' &vaudos fustve 8éous UTro kai Tivos alpnt
Saipovos &5 TOV £dv TUpTTOVOY TiKE YEpas: 10
525 oU Papl pukfoavTtos 6 BapoalscTepos EAAwY
TETPOTTOB WY EAGPwV Edpapev dEUTEPOVY,
TOV Bapuv oU peivas dkoais wogov: ék &' éRonoev:
“pfiTep, Zayyapiou xeiAeor Tap ToTAMOU,
ipNv ool BoAduny, {waypia kai AaAdynpa 15
530 ToUTo TO Bnpi Quyfis aiTiov avTibepan.”

CI. DIOSCORIDES AP 7.430 (31 GP)
Tis T& veookUAeuTa ToTl dpul TAde KaBdywev
gvTea; TG TEATa Awpls dvaypageTal;
TA&Be1 yap OupedTis U’ aipaTos Gde Aox1Tav,
X&ués &t Apyeiwv Tol duo Asiropeba.
535 — TAVTA VEKUV pA&oTeUE dedoumdTa, un Tig T  EuTTvous 5
Aerropevos ZmapTal kUdog EAauye vobov.
— loxe Paow. vika ydp ¢’ &omidos 0de Aakwvwy
pwveitan BpdpPors aipatos ‘Obpudda,
X& T68e poxbfoas omaipel éAas. & TpdmaTop Zed,
540 oTU§ov AVIKATW cUpPoAa pUASTTISOS. 10

C. 1 TMeoowdevros apogr.: Moo-P g "Atus C™*¥:"ATis P 5 oeixovros C: oteixovtag
P 13 d&xoais Jacobs, Gow: akofis P: dxofjt Salmasius: alii alia
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CII. DIOSCORIDES AP 7.411 (21 GP)
Oéomdos eUpepa ToUTo" TG &' &ypordTIV &v' UAav
Taiyvia kal KOpous ToUode TEAEI0TEPOUS
AioxUlos éEUywoey, 6 pn opAeuTa Xapa§as
yp&upaTa, Yeludppwt &' ola kaTopdodueva,
545 Kal T& KOT& OKNVTY PETEKQIVIOEY. O OTOUA TTAVTWY 5
8e€16v, dpxaiwv fob& Tis Hubiwv.

CIII. DIOSCORIDES AP 5.55 (5 GP)
Awpida TNy podoTuyov UTrép Aexewv diaTeivas
avBeow év yAoepois dBavaTos yéyova.
7| Y&p Ureppuéecotl péoov SraPdod pe Tooaiv
550 fivuoev axAvéws Tov Kutrpidos SoA1xov,
Supaot vwlpa PAémoucar Ta &', HUTe TTveUpaTl PUAAG, 5
AUPIOCCAEUOUEVTIS ETPEUE TTOPPUPEQ,
péxpis &meomeiobn Aeukov pévos &uoTépoloy,
kai Awpis Tapétors é§exubn péAeot.

CIV. DIOSCORIDES AP 5.138 (2 GP)
555 lrrov A8fviov fioev &uoi kakdy: év Trupl TTEoA
“IAos Ty, K&y keivnt &y’ EpAsyduav,
ou deicas Aavaddv BekeTn Tovov: év 8 Evi peyyel
T TOTE KAl Tpides k&y® AmwAopeda.

CV. DIOSCORIDES AP .54 (7 GP)
unToTe yaoTpofapti Tpos ooV Aéyxos GVTITTPOCWTTOV
560 Tardoyovwt kAivs Kutrpidt Tepmropevos.
pecocoth yap péya xipa kai oUk dAiyos mévos EoTal
TS UEV EPECOOUEVTS, OOU B¢ CaAsuopévou.
AAA& TTAAY oTpEYas Podoeldél TépTeo UYL, 5
TNV &GAoxov vopicas &dposvomauda Kutrpiv.

CII. 2 Tous 8¢ TeAstoTépous P (corr. Meineke): Tous &reAsioTépous Salmasius: Touode
yerotoTépous Heinsius g 6 ufy opdeutd Salmasius: opny opiasuta P

CIII. 4 fivuoev P: fjyuev C 77 &weomeioBn apogr.: &mweomeifn P
CIV. 3 oudeicas: varia proposuerunt edd.

CV. 5 wéAw apogr.: mpiv P



565

570

575

585

CVL
CVIL

CVIIL

CIX.
CcX.

CVI EUPHORION; CX RHIANUS, 565-588

CVI. EUPHORION AP 7.651 (2 GP)
ouy 6 TPMNXUSs EAaitos T doTéx KETva KOAUTITEL
oUd’ 1} xudveov ypaupa Aayoloa TeéTpn'
AAAG T& pév AoAixns Te kai aimewviis Apaxdvoio
lk&plov priooel kUpa Trepl kKpokGAais®
avTi & &yw Eeving TToAupndeos 1) kewn xBcov
@ykwinv Apudtrwy Siyaow év Botavals.

CVII. MNASALCES AP 7.171 (8 GP)
dutavoel kai T&ds Boov TTEPOV iepds Spvig
1808’ Utrép adeias £(Opevos TTAATAVOU.
WAeto yap TMoipavdpos 6 M&Aios oUd’ €11 veiTan
1§OV €T’ &ypeuTals XEUAUEVOS KOAQUOIS.

CVIII. MNASALCES AP 7.242 (7 GP)
o1de T&Tpav ToAUdakpuv ¢’ aUyévi deopuov Exoucav
puduevol dvopepav AuPeBaAovTo KoOVIY,
&pvuvTtan &' &peTds aivov péyav. A& Tig ATV
ToUod é01dwv Bvaiokey TAGTw UTrEp TTaTpidos.

CIX. MNASALCES AP g.324 (16 GP)
& oUpry§, Ti To1 M8 Tap’ Agpoyéveiav Spouoas;
TiTT &wd Toueviou xeiAeos wBe TTdpeL;
oU To1 pddves €8’ 0’ oUT &ykea, dvTa &' "EpwTes
kai TTéBos™ & &' &ypia MolUo’ év dpel pevéTw.

CX. RHIANUS AP 6.173 (7 GP)
Axpulis, 1 Ppuyin BoAapuntrodos, 1) Tepl TEUKOS
TOAAGKL TOUS 1EpOUS XEUAUEVT) TTAOKAPOUS,
yoMaiwt KuPéAns dGAoAUypaT! TToAAGk: doloa
TOV Popuv eis &xods iXov &TTd oTopdTWY,
T&ode Bef XaiTas mepi dikAid Bijkev Spein,
Bepuov étrel AUoons ' dvérauce ToHda.

1 #Aaros Meineke: oeh 8aios P 2 AaxoUoa Hecker: Aapoica P
1 T&ude Jacobs: Tiide PPl 4 &ypeuTiii . . . kaA&uw: Pl

g aotédv CPl: adtéov P

2 mwaper Pl: mépn P g 008" Pl 4 pevétw Brunck: péveron P: véperon Pl
1 Axpulis P Suda: Apx- apogr. 5 mepikAeid1 Suda  dpeimi Powell: -an P Suda



590

595

600

605

610

CXI.
6 ovpavin Brunck: -ing P 7 Aewtivew Brunck: -fvew P
11 és Brunck: eis P péhoite Elmsley: poAsite P

CXII.
CXIIIL

CXI-CXIII RHIANUS, 589612

CXI. RHIANUS AP 12.93 (g3 GP)

ol Taides AaPupivBos &véEodos: i yap &v Sppa
piynis, dos 1§d1 ToUTo TpocAPTEXETAL

Tt pév yap Oeddwpos &yel woTi Tiova capkos
A&kpny, kai yuiwv avlos dknpaaciov:

Tt 8¢ P1AokAfios xpuoeov peBos, 05 Te kaf” Uyog
oU péyas, oupavin & auerTédnAe xapis.

fiv & émwi Aemrtivew oTpéymnis dépas, oUkeT1 yuia
KIVNOELS, GAUTWL &' 0§ ADAUaAVTL MEVETS,

ixvia koAAnBeis: Tolov oélas Supaoiv aibel
koUpos, KA&S VEATOUS €K KOPUQPTis dvuxas.

xaipeTe kaAol Taides, és dkpainv 8¢ poAoiTe
BNV, kai Aeuknv aueiécaiofe kOunv.

CXII. RHIANUS AP 12.121 (4 GP)
7| P& VU To1, KAgdvike, 81’ &TpatriToio kidvTI
oTewfis fivTnoav Tai Atrrrapai Xapites:
Kai o€ TTOTI poddecatv ETNYUVAVTO XEPECT1Y,
koUpe: Tremoinoal &' MAikos éooi Xdapis
T™ASH por pdAa xaipe: Tupds &' oUk &opoadts dooov
Eptrewv almpny, & idos, &vBepikny.

CXIII. RHIANUS AP 12.142 (10 GP)
g1 Ae§i6vikos UTTO XAwpTit TAaTavioTw!
kbooUQOV &ypeUcas ile KAT& TTEPUYwV*
X0 eV AVaoTEVAX WV XTTEKWKUEY 1EpOS SPVIS.
AN &y, @ @iN "Epws, kai Balepai XapiTes,
€inv kai KixAn kal kdooupos, ws &v ékeivou
gv Xepl kai pBoyynv kai yAuku dakpu BaAw.

47

10

2 piynis cws Reiske: piyws P 5 xpUosov Brunck: -eiov P 1e¢ Brunck: 16 P

6 &vBepiknv Gow: -av Brunck: &8¢pikav P

4 & Brunck: 6 P

10 k&s Brunck: xai P
12 duoeitcaicfe Elmsley: -cecfe P



48 CXIV RHIANUS; CXVIII ALCAEUS, 613-634

CXIV. RHIANUS AP 12.38 (1 GP)
"Wpai oot X&pités Te kaTd yAuky xebav #Aaiov,
® Tuyd Kvwaooey 8 oUdt yépovtas Edis.
615 Aéfov poi, Tivos éool pakalpa TU, kai Tiva Taidwv
Koouels; & uyd 8 eimre: "MevekpdTeos.”

CXV. THEODORIDAS AP 6.155 (1 GP)
GAkes ai Te kopan kal 6 KpwPulos, s &wo Poifwt
TeEATO POATTAOTEL KOPOS O TETPAETT|S*
aixunTav & émweBuoev dAékTopa Kai TTAAKOEVTA
620 Tais ‘Hynodikou Triova Tupogdpov.
“WmoAhov, Being TOv KpwPuAov eis Tédos avdpa 5
oikou Kai KTeavwyv Yeipas UtrepBev Exerv.

CXVI. THEODORIDAS AP 6.222 (4 GP)
puploTTOUY oKOASTTEVSpay U 'Qpiwvi kuknBeig
TovTOoS lamiywy EBpac’ émri oxoTéAous,
625 kai Tod' &mwo PAocupol ceAGXEUS pEYa TTAEUPOV Avijyav
daipoot PoupopTwy Koipavol eikooopwy.

CXVII. THEODORIDAS AP 7.406 (14 GP)
Edgopiwv, 6 Tepiocov émoTauevos T1 Tofioal,
[Meipaikols kelTon Toiode TTapa OkEAeoV.
GAAG oU T1 puoTnt poiny 1) piidov &rapfat
630 ) pUupTov: Kai yap {wods éwv éiAerl.

CXVIII. ALCAEUS AP g. 518 (1 GP)
pakuvou Teixn, Zed ‘OAupTe: mavta OrAimet
auBoTar yaAkeias KAEle TTUAQS POKAPWV.
xBcv pév 81 kai TovTos UTO oknTTpoict PiAiTwou
dedunTal, Aorra &' & TPds “OAupTTov 080s.

CXV. 2 Taiato P: wAéé- P™8 Suda (v.l.) poAmaotén CPl Suda (v.l.): poAmwacta P
Suda (v.1.) k&pos Scaliger: k&duos PPl Suda

CXVI. g oeldyeus apogr.: oehayeus P mAeupov C Suda: -pav P
CXVII. 3 ou Reiske: coi P

CXVIIL. 1 wavrta OAimrmeo P: pége dihimrmos Pl
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CXIX.

CXIX-CXXII ALCAEUS, 635-658 49

CXIX. ALCAEUS AP 7.247 (4 GP)
axAauoTol kai &fatTol, 6do1Tdpe, TS £l vTw!
Oeoocalias Tpiooal keipeba pup1ddes,
AlTwA&Y dunBévtes U’ "Apeos 18¢ NAaTivwy,
oUs Titog eupeing fiyay’ &m’ Tading,
Hua®im péya mwijpa. 16 8¢ Bpacu keivo PrAirou 5
Tvelpa Bodv EA&PwY WIXET EAaQPOTEPOV.

CXX. ALCAEUS AP 7.55 (12 GP)
Nokpidos év véuei okiepdd vekuv ‘Hoiddolo
Nupgpar kpnvidwv Aolcav &TO oPETEPWY
Kai TaQov UYwoavTo: YGAaKT! 8¢ TToipeves aiyddv
Eppavav EavBddt mduevor peATe
Toinv yap kai yfipuv amwémveey, évwéa Moucéwv 5
6 mpéoPus kaBapdv yeuohuevos AiPadwv.

CXXI. ALCAEUS AP 7.1 (11 GP)
Npwwv TOV &o1d86v “lwi Evi Taides “Ounpov
fikaxov ék Moucéwv ypipov uenvauevor
vekTapl & eivadAian Nnpnides éxpicavTo
kal vékuv akTaint Bijkav UTd omA&d:,
OTT1 O¢TIv KUBNVE Kal vida kai pdbov EAAwY 5
npwwv 18okol T' épypata AapTiadew.
OABiocTn viiowv TovTw! “los, OTTL Kékeube
Boun) Moucawv doTépa kai XopiTwv.

CXXII. ALCAEUS AP 12.30 (8 GP)
7} ki, Nikavdpe, dacutvetar &AA& puAagal
un o€ kai f) Tuyn TauTo Taboloa Addnt
Kal yvaont giAéovTos 00T oTTavis. GAA" €T1 kail vV
Tfis ApeTaxkANToU ppovTIoOoV NALKIN.

1 &xAauTtor Pl éri veotwn Plut.: émi toppun PPl 2 Osooanias P: "Huabias

Pl 3-4 om. PPI

CXX.

2 kpnvidwv Wakefield: xpnqiadwv PPl 4 wméapevor CPl: wm€éaueven P 5

Mouagéwv Pl

CXXI.

5 &Awv CPl: &ov P 618000 J: “laxod PPl Aaptiddew CPL: AopTidew P 7

viicos Pl

CXXII.

4 &uetaxAfitou Buherius: pafTou P



50 CXXIII-CXXV ANTIPATER, 659-684

CXXIII. ANTIPATER OF SIDON AP 7.2 (8 GP)
Tav pepdTwy TMe1bw, T6 péya oTdpa, Tav Ioa Moloais
660 BeySapévav kepaAdy, & &Eve, Maiovidew
ad" EAayov vaoiTis “lou omA&s' oU yap év aAAai
1epov &AA’ év épol Trvelpa Baviov EATrey,
o1 velpa Kpovidao 16 Traykpatés, ot kai “OAupTrov 5
kai Tav AlavTos vadpayov eime Biav
665 kail TOV AxiMeiors Papoadiov “ExTopa TwAols
ooTea Aapdavik@di dpuTrTousvoy Trediwi.
el &' dAlya kpUTTTw TOV ToAikov, 108’ OT1 keUbel
kai O¢éT1dog yapétav & Ppaxupfwios “kos. 10

CXXIV. ANTIPATER OF SIDON AP 7.34 (18 GP)
Thepikav odAmyyQ, TOV eUayéwv Bapuv Uuvwv
670 XoAkeuTay, kaTéxel TMivbapov ade kovis,
oU pélos eioainv gBéy§aud kev ws &rd Mouodv
¢v K&bpou 8aAdpois opfivos amremAdoaTo.

CXXV. ANTIPATER OF SIDON AP 7.218 (23 GP)
THY Kai Gua xpuodt kai dAoupyidt kai ouv "EpwTl
BpumrTopévny amaiiis Kumpidos aPfpoTépny,
675 NAaid’ Exw, ToAifiTiv Ghilwvolo KopivBou,
TMeiprivns Aeukdv paidpoTtépny Aip&dwy,
v BvnTiy KuBépeiav, ¢’ fis pvnoTiipes &yauoi 5
TAgioves ) vupens eiveka Tuvdapidos
dpemTépEVOl XAPITAS Te Kal wvnTnv Agpoditny,
680 Ns Kal Ut e0del TUpPPos 88wde kpdkwt,
fis £T1 kNWevTL pupwt TO didPpoxov doTelv
kai Airapai Budey doBua TTvéouot kopal, 10
fis €1 KoAOY &pule k&Ta péBos Agpoyévela
kai yoepov Aulwv éoTovayxnoev "Epows.

CXXIII. 2 ¢feyfapévav Pl: -nv P g vaoitns P 8 8pumrtépevov CPl Suda: -va P
CXXIV. 1 Rapt Upvwv C (Baputuvwy P1): B. Gmrv- P

CXXV. 2 appotépnv Suda: -av PPl  3—4 habet P inter disticha praecedentis epi-
grammatis (= P?) et iterum suo loco #uldvolo Suda Aeukotépny Mifados P* g 7is
Suda: P &yavoi PPl Suda: &yavoi Suda (v1.) 8 um’ CPl Suda: én' P g 11 PPL: aiei
Suda 11 fis #m CPL fig kai P



CXXV-CXXIX ANTIPATER, 685-706 51

685 €1 d oU waykowov doUuAny BeTo KEPdeos euvny,
‘EAA&s &v a5 ‘EAévns Tfiod’ Utrep Eoxe Todvov.

CXXVI. ANTIPATER OF SIDON AP 7.427 (32 GP)
& oTAAa, @ép’ 10w, Tiv' Exel vékuv. GAAG Bédopka
YPGpua pév oUdév Tou TuabBev UtrepBe AiBov,
gvvéa &' doTpaydhous TETTTNOTAS @V Triocupes pév
690 mp&Tol AAe§avdpou papTupéouct BoAoy,
ol 8¢ TO T&s vedTaTos épdAikos &vBos, Epnpov, 5
gls 8’ & ye paviel Xios &paupdTepoV.
N pa TOS' &yy£éMovTt® "kal 6 OKATTTPOIoL peyauy s
X 8&Mwv fifor Téppa TO pundév Exer”;
695 1) TO pév oU; dokéw &¢ ToTi okotov iBuv éAdoosy
iov KpnTaieus s Tis dioTofoAos 10
nis 6 Baveov Xiog pév, AAedvdpou Bt Ashoyyx s
oUvop’, épnPeint &' GAeT' év GAikiau.
&5 €U TOV @Bipevov véov &kpita kai TO kuPeubiy
700 TveUpa 81' depBéykTwy €ié TiIs doTpaydAwy.

CXXVII. ANTIPATER OF SIDON AP g.720 (36 GP)
el un pou ToTi Taude Mupwv Tddas fippooe TETPAL,
&AAais av vepodpav Bouaoiv opol daupalis.

CXXVIII. ANTIPATER OF SIDON AP g.721 (37 GP)
HOOXE, Ti po1 Aayoveool TTpooépXeal, s O Ti pukdl;
& Texva palols oUk évébnke ydAa.

CXXIX. ANTIPATER OF SIDON AP g.722 (38 GP)
705  Tav dapaAv, BoupopPé, TTapépxeo pnd  amwaveube
oupiodnis’ HaCTOL TTOPTIV UTTEKDEXETAL.

CXXVI. 1 &xe P: épet Herwerden 2 wou C: mw P tpabiv Salmasius: dpa- P g
mewmoTas P: n@dt- C 5 vedtatos Ci-as P 8 xao C: 80 P 10 i6v C: ioov P &g Tig
Reiske: &dtos Cin rasura 12 &' Reiske: 8’ P

CXXVIII. 1 &5 8¢ i Jacobs: timrre PP]

CXXIX. 2 oupiodmis PPl: cupifmis Boissonade  Umekdéyetan Pl: &mrex- P
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CXXX. ANTIPATER OF SIDON AP g.723 (39 GP)
& poAiPos kaTéxel pe kal & Alfog eiveka & Gv oed,
TAGoTa MUpwy, AwTov kai Bplov €dpeouav.

CXXXI. ANTIPATER OF SIDON AP g.724 (40 GP)
& dapalis, dokéw, puknoetar 1) p' 6 TpounBels
710 ouyi poévos, TA&TTEIS EpTTvoa kal ou, MUpwv.

CXXXII. PHANIAS AP 6.307 (7 GP)

Edyabns AamBavos écomTpida kai @iAéBeipov
owdoéva kal TeTAooU P&poos UTo§upiov

Kal YHKTpav SovakiTiv ATETTUCE KAl AITTOKWTTOUS
paoyavidas kai Tous cUuASVUYas OTOVUXAS,

715 EmTUcE 8¢ Walidas, Supa kai Bpdvov, gis &' 'Emikoupov, 5

Koupeiov TPOAITTGY, GAGTO KNTOASYOsS,

EvBa AUpas fikouev &Trws &vos, Asto & &v Trou
AMpwoowy gl un oTepée ToAwdpopiav.

CXXXIII. SAM(I)US AP 6.116 (2 GP)
ool yépas, Alkeida Mwuopaye, Toito PiMiTrTos
720 dépua Tavarpukou Asupov Efnke Poods
alTols oUv kepdeaot, TOV UPpei kud1dwVTA
éoPeoev 'OpPnAol TpnxUv UTO TpoTTOdA.
6 ¢Bvos avaivoriTo, Tedv &' €11 kUBos &é€or 5
pila Bepoiaiou kpdvTtopos 'Huabias.

CXXXIV. MELEAGER AP 7.419 (4 GP)
725 &Tpépas, @ Efve, Paive” TTap’ sUoePéotv yap & TrpéoPus
gUdel kowunBeis Utrvov dgeiAdpevov

CXXX. 2 8puov P: 8piov Pl

CXXXII. 2 og&poos Toup: o¢apos P g Bovakitv P: Bovakiitv C: &ximv
Suda Nmokdous Toup: MirokdTrrous P: Airokémpous Suda: -xéous Suda (alibi) 4
ouAdvuxas C Suda: ouvov- P otévuxas Salmasius: év- P Suda 5 8¢ yadidas Jacobs: &
iTadias P 6 knmoAdyous C

CXXXIII. g Tov UPpei apogr.: 16 vu Ppeyud C: 16 vu Ppexpd P: 1ov Bpexuddr
Pl  xudibwvta Pl: kudia@vta P (-a-del. C) 5 adaivuto P &é€er P

CXXXIV. 1 map’ CPl: wav P



CXXXIV-CXXXVIII MELEAGER, 727750 53

EUkpaTew MeAéaypos, 6 1OV yAukudakpuv "EpwTa
kai Mouoas iAapais cucToAicas X&piow,
ov Bedrans fvdpwoe Tupos MNadapwy 8 tepd xBav, 5
730 Kés &' épatn MepoTrwy TrpéoPuv éynpoTpoger.
&N’ €l ptv ZUpos éooi, caddy: €l &' olv oU ye Poinig,
vaidios €l &' “EAAny, xoipe: 16 & auTd pp&oov.

CXXXV. MELEAGER AP 7.196 (13 GP)
axnels TETTIE, dpooepails oTaydvecor peBuobeis
&ypovopav péATrels poloav épnuoAdiov,
735 AKpa O EpeOUEVOS TTETAAOLS TTPIOVWSEST KWAOILS
aifiom kA&lels xpwTi peMopa AUpas
AaAAG, idos, pBéyyou T1 véov devdpwdeot Nupgpars 5
Taiyviov, &vtwidov TMavi kpékwv kéAadov,
dppa puyv TOV "EpwTa peonuppivov Umvov &ypevow
740 gvBad’ UTo okiepdl KEKAIPEVOS TTACTAVWI.

CXXXVI. MELEAGER AP 5.176 (6 GP)
de1wos "Epws, de1vds” Ti 88 TO TAfov fjv TGAWY giTTw
Kal TaAv oipwlwyv ToAAGK1, “deivos "Epws™;
N Y&p 6 Tais TouTolo1 yeAdt kai TTukvd kakioBeig
NdeTal, fjv &' eimw Aoidopa, kai TpépeTa.
745 Balupa 8¢ por Tds dpa Sid yAaukoio paveioa 5
KupaTos, €€ Uypol, Kumpi, ou milp TéTOKOS.

CXXXVII. MELEAGER AP 5.192 (57 GP)
yupvnv fiv éoidmis KaMioTiov, @ Eéve, proeis
“NAAakTal dirrAoly ypaupa Zupnkoaiwy.”

CXXXVIII. MELEAGER AP 12.52 (81 GP)
oUpios éutrvetoas vauTals NoTos, @ SuoépwTss,
750 NMICU peu Yuxas aptraocey Avdpayabov.

4 Motoais P 58 ieph) PI 68 CPl,om. P 816 CPl: 1i P (utvidetur)

CXXXV. 1 axnies CPL: axeing P (ut videtur) 2 &ypovépav P: -ov Pl Suda 4 Apag
CP1 Suda: ms P 8 oxiepdu Jacobs: -iji PP1

CXXXVI. 5 yAukoio P
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Tpis pakapes vaes, Tpis & dAPia kUpaTa TOVTOU,
TETPAKL &' eUdaipwy Todoopdv Gvepos’

€18’ einv deAgis, v’ épols PacTakTos €T Qpolg 5
TopBueubeis éoidm Tav yAukuTranda ‘Poddov.

CXXXIX. MELEAGER AP 12.137 (118 GP)
755 OpBpoPoas, SuoépwTl kak&yyeAe, viv, TPICGAXCTE,
évvixlos kpalels TTAeUpOTUTIT) KEAQBOV
yaUpos Utrép koitas &6Te pol Ppaxy ToUT €T VUKTOS
ToSoiAeiv, T’ épais &' adu yeAdus ddUvas.
ade pida BperTiipt Xapis; vai TOV BabBuv Spbpov, 5
760 EoxaTa ynpuon TalTa T& TIKP& HEAN.

CXL. MELEAGER AP 5.151 (33 GP)

ofuPoal KWVWTTES, Gvaidées, aiuaTos AvdpidY
olpwves, VUKTOS KvwdaAa SimTépuyq,

Baidv Znvoeidav, AiTopar, Taped” flouxov Uvot
eUde, Tap& &', idou, capkopayeiTe HEAN.

765 kaiTol TPOs Ti paTNY ald®; kai Bfipes GTeykTO!L 5

TEPTTOVTAL TPUPEPE XPWTI XAIXIVOUEVOL.

GAA" 11 vV TpoAéyw, kakd BpéupaTta AfyeTe TOAUTS,
| yvwoeoBe xepidv {nAoTuTwy dUvapy.

CXXXVIII. g 7pis &’ Brunck: Tpeis 8" P 6 yAukUmanda Brunck: yAuks- P

CXXXIX. g 6te Hermann: ém1t P 4 madogireiv Huschke: kai 16 giaeiv P 5
8pemrtiipt Huschke: 8péwteipa P

CXL. Meleager AP 5.151 (33 GP)
2 vukTos P: &avdpiv Pl g map&®’ P Umvov Pl 4 capkogayeite Pl: -tau P 5 mwpds Ti
pé&rny Scaliger: wpoot] ka Ty P: wpo on kxatny P1  &rekvor P 7 1éAung CPI: éA- P



COMMENTARY

ANYTE

Twenty-four epigrams attributed to Anyte survive. She was from Arcadian
Tegea (Pollux 5.48; cf. Steph. Byz. 165.19); the ethnic MituAnvaia in the
lemma to AP 7.492 (cf. the lemma to Nossis AP g.332 Noocoidos AeaPias)
is probably an error deriving from the supposedly Sapphic character of
her poetry; the same may be true for the references to her as pehotroids
or Aupikn in the ascriptions of the Anthology. Paus. 10.38.13 reports that
she composed hexameters, but no fragment of these remains. Anyte’s
work is (contra Bernsdorff 2001) probably earlier than that of Nicias and
Mnasalces (cf. Sens 2006); viI may play on Nossis’ ecphrastic epigrams.

Anyte draws heavily on Homeric language, often applying it to ordinary,
domestic contexts. In a number of cases she alludes to specific passages
of the Iliad and Odyssey. At the same time, she frequently varies Homeric
phrases by including in them diction deriving from Greek tragedy, espe-
cially Euripides. Her dialect is principally Doric, often overlaid on forms
derived from epic.

Anyte played a role in the development of a number of epigrammatic
types, including fictive epitaphs for dead pets and wild animals (v intro-
ductory n.), and of poems in which the speaker invites exhausted travelers
to relax in an idealized rural landscape (cf. viin). These, too, play on the
conventions of sepulchral epigrams (cf. 29n.)

I Anyte AP 7.724 (4 GP)

On a dead soldier. Although the text is problematic, the most likely recon-
struction places the epigram in the tradition of epitaphs on young men
who have died in battle. Its novelty lies in the second couplet, in which the
stone itself is explicitly characterized as a poet, and the conventional lan-
guage of the final verse thus amounts to an epigram within the epigram,
which thus calls attention to its status as a literary artifact.

1—2[1-2] “You lost your youth, Proarchus, and in dying put the house of
your father Pheidias into dark mourning.” The paradosis is intolerably awk-
ward; Ypsilanti’s emendation (a variation of Graefe’s #ipav uév o, Tpdapy’,
SAecas, wal, S&dpd Te TaTpds) produces a text that draws closely on the tra-
ditions of inscribed epitaph, but cannot be considered certain. fipav:
that young men who have died in battle have lost their fifn or the equiv-
alent is a common theme of epitaphs, e.g. CEG 4.3 of wote kaMix6pou

55
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Tepl TaTpidos dAdoat(e} APy, 716.2 dAcoals HlAaxialv]. TMpéapy’: per-
haps an otherwise unattested proper name rather than a military title
(“captain”), in which sense the word appears first in the twelfth century
CE; at SEG XXXII 474.4-5 (grd cent. CE) it is a religious title, in place
of the more common mwpodpywv. The word acquires special resonance in
the final verse: the young man has died fighting at the forefront of his
men (cf. Homeric pépayos). éAecas: unaugmented aorist indicative,
in the verse position regularly occupied by the aorist participle dAéoas
in Homer (e.g. Il. 8.498). Swpata warpds: a Homeric line end (e.g.
Il. 18.141). ®eadia: Doric genitive singular. Svogepidt Trévler: per-
haps alluding to Aesch. Pers. 535-6 &oTu 16 Zolowv 78" AyPatdvewy | wévle
Svogepidt kaTékpuyas, where Zeus’s destruction of an entire army causes
the grief; here a single warrior’s death produces the same effect.

3-4[3—4] The representation of the tomb as a poet is a variation of the
conventional depiction of the tombstone as a speaker or messenger (e.g.
CEG 173, 429.1 aUdn Texvhieooa AiBou, 591.4); cf. Call. 259—60n. The direct
quotation of a sung “good word” recalls Thgn. 15-17, where the Muses
and Graces are the source of an aphorism (kaAdv &eicat’ Ewos, | “6TT1 KAASY,
pidov éaTi- T6 &' oU kaAdV oU gidov éoTi”); here, the gravestone replaces the
goddesses of poetry. That it is good to die fighting for one’s country was
a commonplace included, for example, among the Delphic maxims (132
ap. Stob. g.1.179 6vijioke Uép TaTpidos); cf. Tyrt. fr. 10.1-2 TeBvépevon yap
KaASY Vi TTpopdx oot TecdvTa | &vdp’ &yaBdv Trept i TaTpidi papvapevoy. TO1
UtrepBev “above you.” TéTpos &eider: the distinction between writing
and song is sometimes blurred in Hellenistic poetry (e.g. Call. fr. 108 &mwei
T68e kUpPis &eider; Pos. 122.6 AB didfis . . . @Beyydpevon oeAides). pilas
. . . TaTpidos: a common Homeric phrase (e.g. Il. 9.428).

II. Anyte AP 7.649 (8 GP)

On Thersis, who died before marriage. The epigram draws its basic form
from inscribed epitaphs naming the person who buried the deceased (e.g.
CEG 35, 741). Here, Thersis’ mother has erected a full-size likeness of her
dead daughter over the tomb. Such images would usually have taken the
form of a relief rather than a freestanding statue; what type of representa-
tion is meant here is not entirely clear. The theme of the epigram is the
commonplace idea “death before (or ‘instead of’) marriage,” regularly
found in inscribed epigrams (cf. CEG 24, 584.4, 587, 591.11-12) and
exploited as a source of pathos (cf. Rehm 1994).

1[5] A periphrasis for the commonplace “instead of marriage” (e.g.
CEG 591.12 Tdgov &vTi y&uou), couched in language reminiscent of epic
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and tragedy. To1 “for you [i.e. Thersis].” Enclitic personal pronouns
tend to occupy second position in their clause (“Wackernagel’s Law”),
even when this causes them to intercede between prepositions and their
objects. eUhextos Barapou reworks Od. 28.178 elotabéos Bardpou. The
adjective is attested elsewhere only at Leon. AP/ 182.2, but has an ana-
logue in the Sophoclean etAextpos ( Trach. 515, Ant. 796).

3[7] pérpov . . . k&Mhog “size and beauty”; cf. 177-8n. ixoroav: fem-
inine participles in -oica are a standard feature of Hellenistic literary
Doric (cf. Bulloch on Call. 4. 5.7, Introduction section 4g).

4[8] The vocative probably enacts the ritual called the mpoce8eyxthpiax (cf.
Pollux 2.118 mpooBeyxThpia mpd yduwv topth; cf. 3.96), in which the bride
was formally addressed. For the language, cf. Hermes. fr. 7.20 yvwotn
8 éoTi kai eiv Aidnu. O¢poi: Oepois is not otherwise securely attested
as a woman’s name, though it is plausibly restored in a third-century
Thessalian inscription (cf. LGPN 1n1.B). ToTi@leykT& &' EmAto Kai
ehuéva “you were (émAeo) ritually addressed though dead.” moTipBeykT&
is Doric nominative singular. The continued honor received by the dead
(e.g. CEG 178.4 ai év Aidew Tep goUoan) is a topos in funerary epigrams: cf.
CEG 571, 600, 603, Tsagalis 2008: 3q.

II. Anyte AP 7.646 (7 GP)

The dying words of Erato. Grave monuments commonly depicted the
deceased bidding farewell to family members, and the epigram would suit
a relief in which Erato and her father appeared together. This may be
the earliest surviving epigram in which the final words of the deceased
are reported, and although the motif reappears several times in early
Hellenistic epigram (e.g. XLv1I introductory n., Leon. AP 7.648, Pos. 60
AB, Damag. AP7.795, “Simon.” AP7.513), itis extant in inscriptions only
later (§GO14/11/02). In any case, the epigram has a literary background.
That Erato addresses her final words to her father suggests that she does
not have a husband, and her name, with its connection to Eros, suggests
the pathos of her premature death. The representation of the dying
words of a young woman is reminiscent of Attic tragedy, where young
women on the verge of death sometimes bid farewell to family members
(e.g. Eur. Ale. g72—92, Hec. 402—43); much of the language is distinctly
tragic in coloring. The poem also recalls the poignant encounter between
Odysseus and his dead mother in Odyssey 11. The first word, Aoictia, which
paradoxically means “last,” signals the content of the entire poem and
forms a frame with 8&vartos, which brings to a close both the epigram and
the life of its honorand.
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1[g] Aoighia: this form of the adjective (as opposed to Aoicfos) is first
attested in the fifth century, and is common in tragedy (e.g. Aesch. Ag.

120, Eur. Alc. 417). 87 suggests that the speaker is accurately reporting
Erato’s last words. maTpi @idwi: 2 Homeric collocation in a Homeric
verse position (Il 13.644, Od. 10.8). Tepi Xeipe Padolioa “embracing.”

Tmesis occurs several times in Anyte but is relatively rare in Hellenistic
epigram. The phrase alludes to Od. 11.211, where Odysseus laments that
he and his mother cannot embrace (wepi xeipe BaAdévTe). Anyte reverses the
relationship: an unmarried girl embraces her father at the moment of her
death. The allusion has a pathetic effect: this will be Erato’s last opportu-
nity to hug her father.

2[10] EpaTw: the name is well attested (cf. LGPN), but is especially poign-
ant in an epigram recording the last words of a dying virgin. XAwpols
8axpuoi: a tragic collocation (Eur. Med. go6, 922, Hel. 1189; cf. Soph.
Trach. 847-8). The semantic range of xAwpds, which may mean “green,”
“pale,” and “fresh,” probably derives from a basic sense “moist”; cf. Irwin
1974: 31-78. Aaipopéva: probably passive (“poured out with tears”), as
apparently at Eur. Andr. 532 Asifopon 8axpuoiv képas (where képas seems
to be accusative of respect), rather than middle (“pouring forth (with
tears)”). The active with 8&xpu(a) as direct object is more common: cf.
Il. 13.88.

3[11] oU To1 &’ eipi: probably “I am yours (to1) no longer” rather than
“know that (To1) I am dead.” This emotional expression is best paralleled
in Euripides (e.g. Alc. 390, Hipp. 357 xaipeT’, oUkéT €y’ éyw), and the
deployment of similar phrases in comic parodies of tragedy (Olson on Ar.
Ach. 1184-r) suggests that it should be taken as a tragic feature.

3—4[11-12] péAas . . . kuaveos: death is black because it brings the end of
sight (cf. LxxvI); its darkness contrasts with the paleness of Erato’s tears
(xAwpois). kuaveos is often almost synonymous with pédas (Irwin 1974:
79-110), and some scholars have therefore changed one or the other to
the accusative (modifying dppa), but the tautology is emphatic (cf. Soph.
Ajax710). In Homer, both adjectives are used of metaphorical clouds cov-
ering the eyes of dying warriors (e.g. Il 16.350, 20.4177-18), and both are
epithets of death in other contexts (cf. Gow on Theocr. 17.49). Supa
kaAUTrTer varies the common Homeric line end okétos 8ooe kéAuyev (e.g.
Il. 13.575), “darkness covered his eyes.” amophuévas: the genitive
stands in agreement with the pronoun (éuo¥) implied by the possessive
adjective &uov.
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IV. Anyte AP 7.490 (6 GP)

A lament for Antibia. First-person expressions of grief for the deceased
are common in inscribed epitaphs (e.g. CEG 16a = 470 &viduau, Tsagalis
2008: 255—6). Grave reliefs sometimes show female mourners, and the
speaker might be imagined as depicted on Antibia’s tomb, but the absence
of internal pointers leaves the identification ambiguous (Tueller 2008:
77-9). As a freestanding poem, the epigram resembles a threnody enact-
ing the lamentation of a mourner (cf. Bion’s Ep. Ad. 1 ai&lw Tév "Adwvv).
At the same time, it plays with the epitaphic convention of highlighting a
young woman'’s death before marriage by expanding the loss to include
her suitors, whose disappointment is the focus of the poem.

1[13] apbévov: cf. 11 introductory n. The initial position is emphatic.

1-2[13-14] émi . . . iépevor: tmesis = épiépevor, governing the genitive rela-
tive pronoun (cf. Eur. Hel. 1183 &Aoyos fis épiepan), though the expression
is deceptive, since the epic models (e.g. Il 1.162, 14.67 fu #m wOAN' Erabov)
initially suggest that émi is a preposition in anastrophe. vupgiot: pro-
leptic, to be understood closely with (é¢)iépevor (i.e. “would-be bride-
grooms”). TaTpds ikovTo Sopov: a phrase redolent of epic (cf. HHDem.
171 pipga 8¢ TaTpods Tkovto péyav 8épov); it contributes to the representa-
tion of Antibia as a heroine (cf. gn.).

3[15] x&AAeus kai mvuTdTos &va kAéos “in response to her fame for
appearance and intellect.” &v& suggests movement toward a goal (e.g.
A.R. 1.838); its use with kAéos is not precisely paralleled but appears to be
a variation of such expressions as Il 15.364 ToAépoio peté kAéos eiAnhouber,
Parth. EP 36.1 &eikéoBar kat& kAéos yuvaikos koAfis. k&AAeus kai TIvUT&TOS
evokes Od. 20.70 €idos kai mwvuTty “appearance and shrewdness,” of the
daughters of Pandion, who also died before marriage. The conventional
praise of the deceased (e.g. CEG 67, 69, 650.3—4) is here introduced
indirectly in the account of the suitors’ motivation. The abstract noun
mvuThs appears first here but is a common attribute of deceased spouses
in later funerary epigrams. G\’ émmavtwv “but of all of them
together,” i.e. Antibia and the suitors, but also suggesting the universal
experience of mortals. Reading the rare émwimas (cf. Xenophan. fr. §.4)
yields better sense than treating éwi as a preposition (“Fate (coming)
after all (the suitors)”) or as a preverb in tmesis with ékbAioe; cf. adesp.
AP 12.87.5—6 o0 pouvois & &mi Tolor Seddpkauey AN EmimdvTwv | &pxuot
TovAupavii kavBov épeAkducba.
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4[16] éAmriSas . . . wpéow: fate has undone the aspirations described in
1—2; the contrast between iéuevor and oUAopévn in the same relative posi-
tions of the couplets is pointed. The fragility of human aspirations is a
topos of epitaphs: e.g. CEG 630.2 &\\& Tuxn kpeicowv éAmidos &§epdvn,
792.4-5. oUlopiva Moip': cf. Tyrt. fr. 7.2 eUTé TV’ oUAopévn poipa kiyot
BavdTou. Moip’ ... rpdéow “fate rolled (them) far away.” The verb has
a similar metaphorical sense in expressions such as wijua 8g6s Aavaoiot
kuAivder (1. 17.688; cf. Lyc. Alex. 490), but Anyte reverses the direction of
movement. For mpéow, cf. Od. 9.542 thHv 8¢ Tpdow ¢épe kipa.

V. Anyte 10 GP (apud Pollucem 5.48)

An epitaph for a dead hound. Anyte is among the earliest poets to write epi-
taphs for animals (cf. Gorla 1997, Diaz de Cerio Diez 1998). No extant epi-
taph for a dog predates Anyte, but a mid third-century papyrus (P.Cair. Zen.
59532) preserves a pair of epitaphs for the hunting dog Tauron, possibly
designed for inscription (SH 977; cf. SGO 06/02/34, 18/01/28; for Latin
examples, cf. Kay 1985: 215-16, Granino Cecere 1994). Theophrastus’
characterization (Char. 21) of a man of petty ambition as the sort of person
who would set up a funerary monument for his dog suggests that if some
people in fact erected memorials for their pets, such monuments could be
subject to derision; at a later period the speaking voice of an inscription
from Rome asks passersby not to laugh at a tomb of a dog (GVI 1365.2).

The poem draws on epic and other high-style language (cf. 1, gnn.),
and kai ov in the first verse seems to locate Locris’ death in a tradition
of commemorations. The contrast between the elevated diction and the
identity of the honorand has been understood as humorously bathetic or
ironic (Greene 2000), but the heroic language applied to Locris’ death
seems honorific, and the poem implicitly calls attention to the pathos of
her death (cf. 2n.).

Formally, the epigram resembles inscribed epitaphs addressed to the
deceased and describing the circumstances of the death (e.g. CEG 661).
Those circumstances emerge only in the final verse, with the identity of
Locris’ killer made explicit in the last word.

The poem shares several points of contact with Nicander’s Theriaca,
a work probably of a later date: in addition to their shared use of the
otherwise unattested collocation idv &ueidiktov, Ther. 672—5 reports the
story of a hunting dog bitten in the eye by a “female viper” (¢x18va) but
saved from death by an herb.

1[17] &Aeo 80: cf. Il 24.725 (Andromache to the dead Hector) &vep,
& aidvos véos Ao, GVI 1462.1 dAeo 87 oTuyepdt BavdTwr TpoMiToloa
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Tokfjas. moTte kai ou: a Homeric phrase used in its Homeric verse-
position (Il 19.315, Achilles reminiscing about the dead Patroclus, Od.
11.441, 19.81). wote places the death at an unspecified moment in the
past; kai oU might refer to the epigram’s position in an ongoing tradition
of funerary epigrams or within a collection. TroAuppilov . . . Bauvov:
a variation of Il. 11.156—7 6&uvor | wpéppilor. The adjective is otherwise
prosaic, e.g. Thphr. HP1.6.3. Its point emerges implicitly at the end of the
poem: the serpent was making its lair in the dense root structure of the
bush, as does the xéAudpos of Nic. Ther. 418-19 (cf. 454-5).

2[18] Aéxpr is simultaneously an ethnic designation and a proper
name; cf. 455n. Locrian hounds are a hunting breed (Xen. Cyn. 10.1).
P1hopfoyywv “who love to make noise”; attested only here. WKUTATN:
swiftness is an attribute of many dogs (e.g. Il. 1.50, Pi. fr. 106.1-3, Lilja
1976: 15), but the adjective is significant: despite her speed, Locris
could not get past the viper (cf. Od. 8.330-2) and is now immobile in
death. oxvAékwv: though generalized as a term for dogs of all ages by
the classical period, the noun originally meant “puppy,” “young dog,” and
its force here may be affectionate.

3[19] Toiov éAagpilovT “moving so quickly”; cf. 2n. toiov is adverbial, as
at e.g. Od. 3.496 Tolov y&p Umrékgepov dkées immor. For intransitive éAagpilw,
cf. Eur. fr. 530.8, Call. h. 4.115. Ted éykatfeto kwAwi varies /1. 14.219
Ted1 EykaTheo KOATIWL, cf. 14.229 &1 Eyk&TBeTo KOATIWL, Od. 11. 614, 23.223.

4[20] i6v &peihikrov: i.e. “poison for which there is no antidote”; Nicander
(Ther. 51718, 545—9, 652—5) records several remedies for the bite of the
gxis. The phrase recurs at Ther. 185, of the asp’s venom, for which Nicander
records no cure. TroikiAé8eipos: a rare archaic epithet of birds (Hes.
WD 203, Alc. fr. 345). Snakes are sometimes described as moikidos (cf.
Thgn. 602, Pi. Pyth. 8.46, Nic. Ther. 155); the epithet suits Mediterranean
vipers, which all have dark mottled markings, though it might also suggest
the flashing movement of the strike (cf. Gutzwiller 19g93: 80).

VI. Anyte AP 6.123 (1 GP)

On a spear dedicated to Athena. The epigram obliquely provides the
information essential to a dedication - the identities of the dedicator and
of the divine recipient. The dedicated object is personified and addressed
in terms normally directed in inscribed contexts to passersby. Epigrams
sometime ask travelers to “stop” and inspect a tomb or dedication, and
sometimes request them to move on and transmit the information else-
where (cf. 4n.). The poem conflates these two requests: the spear is to
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announce Echecratidas’ valor not by traveling but by remaining station-
ary (gotaf; cf. Tueller 2008: g8-9). For the dedicated object making an
announcement, cf. SGO 01/08/01.3—4.

The poem has points of contact with Nicias AP6.122 and “Simon.” AP
6.52. That Anyte’s epigram is the model for Nicias’ seems likely. Its rela-
tionship to “Simon.” AP 6.52 is less secure: that the epigram does not
engage in the same play with inscriptional conventions may slightly favor
Anyte’s priority.

1[21] éorabi: intransitive perfect imperative of iotnum (cf. Ar. Birds 206).
The sense “stand” is appropriate for a spear, but the phrase initially sug-
gests “stop” in the manner of inscribed epigram (e.g. CEG 27.1, 28.2);
both meanings are operative. t&de “here.” kpaveia “cornel-wood
(spear).” The word is used like Homeric peAin “ash (spear)”; elsewhere so
used onlyin the related epigram by Nicias (above). Cornel-wood was prized
for weapons and used for Macedonian cavalry spears (Arr. Anab. 1.15.5)
and probably the sarissa; cf. Markle 1977: 324. BpoTokTove: earlier
only at Eur. IT 384 (cf. Aesch. Eum. 421 BpotokTovolvTas). Auypov:
probably to be taken with gévov as in expressions like Auypov 8AeBpov (L.
6.16).

2[22] dvuxa: the personification is based on the spear-tip being a sharp
extension to a long, thin projection like a finger or claw (cf. Thphr. HP
4.2.1, 9.6.2 of an agriculture tool). povov Saiwv “enemies’ gore.”
8aicwv is probably an anapest (< < =), with the originally long alpha short-
ened by “internal” correption (cf. Il 2.544, Gow on Theocr. 17.98).

gl23] ava ... 8épov “in the house,” like the Homeric &v& dédpa (11 1.570,

15.101). mappapeov: the word encompasses both “marble” and “shin-
ing” (e.g. Il 14.27%, 2" Il. 3.126); cf. IL 13.21—2 xAuT& SdpaTa . . . | XpUoea
pappaipovta TeTeUxaton &phita aiei, Alc. fr. 140.2. finéva: i.e. “having

been dedicated” (cf. SGOo01/08/01.4, CEG 120), though the literal sense
(“sitting”) creates a playful paradox with éoTaf.

4[24] &yyeA\' evokes a topos first found in a famous epitaph for the
Spartan dead at Thermopylae (“Simon.” AP 7.249 & &0, &yyéMew
Nakedonpoviors 8Tt THide | keipeba, Tols keivwv TeBbuevor vopipois) and widely
taken up in both inscribed and fictive Hellenistic epigrams (IMEGR 3o,

Taran 1979: 132-49). évopéav: praise of the fivopén (“manly virtue”)
of the deceased is a feature of funerary inscriptions (CEG g1.2, Hansen
on CEG 19). Kpntés: Cretan mercenaries played an important

role in Hellenistic armies (cf. Spyridakis 1977). The basic point is that



COMMENTARY: VI-VII, 24-6 63

Echecratidas is fighting far from his homeland (cf. 372). ‘ExexpaTida:
Doric genitive singular. Echecratidas, lit. “having force,” suits the martial
context.

VII. Anyte AP 9.745 (14 GP)

On a haughty goat. The poem shares points of contact with Nossis’
ecphrastic epigrams, which frequently urge inspection and appreciation
of the realism of an image of a woman. The tone argues for the priority of
Nossis’ poetry: that Anyte is ironically appropriating the form of Nossis’
poems on images of women is more probable than that Nossis is evoking
a poem on a supercilious goat. The engagement with the ecphrastic tradi-
tion may suggest that the poem describes an artistic representation rather
than a real animal.

The wit depends on the subtle characterization of the goat. It is not
initially clear whether its behavior is viewed positively or negatively (cf.
1 &yepwyws). Subsequently allusions (cf. gn.) associating it with the
Homeric Agamemnon and other self-important military leaders undercut
the creature’s grandiosity. There is, then, a humorous contrast between
the poem’s literary background and its lowly subject matter. If the goat is
treated as Dionysus’ in that it is to be sacrificed to him, the animal’s grand-
iosity is particularly ill-conceived.

1[25] Cf. Nossis AP g.605.3 s &yavédys fotaxev 18" & x&pis &Aikov &vled,
173. 8aco: cf. 179, 491. The opening command to “look” at an artifact
evokes requests that a passerby stop and pay attention to the grave (e.g.
CEG r97.1 &ve, ppaleo ofjpa, 648). Bpouiou: the precise point of the
animal’s affiliation with Dionysus is uncertain. Zeus concealed Dionysus
from Hera in the form of a kid (cf. [Apollod.] 3.4.3), and the god was
called by epithets referring to the animal (¢pigios, peAavaryis, aiyopdios),
but goats were also sacrificed to him. Kepadv Tpdayov: i.e. a mature
goat (e.g. Theocr. 1.4). The adjective focuses attention on the goat’s
appearance, in which he takes particular pride. W§ &yEtpwxws: per-
haps a humorous rewriting of Nossis’ s &yavds (above) “how gently.”
The ancient debate about the etymology of Homeric &yépwyos (variously
connected to &yeipew or to &yav) reflects differing views about its meaning
and tone, but in post-Homeric literature the word often has a pejorative
sense (e.g. Polyb. 2.8.7).

2[26] “ . . . casts its proud gaze down over its shaggy chin.” The line is
constructed in two symmetrical halves, in which nouns and their epithets
are of the same metrical shape and occupy the same relative position
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(8ppa — yaipov, Aacidv — yeviwv); katd, with its second syllable lengthened
before initial lambda as in epic (e.g. Il. 14.447), is metrically equivalent
to Exet. yaipov “haughty.” The full significance of the word emerges
with BéoTpuyov (4n.).

3—4[27-8] 6T . . . xépa “glorying in the fact that often in the moun-
tains Nais took the lock on his cheek into her rosy hand.” The lines recall
descriptions of haughty generals, including Agamemnon in the Catalogue
of Ships (cf. below), the unappealing leaders of Archil. fr. 114.1-2 o0
PMéw péyav oTpaTnydv oUdt SiamemArypévov | oUdt PooTpUyoiot yalpov oud’
Umeupnuévoy, and Menelaus at Eur. Or. 1532 &\ ftw §avBois ¢’ duwv
BooTpuyols yaupoUpevos. kudiowv éT1: an allusion to a disputed passage,
Il 2.579-80 xud16wv &T1 TTdO1 peTéTpeTrey flpcdecow | olvexk’ &pioTos Env oAU
8¢ mAsioTous &ye Aaous, of Agamemnon. Agamemnon’s supposed superi-
ority was treated as a problem: Zenodotus read mwaow 8¢ instead of ém
w&ow but athetized the lines on the grounds that in the preceding verse
Ajax is said to be the best after Achilles. oi “his” (dative of reference). In
Homer the original initial digamma regularly prevents correption before
the reflexive personal pronoun; 811 oi is a common Homeric juncture
(e.g. Il. 23.545, Od. 13.343). év oUpeaiv: see 29gn. auei Tapiida |
Béorpuxov “hair on its cheek.” The disyllabic Taptys for trisyllabic Tapnis
is a tragic form (e.g. Aesch. Ch. 24, Eur. IA 187, 681). podéav . . .
xépa: cf. 603. Nymphs conventionally have rosy arms (e.g. Hes. Th. 246,
251). €dexto: a Homeric athematic form of déyopcn that may have
either an aoristic or, as apparently here, imperfective (cf. 8au’) sense.

VIII. Anyte AP 9.313 (16 GP)

An invitation for travelers to rest in a locus amoenus. Descriptions of ideal-
ized rural locations (already in Sappho fr. 2) conventionally feature
cool water, shade provided by trees, and pleasing sounds and scents; cf.
Schonbeck 1962. Anyte seems to have been among the first to incorporate
these features into epigrams. Here, the relief afforded by the attractive
location may be read against the conventional idea that death is a release
from pains (e.g. CEG 572.3 fis yaias TnAoU odu’ dvémauoe évwv). The par-
ticiple &obuaivovTta, a word sometimes used in Homer of dying warriors, is
significant: the soothing features of the place restore breath to the faint-
ing traveler.

Nicias AP g.315 is probably an imitation; cf. Reitzenstein 1893: 125,
Sens 2006: 154-62.

1[29] ilev &mras: the opening command (cf. Nicias AP 9.315.1, Hermocr.
APl11.1) resonates against epitaphs requesting that passersby “stand” and
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pay attention to a tombstone; cf. 21n., CEG 27.1 oTiifh kai oikTipov, 28.2.
The speaker assumes that all who pass will fall into the category of tired
worker described in the second couplet. For the singular (= wéavtes), cf.
Austin—Olson on Ar. Thesm. g72. UTré kaA& . .. puMAa: cf. Hes. Th. go
Sapvns épBnAéos 8lov. The speaker focuses on the aesthetic appeal of the
tree (koAd, ebBaiéa). elBalns is principally lyric and tragic.

2[30] dpaiou “seasonal.” Not all springs flowed perennially, and those flow-
ing in the summer heat (cf. on g 8¢peos) were especially valuable. adu
mopa: i.e. “fresh water” (cf. the more common yAukt U8wp), sweet for the
refreshment it provides those suffering from heat (cf. 57). The adjective is
commonly used of various aspects of Greek loca amoena (cf. 572n.).

3-4[31-2] “. . . so that you may rest your limbs, gasping from the toils of
the summer through being struck by the gusts of the West Wind.” The
word order is intricate: the central verbal idea, that the traveler will rest
his weary limbs, is framed by opposed participial phrases modifying yuia,
which are first said to lack breath (&s8uaivovta) and then to be refreshed
by the breeze. dppa Tou: a Homeric verse opening (Il. 4.220,
6.308). &obuaivovta . .. yuia: the participle, here in a Homeric met-
rical position (e.g. Il. 16.826), is applied to a part of the body rather than
to the person as a whole; cf. Pi. Nem. §.47-8 cwpata . . . &obuaivovta. The
point is clarified by mvoiau: the “breath” of Zephyr provides relief to limbs
craving a breeze. mévols . . . @ida yuia recalls Il 14.85 Tév p’ &pa T’
apyoréwr kapdTwt ida yuia Aéhuvto, of the Achaeans as they rest by the
ships. As in epic, ¢idos applied to parts of the body is virtually equivalent to
a possessive adjective (here “your own”). wévoris 8épeos may mean “from the
labors of the harvest” (GP), in which case the imagined audience consists
of harvesters, but it is just as likely to signify “from the toils of summer,”
including the difficulty of walking in the heat (cf. Anyte APl 228.4 &Gumauy’
v Bepvéd kaUpaT ToUTo Pidov). Trvoid& . . . Zepupou: a variation on the
Homeric mvoifit Zeguporo (Il 19.415, Od. 4.402) and mvorny Legupou (Od.
10.25). Tutrtopeva: the word usually suggests an exhausting or painful
experience but is here used of refreshment provided by pleasant gusts of
wind (cf. Hes. WD 594).

IX. Anyte AP] 291 (3 GP)

A thank-offering to Pan and the Nymphs, who provided Theudotus with
water. The gift is not specified, so that the epigram resembles dedications
that have no need to name the object on which they are inscribed. It
seems designed to be read in close conjunction with other epigrams by
Anyte in which the speaker urges the weary traveler to take refreshment in
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a cool and well-watered spot: it records the thanks felt by the passerby who
has accepted the sort of benefactions advertised in those poems.

1[33] ppifoxopar: hair is often a focus of divine epithets (e.g. HHDem. 1
AfunTp’ Nikopov, HH 19.5 &yAaéBeipos, of Pan); the adjective primarily refers
to the bristling hair of the goatformed god, but might also suggest “who
makes one’s hair stand on end.” Not elsewhere attested, it has analogues
in [¢p]ioxaitn (Soph. fr. **10d.5 Radt), ppi§ordgos (Hsch. ¢894) and
Pp1§608pE (Suda 9718); cf. Eur. Phoen. 1121 yaitn Te@pikds. aUAl&otv: an
otherwise unattested epithet of ambiguous sense. The nouns atAiov and
aUMig may refer to a variety of places for passing the night, including sheep-
folds as well as human dwelling places, and the semantic range of aiAiov
includes “grotto, cave.” Pan and the Nymphs are connected to sheep (cf.
Call. h. §.87-8) and to grottoes (cf. Ar. Lys. 721, Theodoridas AP6.224.3,
6), and the point may be either that as patrons of sheepfolds they have
aided Theudotus as he pastured his sheep (cf. below, on oiovéuos) or that,
as resident deities of a grotto, they have provided him with the blessing
of its water. Cf. Leon. AP 6.334.1 alhia kai Nupgéwv iepds Téyos. 8éto =
&véBeto, “dedicated.” UTré okomid&s: mountain peaks are haunts of Pan
and the Nymphs (e.g. Eur. ElL 447 Nuugaias okomés). Here the phrase
suggests the sort of rocks that regularly feature in bucolic loca amoena (e.g.
Anyte APl228.1 &', Yd T&v TETpav TeTpupeva yul' dvdmaucov): Theudotus
has enjoyed the type of refreshment urged on travelers elsewhere.

2[34] 8&pov . . . OudoTos: Theudotus (“god granted™) is an appropriate
name for one offering thanks for divine favor. oiovopos: ambiguous,
admitting the senses “solitary” (cf. =" Il 2.460) and “sheep pasturing”
(Hdn. Epim. p. 148.7 Boissonade oiovépos, 6 Bookds Tédv TpoPatwv); cf.
oiomwdAos with 97n., Hunter on A.R. 4.1822.

3—4[85-6] Theodotus’ gratitude is explicitly for the role played by the
Nymphs: Pan has been silently dropped from consideration. For the
explanatory clause introduced by olUveka (“because”; cf. Sens on Asclep.
6.5), e.g. Phaedimus AP 6.271.9—4; PI"s af yiv may be an attempt to avoid
making the Nymphs’ gift the sole reason for a dedication to multiple
gods. U’ &lahéoto Bépeus “from the dry summer.” PI's {aféolo, “very
numinous,” could fit the moment of an encounter with gods but is less
suitable to the context than a form of &Zé&Acos, “dry” (&{aréou P1®). The
collocation &ZaAéoio Bépeus is supported by Q.S. 13.242—-g otéyuv . . . | Aniou
&laAéoro Bépeus euBaitréos dpni; both &loAéoio and Bépeus occur in the same
respective positions in epic (&loAéoio: cf. Il. 20.491, ps.-Hes. Shield 153,
A.R. 4.679; 8¢peus: cf. Hes. WD ro2). péya xexpun@dta | Taloav “they
brought an end to his great exhaustion”; cf. Anyte AP 9.414.9 &vdpdo1
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KeKpn@ow . . . &umrauow 6dofo. The spondaic line end suits the slow pace of
an exhausted traveler. épéfacar xepoi “reaching out with their hands
(to give)”; e.g. Hes. Th. 433. The encounter with a group of female deities
who appear to a lone herdsman on a mountain recalls initiation-scenes
(e.g. Hes. Th. 22-34, Asclep. *45 Sens). pedixpov U8wp: cf. 30n.; the
phrase plays on the conventional application of the epithet to wine (e.g.
Anacr. PMG 383).

ASCLEPIADES

Asclepiades’ name is associated with forty-seven epigrams in the Greek
Anthology and with a few fragments from other sources. Of the epigrams
in the Anthology, thirty-three are attributed to him alone. For the others,
authorship is assigned to him or another poet; for six of them, Posidippus,
whose other works show a great debt to Asclepiades, is the alternative. The
Byzantine scholar Tzetzes (X Lyc. Alex., p. g Scheer) mentions Asclepiades’
hymns, but no fragment is clearly hymnic. Nor is it clear why the Aeolic
meter that came to be called the “Asclepiadean” was specifically associ-
ated with him.

Asclepiades was one of the most influential early Hellenistic epigram-
matists. Though his precise dates are uncertain, the external evidence sug-
gests that he remained active at least into the 270s, perhaps into the 260s.
At Theocr. 7.40, Simichidas refers to Sicelidas as an admired predecessor;
the ancient scholia identify Sicelidas as Asclepiades. The significance of
the nickname is not certain, but it is possible that he spent time in Sicily
as a young man, perhaps during the period in which Samians were exiled
from their island (365—322). Uncertainties of attribution complicate the
internal evidence for his life, but if the Cleopatra honored in one epigram
(AP 9.752) is the sister of Alexander the Great, the poem was probably
composed by Asclepiades (rather than by Antipater of Thessalonica, to
whom it is alternatively ascribed) some time before her death in gog.

Asclepiades’ poetry frequently plays with the boundaries between epi-
gram and other genres, including lyric, elegy, and mime. Whether or not
he actually invented erotic and sympotic epigrams, he certainly played a
fundamental role in their development. A number of his poems depart
from the traditional content of epitaphs and dedications and focus on
erotic themes while retaining traces of funerary language and topo: (cf.
63—4, 81nn.). In several, the speaker represents himself as standing out-
side a would-be lover’s door; in others, he (or she) complains about the
painful effects of love, comments on its symptoms, or attempts seduction.
Several poems have the symposium as their setting, and in two the speaker
gives a servant orders for preparing a dinner party. A hallmark of many
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is their subtle characterization of speakers, who often use language that
resonates ironically against earlier literature or contrasts with the formal
characteristics of the genre.

Asclepiades’ poetry includes words from elevated genres (including
epic and lyric) and ostensibly “unpoetic” forms attested in the literary
koinebut rare in verse. His surviving works show little interest in recherché
vocabulary, though many poems play upon the ambiguity of words that
seem superficially straightforward (cf. Arnott 1969g). The dialect of most
poems is the epic/Ionic koine, but several are in Doric.

Asclepiades, Posidippus, and Hedylus are linked in the prefatory
poem of Meleager’s Garland, and Reitzenstein (189%: 100-2) argued
that Meleager’s selection of poems by the three writers derived from a
collection — which he identified with the mysterious Zwpés mentioned in
connection with Posidippus in % /. 11.101 - containing poems by all of
them but not clearly attributing the authorship of individual epigrams.
Cameron’s suggestion (1995: 369—76) that Meleager drew from a col-
lection organized by Hedylus in which he juxtaposed his own work with
that of his predecessors Posidippus and Asclepiades is not implausible.
The following commentary draws heavily on Sens 2011 (which treats the
epigrams more fully).

X. Asclepiades AP 13.23 (33 GP = Sens)

On Botrys, who late in life has buried his son. The poem opens with a tra-
ditional request for the passerby to pause in his travels (cf. viir) but then
focuses on the experience of the surviving father rather than his dead
son; inscribed epitaphs often note the grief of surviving family members
(e.g. CEG 686. 1—2), but it is unusual for this to be the central theme (cf,,
however, xLI1). The son remains unnamed (5n.), and his death is only
mentioned in a relative clause (3—4n.); nor is it clear whether he was still
young at the time of his death. Part of the point may be that Botrys has
survived too long for his own good and been deprived of his son’s care
late in his life (cf. 229—30n.). If so, the final lamentation for the pleasures
lost to the dead son contrasts ironically with the experience of his father,
for whom living too has long caused great unhappiness.

This is the only wholly extant epigram by Asclepiades in a non-elegiac
meter. It is composed of alternating catalectic iambic tetrameters and
catalectic trimeters without resolution (x —v - x—-v—- x—-u—- o— x|
X—ou— X—=o— o—x). The dialect is Doric.

1[37] The interposition of & 11 k&ykoveis within the phrase pikpov . . .
&xouoov disrupts the verse in a manner analogous to the interruption
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of travel that the speaker demands. iw: an emotional lamentation
such as commonly appear at the beginning of epitaphs (e.g. CEG 49,
512, 550). TapépTrwy: éprw was the regular word for “go” in Doric
(cf. Buck 126); and though the usage was generalized to other dialects,
the form suits the Doric dialectal context. pikpov: adv., “for a short
while.” & 11 k&yxkoveig “even if you're in a bit of a hurry”; k&yxoveis < kai
gyxoveis (crasis). axkovoov: more usually the passerby is asked to pay
attention to or look at the information provided on the tomb.

2[38] meprooa SfiTa kNdn “quite (&fita) extraordinary troubles.” The ambi-
guity of the noun, which encompasses “troubles,” “concerns,” and “grief,”
is resolved in the next couplet.

3-4[39-40] The relative clause provides the basic epitaphic information
“Xburied Y’ (e.g. CEG 147, Call. 241). TrpéoPus SySwkovT éTMDV: More
usually the focus is on the age of the deceased (e.g. CEG 480). Eighty was
considered the outer boundary of normal human life; cf. Sol. fr. 20. 4,
Hdt. 1. g2. 2—4. Tov ik véiwv ... fidn “already when he was young”
(e.g. Pl. Gorg. 483¢e). The precociousness of the deceased is a consolatory
trope (Strubbe 19g8), but Botrys’ son is not necessarily still a boy. T
Téxvar kai go@ov: i.e. “something artful and clever.” téxvau is a dative of
manner (“with artistry”), and the phrase is a zeugma involving typically
Hellenistic uariatio of the construction (cf. 299—300n.). The “wisdom” of
the deceased is commonly mentioned in epitaphs (e.g. CEG gga, 136.4,
306.2).

5—6[41-2] For the lamentation directed at the deceased man’s surviving
family, cf. 193-5. @eU . . . @eU: the repetition underscores the emotion.
Tov TekdvTa: the accusative of exclamation after geU, &, and the like is
rare; cf. Call. A. 5.89 with Bulloch’s note. The sole focus on the father
suggests that the mother is already dead. @idos: nominative for voc-
ative (e.g. Il 4.189, g. 601), as often in emotionally freighted contexts
(West 1967), especially with ¢iAos. mai: this and other fictive funerary
epigrams in which the deceased is not named may be inspired by real-life
monuments in which the name appears separately from the epitaph; cf.
Fantuzzi in Fantuzzi and Hunter 2004: 292-306. 600&v ... adovav:
Doric genitive plurals. &rrwAev: Doric second person singular aorist
middle indicative.

XI. Asclepiades AP 6.308 (27 GP = Sens)

A dedication by a boy celebrating his victory in a handwriting competi-
tion. Such competitions were a feature of Hellenistic education (Cribiore
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2001: 114), but much of the wit derives from the application of language
appropriate to victories in public competitions to a minor, everyday tri-
umph. The speaker is, as often in votive epigrams, the dedicated object,
a comic mask which is here treated as a real person, an aged comic char-
acter called Chares. The implicit point may be that the dedicator has won
by copying out a passage of comedy. The speaker’s observation in the
final couplet that he, as an old man, has been dedicated in a place noisy
with children playfully evokes the conventional irritability of old men in
comedy (cf. g, 4nn.).

Some point also derives from the idea that the boy has won by writ-
ing koA& ypaupaTa, a phrase equally applicable to letters and to poems.
Connarus’ boyish victory and its reward may reflect the nugatory and light-
hearted character of epigram; the speaker’s ironic detachment matches
that of the poet. In any case, there is perhaps humor in the implicit con-
trast between the victor’s skill at letter formation and the accomplished
composition of the poet.

The poem is imitated by Call. AP6.g10, where a tragic mask dedicated
in a classroom is overtly irritated by its location.

1[43] vikfoas ToUs Traidas evokes the formal way of referring to win-
ning the boys’ competition in a variety of public festivals (e.g. [Dem.]
58.66 "'OAupTriaot vikficas Taidas otédiov), here reapplied to a trivial con-
text. kaA& ypauppat': in extant papyri, schoolteachers use the phrase
to praise good handwriting (Cribiore 19g6: nos. 136, 222), the teaching
of which was an important part of ancient education.

2[44] Kévvapos: an unusual name (cf. the Diegesis to Call. fr. 201, which
alleges that the proverb &pmay& t& Kowiba appeared in the false form
apmayd T& Kovwwépou); as a common noun, the word refers to a type of
tree (Hsch. k3528). éySwkovt &oTtpaydrous: knucklebones, gaming
pieces in popular children’s games (cf. §3—4, Laser 1987: 118-22). These
could sometimes be taken by the winner (e.g. A.R. 3.119-21). Eighty of
them would probably have been a desirable but not excessive reward (cf.
Call. frr. 276, 676). That playing with them sometimes distracted from
schoolwork (cf. Herodas §.24—5) contributes to the humor.

3[45] x&pwv “as a thanksgiving present” (e.g. CEG 848.1). Movuoaig: as
patrons of education (Herodas g.1, 71, 977), though their role as goddesses
of poetry is also relevant (cf. introductory n.). TOV kwuikov “(mask
of) the comic character”; the adjective elsewhere refers to playwrights and
actors. X&pnta: Chares is a common name, here perhaps chosen to
evoke xapw and ironic in context, since one possible implication (“he who
rejoices”) contrasts with the speaker’s irritation (see below).
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4[46] If Hecker’s emendation is correct, the entire verse is chiastic, with
8opUPwt . . . évi surrounding the verb and the nouns at the beginning and
the end of the line emphasizing the contrast between the old man and the
boys among whom he finds himself. 87jx’ évi (MSS 81jké¢ pe) is not, however,
wholly certain, and it places epic/Ionic évi, absent from drama, in the
mouth of a comic character. fopupw: the din of the classroom. 86pupos
and its cognates can imply disturbance (cf. [Theocr.] 21.4-5); the speaker
seems to be unhappy about his location. Taidapiwv: the diminutive is
common in comedy and perhaps colloquial.

XII. Asclepiades or Archelaus AP1* 120 (43 GP = Sens)

On a statue of Alexander by Lysippus, who has captured his subject’s
appearance and character. The second couplet explains the meaning of
the opening claim to verisimilitude: Alexander’s upturned gaze explains
what it means to have captured his whole form, while the words imputed
to him explain the meaning of the morally ambiguous initial word téAuav
(cf. 1n.) and the extent of the power claimed by the king (2n.).

Some of the vocabulary is equally applicable to Alexander and to his
image: like Lysippus, the epigram effaces the distinction between image
and reality (cf. 2, gnn.).

By 341 BCE Alexander started calling himself “son of Zeus” (cf. Callisth.,
FGrH 124 F 36). He was sometimes depicted with a thunderbolt, suggest-
ing power analogous to that of Zeus. The propriety of such representa-
tions was a matter of debate: Alexander himself is said to have criticized
Apelles for showing him holding a thunderbolt rather than a spear. The
poem may represent his arrogation of divine prerogatives as problematic
(4n.).

The poem is ascribed in Pl to Asclepiades or to Archelaus; no other
epigrams of Archelaus survive in the Anthology (for fragments attributed
to a poet of this name, cf. SH 125—9). It appears to have been used as a
model by Pos. Lxxx11; the frequency with which Posidippus engaged with
Asclepiades’ work supports an attribution to Asclepiades here.

Plutarch, who cites the poem twice (Mor. 331a, 335b), claims that its
final couplet was inscribed on a statue of Alexander by Lysippus, but
even if this was so, the epigram seems unlikely to have been composed
for that purpose. It is the model for Ov. Met. 15.858-60 Iuppiter arces |
temperat aetherias et mundi regna triformis, | terra sub Augusto est; pater est et
rector ulterque.

For the dialect, see Introduction section 4g.

1[47] TéApav can connote both positive “courage” and improper “bold-
ness.” 6Aav . . . uopgav: Plutarch reports that Lysippus’ statues of
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Alexander revealed the form (i8éa) of his body (Alex. 4.1). Emphasis on
perfectlikenessisan ecphrasticcommonplace; cf. 92, 413-14. &mep&faTo
“took the impression of,” “copied”; cf. 323-5n.

2[48] Avormrmros: the Sicyonian sculptor (cf. 423) produced numerous
statues of Alexander in the latter half of the fourth century (Pliny, NH
34.63), but the tradition that Alexander allowed only Lysippus to pro-
duce his portrait (Hor. Epist. 2.1.232—44) is wrong; cf. Stewart (1993)
25—7. For Lysippus’ life and work, see Ridgway (1997) 286-320. Tiv'
68i xaAkos Exer SUuvauv “what power this bronze has.” The phrase is usu-
ally taken as a rhetorical question, but the use of ti as an exclamatory
adverbial accusative (= “how!”) in Hellenistic prose (LSJ B 1v) raises the

possibility that tiva has a similar sense here. 68i: this colloquial deic-
tic, which represents the speaker as being in the presence of the statue,
is more characteristic of Attic than Doric. 8Uvapv applies both to the

bronze’s ability to imitate life and to the real-life power of the figure it
depicts.

3[49] aUdacolvTi & Eowkev: the speaker imagines that the statue will
acquire a voice, thus effacing a conventional distinction between live
humans and even the most realistic representations; cf. 709n. The Doric
contracted future avdacoivTi seems to lie behind the several variants in
the manuscripts of Plutarch and is here preferred to -ovmi as lectio diffi-
cilior, though it could be a hyper-Doric correction. 6 xé&Axeos: both
literally the “bronze” statue and figuratively the “brazen” ruler it depicts
(cf. LYJ 2; cf. Theocr. 22.47 oapki o18npeiny, opupnAaTos ola kohooods, Alc.
AP g.588.1-2). és Aia Aevoowv: Alexander habitually maintained an
upturned gaze (cf. Plut. Alex. 4.2). The phrase plays on the literal sense
“Zeus” and the metonymic sense “sky.”

4[50] Alexander’s words recall the division of the cosmos among Zeus and
his brothers by lot (cf. Il. 15.185-93) or by Zeus himself (Hes. Th. 881-5).
Alexander asserts his authority over a sphere in which the gods have a
strong interest (Il 15.19g yoia & &1 §uvn) TévTwy kai pakpds “OAuptros, Pi.
Olymp. 77.55). The division of the verse into neat halves mirrors the pro-
posed division of the universe. Ut époi Tifepan “assume for my com-
mand.” "OAvuTrov éxe “keep Olympus” (rather than “take charge of,
rule” GP), a variation of the common clausula (8so0i) of "OAuptov #xouav
(e.g. Il. 5.404, 13.68): since to “hold Olympus” is to live there, Alexander
restricts Zeus’s power to his home.
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XIII. Asclepiades AP 5.185 (26 GP = Sens)

Instructions for shopping for a symposium. Though instructions for
preparing parties are attested in archaic lyric (Alc. fr. 368, Anacr. PMG
396), the scene imagined here most obviously recalls the numerous food
catalogues and discussions for buying and preparing food in Middle and
New Comedy. The names of the fishmonger and garland-seller suggest a
setting in Hellenistic Egypt: Thaubarion is markedly Egyptian, Amyntas
probably Macedonian. The poem may be read as a rewriting of comedy in
an Alexandrian context, but it resembles the short depictions of daily life
found in the mimes of Theocritus and Herodas.

The absence of a dramatic context requires readers to reconstruct the
scene. The speaker is an experienced shopper who knows the market-
place well. He orders some delicacies but generally asks for simple and
inexpensive commodities; the six garlands suggest that there will be six
partiers, and the quantities he orders for that number are not particularly
lavish, at least by comparison with the elaborate dinners depicted regu-
larly in comedy. “Demetrius” is not a slave-name: he may be the sort of
loyal friend who helps the lovers in New Comedy (cf. Arnott 19g6: 156—
7). If so, the speaker’s final, nonchalant request for a girl called Tryphera
(“Luxury”) hints at his interest in her, so that the poem subtly charac-
terizes its speaker as a shy young man who is afraid to mention the true
object of his interest directly (cf. e.g. Moschion in Menander’s Samia).

There seems to be an effort to capture “ordinary” speech. The syntax of
the opening couplets is paratactic, the diction is of a low stylistic register,
and line 5 contains an unrefined metrical feature.

1[51] eis &yopav Padicas “going to the market” (Ar. Eccles. 711, Lys. 1.8,
16). Tpeis: like the twenty-four prawns, the three glaukiskoi are eas-
ily divisible among six diners; cf. 2n. AuuvTou is a markedly but not
exclusively Macedonian name (Hatzopoulos 2000: gg—117).

2[52] The (colloquial?) diminutives may be a sign of real or feigned frugal-
ity; cf. Ephipp. fr. 15.3—9. yAaukiokous: diminutive of yAaixos, a large
fish (perhaps a small shark), often cited as a delicacy (cf. Olson-Sens on
Archestr. fr. 21.1). aiter “order” (e.g. Ar. Wasps 496-8). pukidia:
neuter plural diminutive of guxis, an unidentified species of wrasse
(Labridae), one of the wetpaior (“rockfish”), small fish that Archestr. fr. 46
treats as of lower quality and thus requiring elaborate preparation and
saucing. Such fish were often stewed, presumably in pieces, and that fact
may explain why the number requested is not divisible by six.
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3[53] xup&s kapidas: ai kupai kapides are named as a particular type of
shrimp at Arist. Hist. anim. 525b1-2. épiBunoer . . . al¥Tog: comic
fishmongers were conventionally arrogant and untrustworthy (cf. Ath.
6.224c-8c). Amyntas may be different, and the point seems to be that he
will ensure that Demetrius knows he is getting the correct number. Gow
proposed &piBuficai oe 8eT alTds “you must count them” to make the dan-
ger of being cheated explicit.

4[54] TéTopas: a markedly Doric form, perhaps suggesting the language
that would be used by the Macedonian Amyntas (cf. Sens 2004). SeUpo
Aapov amb: cf. Il 13.235 &N &ye Teuxea SeUpo AaPov 1. The reuse of
a Homeric phrase might be bathetic, though similar expressions were
doubtless common in real life.

5[55] The speaker moves on to preparations for the after-dinner sympo-
sium. The last word of the line has been lost, but the basic sense is clear:
Demetrius should acquire a garland of roses (cf. podivous) for each guest.
The making and selling of garlands was piecework for those of very low
social status, and the vendor’s Egyptian name may thus reflect the real
ethnic stratification of the marketplace. A disyllabic word is missing at the
end of the line; the solutions proposed have been words meaning “gar-
lands,” but none is convincing. &€ reveals the number of participants,
each of whom will wear a garland. This is the only Asclepiadean violation
of “Naeke’s Law” (cf. Introduction section 4h[i]). TpéoAape “buy in
addition” (e.g. Xen. Mem. 3.14.4).

6[56] Female performers were often hired for symposia, sometimes pro-
viding sex in addition to entertainment like music, dance, and acrobatics.
Tryphera’s precise role and the nature of her relationship to the host
are unspecified, and though it is likely that she is a hired entertainer (cf.
Anacreont. 2. 14—15 pUpioov, pdBois 8¢ kpdTa | TUkacov, k&Aer &’ éTaipny, Gow
on Theocr. 14. 21), that does not exclude the speaker’s having a personal
interest in her (cf. Pos. 124.1-2 AB Téooapes oi mivovTes épwpévn Epxed’
EkdoTw!" | 3KTGD yvopévors Xiov Ev oly ikavév). Tpugépav: though attested
in the inscriptional record, the name suggests a sexiness (Tpugt)) appro-
priate to a symposium entertainer. Taxéws év Trapodwi: the speaker,
perhaps disguising his true interest (see introductory n.), represents the
errand as something incidental to his main task.

XIV. Asclepiades AP 5.169 (1 GP = Sens)

Lovemaking provides the greatest pleasure. The poem is constructed as a
priamel, a rhetorical structure in which the speaker enumerates a series
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of items as a foil to emphasize the main focus of his attention (see Race
1982). Its background lies in a series of poems in which a list of different
types of excellence culminates in the superior pleasure to be derived from
what one desires, as in an epigram inscribed on the Letoon at Delos (209
Preger ap. Arist. Fud. Eth. 1214a5-6; cf. xxx1x, Thgn. 255-6, Soph. fr.
356; Sappho, fr. 16.1—4 treats what one desires as k&A\ioTov). Asclepiades
differs from those predecessors in making the greatest pleasure sexual.
The epigram distinguishes pleasures that are restricted to a particular sea-
son from lovemaking, which is both sweeter and independent of time,
and reframes pleasure as the product of a reciprocal activity from which
both lovers derive satisfaction.

The importance of cool drinking-water to travelers and of fair weather
to sailors appear explicitly or implicitly as themes of early epigrams (cf.
VIl 1X, XXXII1). Gutzwiller 1gg8a: 72 reads the poem as a programmatic
assertion of preference for erotic themes and suggests that it may have
introduced a collection of epigrams. This may be correct, but we do not
know how Asclepiades “published” his poems.

1-2[57-8] A rewriting of Aesch. Ag. 8gg—go1, where Clytemnestra calls
Agamemnon “land appearing to sailors unexpectedly, a most beautiful
day to see after a storm/winter (eio15¢iv éx xeipatos), a flowing spring to
a thirsty traveler (68o1mopwt SiyédvTt Tnyaiov péos)” (cf. Di Marco 2002);
Asclepiades’ version includes references to particular times of year (8¢pous;
€K XEIUAVOS . . . elapivodv). AU ... §8U: anaphora with grammatical varia-
tion, with the adjective first agreeing with wotév in apposition to xiwv (for
the idea, cf. Theocr. 11.47-8), and then as predicate to id¢iv. Xwov: i.e.
snow-cooled water (L] 11). ix yapdvog “at the end of winter,” when
sailing becomes safer. tiapvov Ztégavov “the Crown, sign of spring,”
a reference to Corona borealis, allegedly Ariadne’s catasterized ivy crown
(Arat. 71-3, Call. fr. 110.59-60, A.R. 3.1003—4), but the phrase also sug-
gests a garland composed of spring flowers.

3[59] fid1ov: the comparative, less usual than the superlative in the cap-
ping sections of priamels (Bundy 1986: 111 n. §3), is to be preferred
to fidotov as difficilior (since difficult readings are more easily cor-
rupted). éméTtav: unlike the previously mentioned activities, the
sweetness of lovemaking is not dependent on the season.

3-4[59-60] pia . . . xAdiva: clothes served as bedding, and the sharing of
a cloak is a discreet way of talking about sex; e.g. Theocr. 18. 19 U6 Té&v
piav iketo xAaivav. The word order, with adjective and noun surrounding
Tous giAéovTas, mirrors the encircling of two bodies by one cover. TOUS
p1Aéovras: the masculine plural includes both sexes. aivijtar KuTrpig:
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i.e. both parties reach orgasm; cf. 553n. UTt’ dugoTépwv: that #pws and
its satisfaction will be reciprocal and mutual is desirable in erotic relation-
ships (e.g. Theocr. 2.144 és wéBov fjvBopes Guow).

XV. Asclepiades AP 5.85 (2 GP = Sens)

An attempt at seduction. The speaker advises a girl not to conserve her
virginity, since there is no pleasure after death. In providing advice on
sexual conduct, the poem resembles some passages of sympotic poetry,
especially elegy (e.g. Thgn. 1327-30), but it also draws on the motifs and
language of funerary epigram. Its wit depends on the ambiguous relation-
ship between amatory and funerary elements and also on the engagement
with and subversion of the commonplace idea that like Persephone dead
virgins become brides of Hades (cf. Xxx1x introductory n).

1[61] @eidm TrapBeving: the speaker treats the girl’s virginity as a commod-
ity that she is preserving too frugally; for the idea, cf. Ameipsias, fr. 21.4—5
ol Xpt) TOAN Exew BunTov &vBpwtov | &AX Epdv kai kaTeoBiev ob 8¢ k&pTa
Peidnr. Ti rAéov; “what benefit will you receive?” a common colloquial-
ism that picks up the economic connotations of ¢eidn.

1-2[61-2] oU ... giAéovTa “Nor going to Hades will you find anyone to
love you.” The phrase plays on the ambiguity of “Hades” as place and god.
Despite the commonplace identification of dead girls with Persephone,
this one will not find a lover in Hades, nor will the god Hades be her
partner (cf. Cairns 1993, 1996a). képn evokes Persephone’s cult title
Kore.

3—-4[63—4] Pleasures are inaccessible to the dead, and must therefore be
enjoyed during life (cf. Thgn. 567—9, Ameling 1985). The second couplet
picks up the themes and language of the first (1 o0 y&p és ‘Awdny ~ g év &
AxépovTi, 2 Képn ~ 4 Tapbéve); these links lend special weight to keicdpeba,
which responds to the evocation of the “marriage to death” theme in the
previous couplet. T& Tepmrva: cf. Mimn. fr. 1.1 Tig 8¢ Bios, Ti 8¢ TepTVOV
&tep xpuotis Appoditns; éoTéia kai otrodin evokes the language of epi-
taphs (e.g. CEG 545.1 doTéa pév kal odpkas Exel xBov mwaida tov 7dUv; cf.
Phoenix, fr. 1. 22—4 “I went to Hades bringing neither gold nor horse
nor silvery wagon,; I, the mitre-bearer, lie as dark ash”). keroopeda: that
the verb is appropriate to both sex and death contributes to the speaker’s
point: he and the girl will lie together joylessly in the future even if she
does not sleep with him now. Cf. Di Marco 2002: 261—4.
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XVI. Asclepiades AP 5.210 (5 GP = Sens)

On Didyme, an attractive woman with a dark complexion. The poem
plays with the intersection of amatory and funerary language (cf. 1n.),
but its more obvious background lies in the commonplace idea that lov-
ers can see no imperfection in their beloveds (e.g. Pl. Rep. 474d—475a,
Phaedr. 233a, 240e, Theocr. 6.18-19, 10.20). It illustrates this by having
the speaker express his feelings in response to imagined objections to
Didyme’s complexion.

The speaker’s heightened emotion in 1—2 (cf. 1 dpot) contrasts with
his more distanced recognition, in §—4, that not all agree with his views.
The first couplet casts the speaker as the passive victim and Didyme as
the aggressor; in the second, the idea that he himself will warm her and
thus bring out her beauty suggests that he is at least complicit in his own
burning.

Cameron 1995: 236-7 notes that Ptolemy Philadelphus is alleged to
have had a mistress called Didyme (Ptol. Euerg. II FGrH 234 F 4) and
speculates that the poem is a homage to her.

1[65] Toe8adudr “with her eye,” the conventional source from which
desire emanates (cf. Mel. AP 12.109. 1-2; Propert. 1.1.1 Cynthia prima
suis miserum me cepit ocellis) . cuvipmracev: with Didyme as subject, the
verb reverses the more common use of forms of &pmé&lw to refer to sex-
ual violence toward a woman (e.g. HHDem. g, 19) and evokes its regular
application to sudden death (e.g. SGO 20/03/05.5 &wpoidts voic[6]s pe
ouvfiprace, Magini 2000: 22—4). dpot: expressions of lamentation are
common in funerary contexts, too.

2[66] Cf. Pi. fr. 123.10-12 “. . . but because of her [Aphrodite], I melt
(Takopan) like wax (knpos és) of sacred bees, stung by the sun whenever
I'look (i8w) at the fresh-limbed youth of boys.” Thkopat: literally “am
turning to liquid,” and thus appropriate to melting wax, but also regu-
larly used to denote wasting away from love sickness (e.g. Pi. fr. 12g.11,
AR g.1019-21, Theocr. 2.28—q, Call. fr. 75.14-15; cf. Ibyc. PMG 287.1-
2). k&Aos 6p&dv picks up 1 TOPBaApI.

3—4[67-8] Like Didyme, charcoal is dark, but when heated it takes on
the color of roses, a proverbial image of beauty; for the conflation of fire
and botanical imagery, see Borthwick 1969. The passage seems related
to Theocr. 10.26-8, where the singer similarly responds to the criticism
of Bombyca’s dark complexion by citing violets and hyacinths; cf. 28 kai
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TS Tov péhav éoTi, kai & ypamtd UdkivBos. Cameron 19g5: 236 argues for
the priority of the Theocritean passage on the grounds that it closely
reworks Plato’s account of the verbal contortions in which lovers engage
(Rep. 5.474d—475a), whereas Asclepiades’ does not. pédarva: for the
idea that dark skin was a defect in women, cf. Diph. fr. g1.g. There is no
way to identify Didyme’s ethnicity, since the word is used of a range of
complexions, and the comparison to charcoal is probably inspired by the
adjective. Ti ToUTo; xai &vlpakes “so what? Charcoal <is> too.” oTe
. . . 8&Aywpev: for the omission of &v in a generalizing temporal clause,
cf. Smyth §2402. podeanr kaAukes: perhaps a sexual double entendre:
roses, apart from their proverbial beauty (e.g. Men. Mon. 403), could
serve as an image for female genitalia (cf. Sandin 2000).

XVII. Asclepiades AP 5.64 (11 GP = Sens)

The speaker swears that Zeus will not drive him from his beloved’s door.
The epigram is thus a variation of a TapaxAauciBupov, in which a speaker
appeals to his beloved for entry into his or her house or complains about
being denied access; such poems represent themselves as a product of the
kédpos, a drunken revel following a symposium (cf. Copley 1956). Though
these appear already in the archaic period (cf. Alc. fr. §74), Asclepiades’
engagement with their conventions probably reflects the influence of
New Comedy (cf. Thomas 1979).

Rather than address his beloved, the speaker complains to Zeus, who
is directly named only in the final verse. His determination to abide any
weather produced by the god resembles Prometheus’ unwillingness to yield
as it is depicted in the Prometheus Bound (1043-53; cf. Aesch. Sept. 42731,
441-6, Eur. Phoen. 1172-6, of Capaneus), though read against the back-
drop of Prometheus’ principled resistance, the speaker’s stance is undercut
by the reality that he is merely vowing to persist in his x&pos, and his prom-
ise to withstand even more terrible assaults appears naively grandiose.

Naive, too, is his attempt to draw a connection between himself and the
god by adducing the story of Danae, a myth that actually emphasizes the
differences between them (5-6n.). Although “the lover’s hope of entering
the chamber is figured in Zeus’s success in entering Danae’s” (Garrison
1978: 43), only Zeus has the power to get access that way.

The diction includes grand and commonplace elements. The first
couplet has rare words and a high-style periphrasis, the second several
colloquial elements, and the third a lofty analogy cast in epicizing terms.
See Taran 1979: 51-114, with discussion of the epigram’s substantial
afterlife.
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1-2[69—70] veipe . . . vigpn creates a jingle framing the coup-
let. xaAaloPoAer: first attested here. 1roier oxkétog “make darkness!”;
cf. Diph. fr. g1.3. okétos is here third declension neuter. aife,

kepauvou: sc. pe. «ibw is commonly used of the passion engendered by Eros
(Call. fr. 67.2, AR. 3.296, Theocr. 2.40), and its use here implicitly jus-
tifies the speaker’s resistance: nothing Zeus can do to him matches what
Eros has done already. TopuUpoOvT . . . vépn: a variation of the epic
phrase wopgupém vepéAm (Il 17.551, HHMerc. 217), of clouds cloaking
gods. év xBovi oeie: an elaborate way to describe the rain of a thun-
derstorm, with év probably a preposition in a “pregnant” sense (“shake all
the dark clouds <so that they are> on the ground”; cf. A.R. 3.1308 t6v & &v
xBovi k&BPalev); alternatively, év . . . oele could be taken as a unit in tmesis,
which is, however, not elsewhere attested in Asclepiades. oie refers to the
rumble accompanying a thunderstorm; cf. Ar. Birds 1751, Soph. Trach.

1087-8 #vosicov, Gvag, EyxkaTdoknyov BéAos, | TaTEp, Kepauvol.

3—4[71-2] For the lover’s determination to continue even at the risk of
death, cf. Thgn. 1327-8 & mad, éws &v Exmis Asiav yévuy, olmoTé o aivédy |
Tavoopal, oUd’ el por uodpopudy tomt Baveiv, Soph. Ant. 883—4, OC 1040-1.
fiv y&p pe xveivnis: cf. 1L 20. 186 of kev 2ué xteivms. ToTe: i.e. “in that
case.” &fis: doinw, “allow,” with acc. and infin. is a prosaic usage (LS]
1v) and perhaps colloquial: the speaker addresses Zeus in informal, famil-
iar terms (cf. nextn.). Sixbfjig ... xeipova: diaTifnui kakdv (-&) with the
accusative of the person harmed is common in the Hellenistic koine (e.g.
Jos. Ant. Jud. 2.242, Philo, Jos. 156) and is likely to be felt as colloquial.

5—6[73—4] That even Zeus and the other gods are susceptible to the
power of Eros (cf. Lasserre 1946: 130—49) is often used to justify mor-
tal sexual behavior (e.g. [Thgn.] 1345-50, Eur. Tr. 948-50, Ar. Clouds
1080-2, Isocr. 10.59, [Theocr.] 20.34—41). The specific reference is to
the story of Danae, locked by her father in a bronze chamber, which Zeus
entered as a shower of gold. As an exemplum (cf. Men. Sam. 592-5) the
story is ironic, since it shows the weakness of the drenched, excluded
lover in relation to the god, who easily slipped into Danae’s chamber;
that the god does so in the form of rain adds to the irony. éAker . . .
meaiofeis: the opposition between the emotional compulsion (for &ixew, cf.
314) and persuasion at the beginning and end of the verse highlights the
difference between the speaker’s and the god’s experiences. Persuasion is
commonly associated with Eros and Aphrodite (e.g. Hes. WD 73, Sappho,
fr. 1.18-19, Ibyc. PMG 288, Pi. Pyth. 4.218-19). 6 xpaTt®v: a rejec-
tion of Zeus’s supreme xp&tos (e.g. Od. 5.4, Hes. Th. 385-8, Theocr.



80 COMMENTARY: XVII-XVIII, 73-7

22.213). &1k ... &édus Badapwyv “slipped through (the walls of) the cham-
ber,” with the preposition used with the genitive of motion through a pene-
trable substance (LSJ 1.1, Aypoth. ad [Eur.] Danae fr. 1132.4-8, p. 1030
Kannicht). xaAkeiwv xpuods: the juxtaposition evokes Glaucus’ folly in
exchanging his golden armor with Diomedes for bronze (Il. 6.245-6 Tetxe’
&ueiPev | xpUoea xoAkeiwv), and suggests both the lengths to which Zeus will
go and the vast difference between divine and mortal lovers. BaAapwy
may denote any inner room, but its regular use in the sense “bridal cham-
ber” (LSJ 1.2.a) makes it especially appropriate (cf. Pherecydes FGrH g F
10, Soph. Ant. g47, Paus. 2.23.7).

XVIII. Asclepiades AP 5.145 (12 GP = Sens)

A TapaxAaucifupov (cf. xviI introductory n.). The speaker (almost cer-
tainly a man, though the Fragmentum Grenfellianum, lyr. adesp. pp. 1779
Powell, contains a woman’s mopaxiaucifupov) addresses garlands he has
left on his beloved’s door after a k&uos, urging them to stay fresh until
the boy emerges. Excluded lovers regularly pledge not to abandon their
station (e.g. 71—2); this speaker is leaving, and the garlands are to stay and
represent him.

The poem falls into two groups of three lines — the first focused on
instructions for the present and the second on the future; they are linked
by the representation of tears as figurative rain (g, 6). The soaking of
the garlands with tears inverts the conventional soaking of rained-on
excluded lovers. Eventually, the boy will emerge for a reason other than
granting the speaker access; what would under different conditions have
been a source of triumph will result only in tears.

1[75] alToU “here.” uor “I beg you” (Smyth §1486). Trapa SikAiot
Taiode: i.e. by the outer doors of the house (for dikAis, cf. 587n.), the posi-
tion currently occupied by the speaker. kpepaoToi: excluded lovers
frequently leave the garlands they wore at the symposium by their belov-
eds’ doors (cf. Theocr. 2. 153, Headlam on Herodas 2.34-7).

2[76] wpomerds “hastily, prematurely,” though the etymological connec-
tion to wimTtw “fall” is also active. @UAAx Tivacodpevor “causing your petals
to scatter.”

3[777] ouUs: i.e. the garlands. k&TouPpa . . . épwvTtwy “for the eyes of
lovers drip with rain.” Excluded lovers are often rain-soaked, but here
the “rain” is a metaphor for tears, with which the speaker has thoroughly
drenched (xatéBpe§a) the garlands. For the idea cf. the allegorization
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of rain as the tears of Zeus or the heavens ([Orph.] 407F Bernabé,
Heraclitus, All. 42.5), an idea that apparently lies behind Il 16.459-60;
the metaphor does not seem to be attested of human tears before this
passage. The jingly alliteration of katéBpe§a — k&TouPpa . . . Sdppat’ seems
playful and at odds with the speaker’s claim to be distraught. k&touppos is
a prosaic adjective.

4[78] oiyopévns ... 8Upns “when the door is opened.”

5—6[79—-80] The boy will experience metaphorically what many excluded
lovers experience from literal rain in other poems. otafad’: otalw is
commonly used of shedding tears (e.g. Eur. Jon 876). UeTov: appar-
ently the first attestation of the noun in the metaphorical sense “tears”
(cf. Lat. imber). Trim extends the association of tears and rain, since
Tivew may be used of the earth absorbing rainwater (LSJ 111). The speaker,
who previously had been at a symposium, imagines his beloved drinking
at a later time.

XIX. Asclepiades AP 12.46 (15 GP = Sens)

A complaint to the Erotes. The intersection of amatory and funerary themes
creates a pointed irony: the opening words resemble numerous epitaphs
for young people (1n.), and the poem exploits the distance between the
speaker’s overwrought understanding of his condition and the pathos of
premature death as it is depicted in epigrams; readers familiar with the
conventions of funerary epigram understand, as the speaker does not, the
difference between his pain and the permanence of death. Against this
backdrop, the Erotes’ cruel obliviousness about the consequences of their
games contrasts with the way epitaphs treat the emotional burden left to
surviving family members. The young man has little experience: the funer-
ary elements of the poem show how naive his desperation is.

The imagery of the second couplet derives from Anacr. PMG 398
&otpaydhar & "EpwTtds elow | pavian Te xai kUBoipor, where &otpaydian is
metaphorical. Eros and the Erotes are often depicted playing games such
as knucklebones in literature and art (e.g. Anacr. PMG 358.1—4, A.R.
3.117—24, Pos. 135 AB, LIMC Eros nos. 755-78).

The fundamental idea is that the Erotes are unaffected by the sufferings
they cause, and will continue to be unaffected by the speaker’s misery and
death (cf. Defreyne 199g: 207); the final line is thus an indictment of their
irresponsible cruelty (cf. A.R. 3.129, 4.445—9) rather than “a calm realization
of love’s neutrality” (Garrison 1978: 58). But the apparent gravity is under-
cut by the cool playfulness created by the speaker’s language (cf. 3—4n.).
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1[81] Specifications of age are common in funerary poems (especially
in epitaphs for those who have died young; cf. Lvi1), and the claim that
the speaker is not even twenty-two would fit an epitaph spoken by the
deceased. But unlike the speakers of such poems, who regularly express
their regret for pleasures and opportunities lost, the speaker is already
tired of living and is willing to die. kom® f&v “I'm tired of living.”
xomidw, common in comedy and prose but absent from higher poetic
genres, is probably colloquial.

2[82] dpwTes: crasis (& "Epwtes). Though the plural of “Epws is common
from the fifth century on, it here underscores the weakness of the speaker
in the face of assault from multiple deities.

2—-3[82—3] vi... Ti... Ti: the rapid anaphora reflects the speaker’s dis-
turbed state. Ti kakoév ToUto; “Why this troubler” fiv ... 11 wabew:
a common euphemism for “if I die” (cf. Eng. “if something happens to
me”).

3-4[83—4] &fidov . . . | ®s TO6 Tapos Taifecd’ answers the speaker’s rhe-
torical question Ti TofoeTe; since s 16 TWapos is always treated as a unit
(e.g. Od. 24.486, Nic. Alex. 86), 8filov here must be equivalent to &fjlov
é11 (cf. Pearson on Soph. fr. 63, Theocr. 10.13). Line 4 is alliterative and
assonant. Its words increase in length from one to four syllables; this
progressive “racking up” of syllables (“rhopalic” structure) may suggest
the scoring of the game of knucklebones (McKay 1968: 173); cf. Olson—
Sens on Archestr. fr. 16. 6—9. appoves “heedless(ly),” an otherwise
unattested sense (cf. Theocr. 10.20 oepdvTioTos *Epws; contrast Pos. 145.2
AB, where the adj. has its usual sense “foolish”). Their insouciance makes
them all the more dangerous. &oTpaydalols: S€€ 44N.

XX. Asclepiades AP 12.135 (18 GP = Sens)

Nicagoras’ drunken behavior shows that he is in love. The opening
comment on wine’s capacity to expose emotions resembles passages of
Theognis in which the speaker reflects on the effects of drinking. These
archaic models express such observations as generalized truths (e.g. Thgn.
211-12, 497-8, 873-6) or as comments made during a drinking-party
(Thgn. 487-8, 503-8); here, by contrast, the speaker reflects on a past
event to illustrate his point. His location and audience are unspecified: he
might be addressing the fellow symposiasts implied by 1 fuiv or speaking
to another group after the event.

The poem plays on the commonplace that drinking leads to the truth
(cf. 1n.) by compelling people to speak openly about things that they
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would otherwise keep to themselves (e.g. Alc. fr. §66 oivos, & @ide Twad, kai
&A&Bea, Philoch. FGrH 328 F 170, Ephipp. fr. 25, Theocr. 29.1). The pres-
ent situation is different: Nicagoras continues to deny the truth, but his
drunken state has undermined his self-control so much that he behaves
in revealing ways. Although the point of 2 moMai . . . wpoméoels seems
initially to be that the nature and number of Nicagoras’ toasts expose his
feelings (cf. Giangrande 1968: 121), the behaviors described in g§—4 are
all non-verbal. The implied situation resembles scenes from comedy (cf.
Antiph. fr. 232 “Someone could hide all but two things: when he’s drink-
ing wine or when he’s fallen in love. The result is that those who make
toasts are particularly obvious,” Men. Mis. 761-6, Dis Ex. 104—5 Ti katnofs
kai okuBpwTds, eitré por; | kai PAéupa ToUf Uédakpu;), and the overall effect
is perhaps humorous (Garrison 1978: 59).
LXVI is a variation on the epigram; cf. LX1X introductory n.

1-2[85-6] The hexameter and the first part of the pentameter consist
entirely of words beginning with vowels, followed by the alliterative moAai

. TTpoTréoEls. oivos #pwTos EAeyxos “wine is the test (that exposes)
love.” For the language, cf. Eur. HF 162 &vdpds 8" EAeyyos ouxi 16§ ebyuyias.
That wine reveals a person’s true state is a traditional idea (e.g. Thgn.
500, Aesch. fr. 393, Theopomp. Com. fr. 33. 3). ép&v &pveupevov . . .
mpotréces: the narrative illustrates and explains the opening generaliza-
tion; ¢p&v corresponds to épwTos, ToMai . . . TpoTdoels to oivos, &pvelpevov
.. .| firacav to EAeyxos. The absence of a connective between this and the
previous sentence isolates the initial aphorism and presents it as a topi-

cal heading. Nikayépnv: a common name, perhaps ironic here, since
it implies a persuasiveness at odds with his failure to deceive. fiTacav
“proved false.” The compound é§et&{w is more common. ai TroMAai

. tpomoozis: cf. adesp. lyr. fr. §.4-5, p. 181 Powell 46 y&p Tév oMY
mpotréoewv | [Baxyetwv &]Aopar. The article suits either “our many toasts
(as a regular part of the symposium)” or “his many toasts (to his beloved).”

3—4[87-8] The enumeration of the physical symptoms of love belongs to
a tradition going back to Sappho (fr. 31). Here, the behaviors adduced as
evidence of love sickness are not exclusive to it, though they are character-
istic of the young lovers of comedy (above, introductory n.). xai yép
“for in fact” (cf. Denniston 108—g). ¢évuotace “‘he nodded his head”
(cf. Pl. Jon 5g3a), an act which may be caused by drinking alone (e.g.
Thgn. 503—4 olvoPapéw kepay, ‘OvopdkprTe, kai pe Prdtan | oivos, Pl. Symp.
229d) and offers little proof of Nicagoras’ emotional state. TI KATNPES
| €pAemre “he had a quite downcast look” (cf. Eur. Med. 1012, Heracl. 633,
Men. Dis Ex. 104—5). PAémw with an adverbial internal accusative is char-
acteristic of comedy and probably colloquial in tone (Olson on Ar. Ach.
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95; Frogs 562 éBAeyev . . . Spipy). T functions as an intensifying adverb; cf.
Bulloch on Call. k. 5.58, Hopkinson on Call. k. 6.57. X opryxdeis . ..
oréipavos “the garland bound (to his head),” a reference to the “pathetic
fallacy” that the disintegration of garlands was an indication that a person
was in love (cf. Ath. 15.66g9f—70e, citing Clearchus fr. 24; 319n., Theocr.
7.63—4, Hangard 1971); but here the garlands may simply have slipped
from Nicagoras’ head because he nodded off.

ERINNA

Erinna’s biography was controversial: ancient sources identified her birth-
place as Teos, Tenos, Telos, Rhodes, or Lesbos (Suda np21; Steph. Byz.
7116) and placed her floruit variously in the time of Sappho (Suda loc.
cit.) or (more plausibly) in the late fifth or early fourth century (Tatian
33.2) or in the mid fourth century (Eus. Chron. Ol. 107.1); cf. Neri 2003:
42-7. Her Distaff, a poem of some g§o0 hexameter verses in mixed Aeolic
and Doric dialect, was admired by Hellenistic poets. In the poem, frag-
ments of which are preserved on papyrus (SH 401), Erinna laments her
friend Baucis’ premature death; the funerary epigrams of Asclepiades
and Leonidas map Baucis’ fate on Erinna’s own (cf. xxX1x introductory
n.). In addition, three epigrams attributed to her appear in the Greek
Anthology via the Garland of Meleager, who includes her in his prefatory
poem (AP 4.1.12; cf. Sudang21).

The authenticity of the epigrams is questionable. Two are epitaphs
for Baucis, and it is easy to suppose that they derive from the same con-
text in which Asclepiades and Leonidas composed tributes to Erinna
and that they were assigned to her on the basis of their content: one
(AP 77.710) assigns Tenos as a birthplace to Baucis and may readily
be understood as engaging in a Hellenistic debate about Erinna’s
homeland; the other (AP 7.712) appears to quote the Distaff, as does
Leonidas’ epitaph for Erinna. The third (below), an ecphrasis of a
painting, resembles the epigrams of Nossis, and was assigned to that
poet by West 1977, who improbably argued that Erinna herself was a
fiction and that the Distaffwas the work of a male poet. The case against
Erinna’s authorship of the epigrams depends on the resemblance of
the poem to later works and on assumptions about the development
of ecphrastic epigram. It is inherently circular but has some weight (cf.
FGE p. 155, Neri 2003: 85-8). AP6.352 is thus included here either as
a precursor to a form later developed by third-century poets or, more
probably, as an elegant Hellenistic example spuriously assigned to
Erinna; cf. Peirano Garrison 2017.
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XXI. Erinna AP 6.352 (3 GP)

On a painting of Agatharchis. The basic theme - that the artist has cre-
ated such an accurate representation of the subject that it seems to be
alive except for the absence of voice — is first attested at Aesch. fr. 78a.6—7
eidwAov elvon ToUT &ufit popefit TTAéov, | TO Acuddhou pipnuar pwviis Bel pdvov,
which similarly positions the work against a legendary artistic predecessor
(cf. 1n.). If the epigram is by Erinna, the development of the motif in
Hellenistic poetry (49-50, Herodas 4.32—4) may be due to its influence
(Gutzwiller 2002a, Skinner 2001). The language of the opening line cre-
ates slippage between two types of ypéupata, those of the painting and
of the poem in which it is described (cf. Mannlein-Robert 2007: 255-6,
Tueller 2008: 142-5), and thus suggests the shared delicacy of both. The
subtle assimilation of artist and subject (cf. 1n.), artwork and poem, is
anticipated by the dictum attributed to Simonides (Plut. Mor. 346f) that
“a painting is a silent poem, a poem a chattering painting”; Erinna’s poem
enacts the creation of voice that it describes.

1[89] &raA&v “delicate.” Like &maids (with which it is sometimes confused
in manuscripts, as here; cf. Aesch. Pers. 537), &talds is often applied to
young people (e.g. Od. 11.39), or to their state of mind (e.g. Il 18.567,
Hes. Th. 989). Here it may imply artistic subtlety, but since it would apply
well to the virgin Agatharchis, it also assimilates the artist to the artist’s sub-
ject (cf. LXXXII, LXXXIII introductory nn.). XEIPRV: SE€ 423N. T&Se
yepapparta “these marks,” including both the painting (cf. Theocr. 15.81-
3) and the poem itself. A&ore: an affectionate and lighthearted
address (“my good man”), more common in prose than verse (e.g. Pl
Gorg. 467b, Laws 1.638a; in poetry, Call. fr. 191.33). TMpopabet:
Prometheus is invoked as the paradigmatically wise (Thphr. fr. 50) figure
responsible for creating humans from mud and thus analogous to an art-
ist; cf. Aesop 240 Perry; Philemon fr. g3.1; Men. fr. 508.5; in Hellenistic
art, he is often depicted in the process of forming individual people or
parts of the body (LIMC 80-112).

2[go] évri: Doric third person plural of eipi. Tiv: see 293n. coiav:
the word may be used of both poetic (e.g. Pi. Isthm. 7.18, Call. fr. 1.18)
and artistic skill (e.g. Arist. Nic. Eth. 1141a9-12).

3—4[91-2] “To be sure, if the person who painted this maiden had added
a voice, truly she would be Agatharchis in her entirety.” Contrafactual
conditions of this sort are an ecphrastic fopos: e.g. Asclep. 21 “if wings
were added to you and there were a bow and arrow in your hand, not
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Eros but you would have been inscribed as son of Cypris,” Herodas
4-32-3. yoUv introduces evidence that confirms the preceding
assertion (Denniston 451); compare, in a parallel context, Herodas
4-32. éTupws: cf. 175n. For “truthfulness” as a desideratum in art and
literature, cf. 418n. éoris Eypayev: the speaker claims ignorance as
to the identity of the artist (cf. Herodas 4.21-2); the masculine relative
pronoun could refer to an artist of either sex. TroTénk': TpooTiBnu
and its intransitive complement wpéokeipcn are standard words for adding
elements to a work of art; cf. Il. 18.379, Headlam on Herodas 4.60. ns:
Doric = fv. éAa: cf. Theocr. 496.

LEONIDAS OF TARENTUM

Leonidas of Tarentum probably flourished in the first third of the third
century. Points of contact between his epigrams and one by Asclepiades,
for example, seem more likely to reflect borrowing from than by Leonidas
(cf. Sens on Asclep. 30). More than ninety poems are assigned to him in
the Anthology (with or without ethnic specification), and several more
name him as a possible author. Most of his extant compositions play on
the formal features of epitaphs or dedications, and in this sense his cor-
pus resembles that of Peloponnesian epigrammatists such as Anyte (cf.
PP- 5, 55). A number of the epigrams focus on humble working people,
including herdsmen, hunters, and fishermen, as well as entertainers,
weavers, and the like, and on the broader theme of poverty. Several
poems reflect on the uselessness of wealth and prestige after death;
these moralizing poems have sometimes been associated with a Cynic
world-view (cf. Gutzwiller 1998a: 104-8, Solitario 2015), but the links to
Cynicism seem more conceptual than specific. Many epigrams exploit a
tension between humble subject matter and elevated language, including
numerous high-style compound adjectives, glosses, and other unusual
words, as well as alliteration and other forms of phonetic play. Leonidas’
work shares this tension with Theocritean bucolic, whose conventions he
sometimes seems to evoke (XXXII introductory n.). His metrical prac-
tice, too, resembles that of Theocritean bucolic in that his hexameters
are relatively more spondaic that most third-century hexameter, which
tends to be more dactylic than early epic and to avoid multiple spondees;
Theocritus’ bucolic poems, though not his “epic” ones, are likewise more
spondaic than the contemporary norm (cf. Hunter 19g6: 18-19).

XXII. Leonidas AP 7.655 (177 GP)

A simple grave is sufficient. The epigram resembles epitaphs in which the
deceased provides biographical information, but the speaker proclaims
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that he does not need or wish to be commemorated with an identifying
monument; the commonplace wish (cf. 1-gn.) that the earth lie lightly
on the dead person is converted into a reason to reject the burden of an
elaborate memorial. The epigram is one of several poems on the vanity of
material prosperity in life (cf. Xxv introductory n.): in the final couplet,
the speaker denies the traditional idea that posthumous commemoration
is a compensation for death (3—4n.), and the implication is that things
valued by the living are insignificant to the dead.

1[93] yains pixpn kévig “a small dusting of soil,” without a conspicuous
burial mound. kévis is used of the dirt covering a grave occasionally in
pre-Hellenistic epitaphs (e.g. CEG 576.2, 657.8, 709.2) and commonly in
Hellenistic literary epigrams.

1-3[93—-5] ©| Treproon . . . oTHAN “a superfluous grave marker.” The article
is generalizing: Smyth §§1122-3. The semantic range of wepioods includes
“unnecessary, superfluous” and “extraordinary,” and the postponement of
othAn makes the phrase initially deceptive, since 1| wepioon) seems to stand
in contrast to pikpt) kévis and to mean “an extravagant burial,” though the
noun suggests that the speaker is rejecting even a tombstone marking
his name. émBAipor “press upon,” a deliberate reversal of prayers for
the earth to rest lightly on a dead person (e.g. Eur. Alc. 462-3, Hel. 852-
3); cf. g B&pos. mAovota kexAipévov “richly laid to rest” (cf. Eur. Ale
56 TAouciws Tapnoetar). For the language, cf. Zenod. AP 77.315.4 fiouxa
kekhipévos, LS] kAives 11.3. oxkAnpov . . . P&pos “a difficult burden for
corpses”; cf. Luc. DMort. 29.2 16 B&pos ToU tégeov, Call. fr. 1.35-6.

3—4[95—6] The speaker provides his biographical information even as
he rejects the importance of preserving one’s identity after death (cf.
Od. 24.93-4). yvwoovt “will recognize”; cf. CEG 19.2 ofjpa 16 oodv
Tpoo1dov yva[oeT]on fv[opéav]. AAxkavdpwt . . . KaAitédeus: these are
not unusual names, but Calliteles, suggesting “Beautiful End,” is ironic in
a poem asserting the meaningless of a marked burial. ToUto Ti “what
difference does it make?”; e.g. Asclep. 5.3 with Sens’s note.

XXIII. Leonidas AP 6.657 (19 GP)

A request for passing shepherds to make an offering. The woéves play the part
of the &ivor or apiévtes who are typically urged to stop at a tomb. A Hellenistic
epigram from Egypt (IMEGR 34) contrasts wandering herdsmen with the
learned passerby who is asked to wish the dead woman well. For Leonidas’
treatment of bucolic themes, see above p. 86 and xxxi1 introductory n. The
relative length of the poem perhaps marks its affiliation with bucolic poetry.
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1[97] 6peos paxiv “mountain ridge” (cf. Hdt. 3.54.2,7.216). oioTroAciTe:
the verb (elsewhere at Eur. Cycl. 74) can mean both “walk alone” and “pas-
ture sheep,” since the Homeric adjective oioméAos on which it is based is
explained as meaning either “isolated” (olos) or “sheep-pasturing” (for ois
as a by-form of &1, cf. 2 Il. 13.473, A.R. 4.1322); cf. 34n., Rengakos 1994:
119, LfgrE. The word is picked up phonetically by &5 at the end of line 2.

2[98] xeveipous (< kai e0-) “woolly.” For the Ionic form of the adjective
(Attic eGepos, Soph. Ajax 297, Ar. Birds 121), e.g. Soph. Trach. 675, [Hp.]
Mul. 11 8.368.8—g Littré. In an equivalent sense, Homer has &5 Adoios (1l.
24.125). éupoTéovTes “pasturing.” The verb (Béokw), restored here by
Scaliger, is not elsewhere attested; it may have been created from the rare
Botéw (Nic. Ther. 394; cf. Hsch. p853). é15: accusative plural.

3[99] wpos fis: Earth is invoked in anticipation of the chthonic rites
requested in g—11.

3-4[99-100] x&p1v . . . TivorTe: the phrase more commonly means “repay
a favor” (e.g. [Aesch.] Prom. g85), but here seems to have the sense “do a
favor.” mpoonvii “kind.” eivexa “in honor of,” as e.g. 422 &yxart]ax
Moucéwv eiveka.

5—6[101-2] The bleating of sheep and the music of the shepherd replace
the greeting and mourning usually requested in epitaphs; the ordinary
activities of literary herdsmen (cf. Theocr. 6.8—9 x&fnoo | &8éa cupicBwv)
are thus reframed as gifts to the deceased. The “pathetic fallacy” (87—
8n.) is a fundamental feature of bucolic poetry; cf. Theocr. 1.71-5 with
Hunter’s note. &géorolo “unpolished,” in contrast to a wrought tomb-
stone; e.g. Pi. Nem. 10.67 §eotév métpov, of a grave stele. Tpnéa “softly”
(neuter plural as adverb), qualifying cupior. Booxouévais: that shep-
herds play for their animals rather than for their own entertainment (sub-
sequently a prominent feature of Longus’ Daphnis and Chloe) is implicit in
Theocr. 6.45, where heifers dance in response to herdsmen’s song.

7[103] Aaipwviov &vlos: collective singular. The collocation appears at
Aesch. fr. 374 (&vBea Aspovia). &uépoas: aorist participle of &uépyw
“gather”; the more common form is &uép€as.

8[104] xwpitns “local resident,” e.g. Aesch. Eum. 1035, Soph. fr. 226.
Leonidas is fond of adjectives in -itns and -iti5, many of which are unique
to him (e.g. 115 oxowind, 118 cuvepyarivng). OTEPETW . . . OTEQPAVWI: A
figura etymologica; at Greek funerals, otépavor were regularly placed on the
head of the deceased (Garland 1985: 26).
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g[105] evapvoio “which has produced beautiful lambs.” First here; in two
later passages (Crates of Mallos, fr. 4 Broggiato, Myrinus AP 6.108.3) the

adjective means “rich in sheep.” kataypaivorto “might be sprinkled,”
without the common implication of defilement (cf. uncompounded
xpaivw at e.g. Bacchyl. 10.111). y&AaxTi: milk could be offered to the

dead (cf. Alc. 643—4n.) and is regularly used in libations in bucolic poetry
(Theocr. 1.143-4, 5.53-4).

10[106] &uoAyaiov “ready to be milked.” Leonidas’ usage makes clear the
etymological connection to milking (< &uéAyw), but in its one other lit-
erary attestation (Hes. WD 590 p&{a . . . &uoAyain) the word was variously
interpreted by ancient critics to mean “dense,” “best,” “made of cheese,”
“having to do with shepherds,” and “leavened with milk.” MaoTOV:
ordinarily “breast,” but here “udder,” a rare usage (Eur. Cycl. 55, 207; cf.
Call. h. 1.48-9, Arat. 163) that personifies the sheep.

11[107] xpnwi8’ . . . émTUpprov “the base of the tomb that lies above the
grave.” Cf. Eur. Hel. 547 toppou 'mi kpnmid’, Lyc. Alex. 882-g TupPeiav 6’
Umep | kpmid’, CEG 819.6 xpnmid’ totepdvwo[e]. The adjective is very rare
in extant earlier literature (Aesch. Ag. 154%7), but not morphologically
unusual.

11-12[107-8] ¢ioi BavovTwy, | . . . kv phipévors: even the dead feel grati-
tude; cf. CEG 640 “his wife and children erected the tomb over Echenicus,
in case even one lying dead in Hades feels gratitude” (el Tis kv Aidan
kelpévwr ¢oTi xé&pis). The repetition of eioi marks the speaker’s insistence
on a controversial point. auoipaiar . . . xaprtes: both “thanks felt in
response,” and “goodwill that brings a response” (cf. A.R. .82 &uoiPain
x&pis). Leonidas and Apollonius reverse the formal relationship of adjec-
tive and noun in Od. 3.58 xapieooav &upoipriv.

XXIV. Leonidas AP 7.295 (20 GP)

On a fisherman who after years of dangerous work died of old age in his
hut, without family to bury him. The poem reflects a broader interest in
fishermen in Hellenistic poetry (e.g. Theocr. 1.39—42, [21] passim, Leon.
AP 6.4). It depends on the existence of numerous Hellenistic epitaphs
for the graves of drowned sailors: the first two couplets set up an initial,
false expectation that Theris, like many other sailors in epigram, has per-
ished at sea. Instead, the remainder of the poem makes clear that he has
reached the end of his life in the company of others like him, without a
family to see to his burial. The ornate language, including several novel



90 COMMENTARY: XXIV, 109-12

coinages, contrasts with the simplicity of Theris’ life and the banality of
his death. See further Bruss 2005: g7-101.

1[109] Ofipwv: cf. 254; here a speaking name suggesting hunting (for
8npevw of catching fish, cf. Arist. Hist. anim. 60gay, Apollonides AP
7.702.1 ixBuobnpnTiipa). Tpryépovra “tremendously old”; cf. Aesch. Ch.
314. Tpr- Is a general intensifier, probably colloquial in tone, despite the
claim of Suda 1960 that the word refers specifically to three generations
(i.e. ninety years). kUupTwv “weels,” funnel-shaped fish-traps woven
from reeds; cf. Gow on Theocr. 21.11.

2[110] {&vra “making his living” (e.g. Thgn. 1156). mAeiova: the pri-
mary sense is “more often” rather than “better,” since the point is that
Theris regularly engaged in activities that put him in danger of drowning
(cf. Call. fr. 1778.93—4 vauTiAing &l vijw #xeis Biov- AN duds aiwv | kUpao aifuing
p&Aov éowikicaTto), but the latter may remain operative. aifuing: the
comparison of a swimmer to the aifuia, probably the shearwater, has its
roots in Od. 5.337; in Hellenistic poetry, the bird comes to be a “symbol of
the restless and endangered sailor” (Kidd 1997: 293; cf. Arat. 296, Call.
Epigr. 58.4 aiBuim &' loa 8ahacoomopel) and associated with death at sea (cf.
Pos. 21 AB, Suda ai155) and also with successful fishing (cf. Pos. 2g AB).

g3[111] The asyndetic series of unusual substantives illustrating the var-
iety of ways in which Theris catches sea creatures has an elevated stylis-
tic register contrasting with his humble status. ixfuoiAnioriipa “fish
snatcher,” only here, with the first element formed from ix8uo-, by false
analogy with the numerous adjectives in which the first element ends
in -to- (K-B §340.12); cf. Philip AP 6.90.5 UdacioTey. caynvéa:
accusative < caynveus “wielder of the seine net” (cf. Hegesippus AP
7.276.1). cayfivar were large nets capable of catching great numbers of
fish. xnpapodutnv: the noun ynpapds (lit. “hollow spot,” cf. Il. 21.495)
is used of the hiding places of a variety of creatures (cf. Hsch. x410), and
the novel adjective suggests that Theris did the dangerous work of diving
to catch them one by one in their underwater lairs.

4[112] TwoAuok&Apov . . . vauTiding: a okaAuds was the tholepin to which
the oar was attached, and the point of the otherwise unattested epi-
thet (varying the Homeric moAuxkAnis “with many tholepins”) is that
Theris’ sea voyages did not involve large, relatively safe, ships with many
oars. mAwTopa: a novel variation of the more usual wAwTAp, on the
analogy of doublets like dwtfip/ 8w Twp.
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5[118] éummns: i.e. despite his risky profession. ApxTolpos: here the
star is a metonym for the bad storms which were closely associated with it:
cf. Perses 189—9on.; Plautus, Rud. 1-82. Karatyis: see 195n.

6[114] idace “smote.” ToAA&s. .. 8ex&Sas: probablya metonym equivalent
to Tov TpryépovTa, to which it refers back, rather than (pace Bruss 2005: 98)
an accusative of extent of time (“over the course of many decades”). For
the language, cf. CEG 592.4 &piBu[f]oac’ évvé’ étdov Beka<d>as, Call. fr. 1.6
TGV & ETéwv 1) dekas oUk SAiyN.

7—8[115-16] The terrestrial death of a sailor, a well-developed theme in
later epigram (e.g. Antip. Thess. AP%7.289, Flaccus AP7.290, Secundus AP
9.36.3-5), is bathetic. xaAuPnt oxowiTidi: a cabin with wattled walls, a
typical fisherman’s dwelling; cf. [Theocr.] 21.7 U6 wAekTais kaAUPBaiot with
Gow’s note. oxowiTis (for oxoivivos) occurs only here. AUxvog oTroia |

. opeofeis: the treatment of death as an extinguishing of light has its
origin in the ubiquitous association of death with darkness (oxéTos) and
life with light (cf. Call. 273). Theris died of natural causes (atTtépaTos; cf.
Dem. 18.205), just as an unattended lamp will eventually die out. For the
metaphorical use of the passive of uncompounded ofévvuu in the sense
“die,” cf. IMEGR 11.2; more commonly the compound &mwoofévvup is used
in related contexts (e.g. Eur. Med. 1218 xpévwt . . . &wéoPn: cf. Antip. AP

7.903.4 kUpa 8’ awo yuyTyv éoPeote).

9-10[117-18] Having a tomb erected by one’s surviving family is a con-
solation for the dead (e.g. CEG 640.1 c&pa yuvd kai Taides éméotnoav,
703%), and the implication is either that Theris never had a wife or chil-
dren or that he has outlived them all. ofijuax . . . épnpuocav: épapuodlw
ordinarily is to fit one thing (accusative) on another (dative), butitis used
absolutely here as a variation of verbs such as ¢mriénu (cf. CEG 638, 647)
and épiotnu (e.g. CEG 640, 706). OpOAexTpOS, | . . . ouvepyaTivng: the
synonymous prefixes call attention to the contrast between the fellowship
of a wife and that offered by colleagues. In antiquity, professional col-
leagues commonly contributed to the expense of burial or the erection of
a funeral monument; cf. van Nijf 1997: 36-68. dudAextpos is an adjective at
Eur. Or. 476, 508, first here as a substantive meaning “wife.” cuvepyaTivng
is also a novel word, formed on the model of the apparently Hellenistic
¢gpyativns (Theocr. 10.1, [21].3, A.R. 2.376). ixfupoéAwv: the first attes-
tation of ix8uPdAos as a noun (an adjective at Aesch. Sept. 131) equivalent
to ixBuPoleus (ps.-Hes. fr. g72.2, Call h. 4.15, Nic. Ther. 793). ficoos
“professional association”; cf. Arnaoutoglou 2003: 60-70.
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XXV. Leonidas AP 7.740 (75 GP)

An epitaph for Crethon, a man rich in herds. The poem draws on the
theme of wealth’s uselessness after death (Thgn. 725-6, Theocr. 16.42,
Phoenix fr. 1.22—4 Powell ¢y &' & “Aidny olte xpucdv olf’ immov | olT’
&pyupfiv Gpagav oyouny EAkwv | omodds &t TEAAY X& WTPNEdpos Keiuar).
Unlike numerous other epitaphs in which the voices of the tomb and of
the deceased are conflated (e.g. CEG 24), here the speaking stone care-
fully distinguishes itself from the honorand in the opening couplet, and
this distinction sets up a reflection on the reality that death leaves even
a once wealthy man only a small plot of earth. The humor of the poem,
however, resides in Crethon’s assessment of his wealth: though he equated
it to Gyges’, he was wealthy in animals and, even if objectively prosperous
in that regard, rather different from the Lydian dynast. The final, pathetic
explanation is thus a reflection on the vanity of wealth.

1-2[119-20] “I here (alta) am a stone over Crethon, revealing his
name, but Crethon is dust under the earth.” The distinction between
the dead man himself and the stone is emphasized by the repetition of
the man’s name in parallel positions of the hexameter and pentameter;
cf., e.g., CEG 153 &vTi yuvaukds ¢y TMapiou Aifou évB&Se kelpan | pympdouvov
Bittns. Crethon is the name of a young son of a wealthy man killed along
with his twin at Il. 5.541-53. Aifos: as often, feminine when referring
to a wrought stone; cf. Headlam on Herodas 4.21. tyx86vios omodia:
cf. Call. 149-50, SGO 03/06/04.4 d0Téa kai oOd1T) Kelpévn EvyBOVIOS.

g-5[121—3] 6 Tpiv . .. mpiv | ... mpiv ... wpiv: for the contrast between
the dead man’s former wealth and his current state, e.g. Phoenix fr. 1.16—
24, a mock epitaph for the Assyrian king Ninus. Moym mapioeUpevos
“equating his own wealth with (that of) Gyges.” The Lydian king Gyges
is a paradigm for extreme wealth already at Archil. fr. 19 and commonly
thereafter, but Crethon’s perspective on his own wealth is hyperbolic
(though cf. Augeas at [Theocr.] 25.7-32). The contraction of o + o > eu
in the present participle (= Tapicoupevos) appears to be a feature of Ionic
(e.g. Hdt. 4.166.1); in the generally Doric context of the epigram it may
be based by analogy on the fact that in both Ionic and Doric ¢ + 0 > eu
(cf. pubelp’). Boutrapwyv “endowed with cattle” (< wdopa, “acquire”),
only here and in 148; cf. Il. 4.433—4 &s 1" 8ies ToAuTTGpOVOS GVBPOS év AL
| pupicn éoThkaow. aitroAiols “in flocks of goats.” Ti TwAciow pubelp’;
cf. Od. 7.213 kai &' £11 kev kai Aeiov’ Eycd kak& pubnoaiuny; 12.450 Ti Tot T&de
puBolroyeuw; The statement reflects a common rhetorical strategy by which
the speaker “breaks off” enumerating his honorand’s accomplishments
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in order to avoid the audience’s hostility (cf. Bundy 1g72), but here the
aposiopesis may have a specific, witty point: the speaker has enumerated
Crethon’s material wealth in diminishing order of agricultural value, mov-
ing from cattle to goats (cf. Berman 2005), and his silence allows him to
avoid engaging in further diminuendo. w&ot “in all respects,” parallel
to aimoAiors (cf. Poutrduwy). MakapTos: a rare variant of paxapiotds, as if
from unattested paxaipw.

6[124] Similar expressions of lamentation are common in the final verses
of epitaphs; cf. 41. yains éoons dooov Exer puopiov “how little a portion
of earth he possesses.” A carefully constructed, chiastic expression con-
cludes the poem with a rhetorical flourish.

XXVI. Leonidas AP 7.283 (63 GP)

A complaint to the sea for having cast the speaker upon the shore.
Though the opening reference to the sea’s turbulence and the speaker’s
implicit but obvious hostility to it suggest that he has died in a shipwreck
caused by a stormy sea, the circumstances of his death are unspecified.
The theme of the poem is related to that of Asclep. go Sens and Pos. 132
AB, in which the speakers complain that the sea is too near the grave,
but here the speaker has not been buried at all (cf. xL1). The language is
notably epicizing (cf. 1, 3—4nn.), and the emphasis on the corpse’s mal-
treatment in the water implicitly links its sufferings to those of Odysseus,
whose experiences make him the most oi{upés of all men (Od. 5.105).

1-2[125-6] “Rough sea, why did you not spit me out, after I suffered
grievously, far from the bare beach?” TeTpnyvia 8dAacoa: TeTpnyUia is
properly the intransitive perfect participle of tap&sow, but it seems to have
been connected by Hellenistic poets with Tpnyus, e.g. AR. 1.1167, 3.1393,
Nic. Ther. 267; the related expression Tpnyeia 8&Aacoa appears at line end
in the nominative at Leon. AP 7.665.7 and in the vocative at Asclep. go.1
Sens. ouk: with émTucas. oilup& TraBovra: the speaker’s corpse has
been damaged by its time in the water. oilupds is characteristic of epic, and
the phrase as a whole is Homeric in flavor (e.g. Od. 13.131 xak& ToAM&
Tafdvta). WyiAfis . . . Mdvos, i.e. a bare beach without vegetation; cf.
3—4n. The words recur in the same positions in the verse at Pos. 19.12
AB gy pr) gép’ & fidva, 9.4 YAy EkBes e Hidva. imrrucags: the verb
is regularly used, in both simplex and compounds, of the sea casting out
flotsam or foam (e.g. Il 4.426 &mwomTtUer 8" &hods &xvnv).
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3—4[127-8] “. .. so that Philleus, son of Amphimenes, would not, cloaked
in the terrible darkness of Hades, be your close neighbor.” oeU: gov-
erned by &ooov éyeitéveov. The genitive is explained by the adverb, but
it would be equally appropriate with yertovéw alone (cf. Mel. AP 7.207.8

KoiTng yeiTovéovTa). und’, though strictly negating the participial
clause, logically covers the entire clause (i.e. “so that I wouldn’t be your
neighbor even in death”). AiSao kaknv émepévos axAuv “cloaked in

the bad mist of Hades.” Shipwrecked sailors are frequently naked (yupvés:
cf. 196, Asclep. *40.3—4 with Sens’s note); here the dead man is meta-
phorically clothed, in contrast with the bare beach on which he lies. The
expression combines the Homeric representation of mist covering the
eyes of a dying man (e.g. Il. 5.696 xot& &' dpBaAudv kéxuT &xAUs) with the
common metaphorical use of évwuu and compounds of a body covered by
earth (e.g. Pi. Nem. 11.16). The general shape of the expression resem-
bles phrases such as peydAnv émepévov &Axkfy (Od. 9.214, etc.); kakhy . .
axAuv recalls Od. 20.357 koxt) & émdédpopev axAUs, portending the suit-
ors’ death. Augipéveus: genitive of Augiuévng. éyeaitoveov: imperfect
indicative expressing purpose after an unfulfilled main clause (Smyth
§21850).

XXVII. Leonidas AP 7.455 (68 GP)

On a bibulous old woman’s grave, above which a drinking cup has been
placed. The kg takes the place of the oil flasks (AfixuBo1) commonly
associated with funerary contexts. That women were fond of drinking was
a widespread notion (cf. Anacr. PMG 427, Ath. 10.440¢), and drunken
old women were popular subjects in Hellenistic art (cf. Venit 1998) as
well as in Old and Middle comedy (e.g. Pherecr. fr. 152, Ar. Clouds 555,
Thesm. 735-8, Antiph. frr. 161, 163; cf. Arnott 1996: 503—4). This comic
background is perhaps evoked by the iambic trimeter, and by language
characteristic of dramatic poetry (cf. 4, 5, 6nn.). The poem falls into
two groups of three lines: the first (1-3) describes the tomb, the second
(4-6) Maronis’ response to death. Neuters in apposition (g yvwoTév, 6 €v)
appear in the last line of each, and each concludes with a reference to the
kUAi§. These references provide crucial information: the identification of
the object in the first case, the broader point to the poem in the second;
though Maronis has left her surviving family penniless she regrets only
that she has no more access to drink, since the cup laid out with her is
empty. The opposition of évdeeis Biou and ) kUAi§ kevny at the ends of 5 and
6 emphasizes the distortion of Maronis’ priorities. The dialect seems to be
Ionic, except for 4 yas.
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1[129] Mapwvis evokes Maron, the priest of Apollo said by Odysseus
to have provided the wine with which he intoxicates Polyphemus (Od.
9.193—215) and frequently connected with wine thereafter (cf. Alexis fr.
118.2—g with Arnott’s note). N wifwv omodés: probably “the ash of (a
person who consumed) barrels of wine”; but the significance of this strik-
ing and initially obscure phrase emerges only in the final verses, which
imply that Maronis’ heavy drinking has left her family destitute: her ashes
are all that is left (cf. Aesch. Ag. 435—6, Phoenix fr. 1.24).

2[130] ypnis: epic/Ionic form of ypais.

3[131] yvworov . . . w&nv “(a thing) recognizable to everyone,” with
the neuter adjective in apposition to 4 kUAi§. The expression may mean
that anyone who sees the monument understands what it signifies about
Maronis’ drinking rather than that the cup is well known; if so, it resonates
against epigrams in which the speaker must puzzle out a monument’s
meaning; cf. cxxvI introductory n. TrpokeairTan picks up keitan in 2 and
evokes the laying out of the deceased that was a part of the Greek funeral
(Tpdbeois: LS] mwpoTi®nu 11, Garland 1985: 29-31), during which objects
such as oil flasks were sometimes placed with the corpse. ATTIKA per-
haps hints at the poem’s broader connection to Attic drama. It may sug-
gest that Maronis was from Attica, though Athenian pottery circulated
internationally.

4[132] otéver: more usually, the lamentation noted in epitaphs is that of
a dead person’s survivors. y&s vépBev: a tragic phrase, occurring with
the Doric form in a lyric context at Aesch. Ch. 40 and with an Attic/Ionic
genitive at Eur. Hec. 791, HF 516, both in the same position in the trim-
eter as here.

5[133] éAerrrev évSeeis Biou: that Maronis’ family has been left economically
destitute (for the language, cf. Xen. Cyr. 7.5.81) is a twist on the com-
monplace that the deceased has left survivors bereaved (cf. Il. 24.725-6,
Andromache to Hector, k&3 8¢ pe xnpnv | Aeimrers) or bequeathed them pain
or consolations such as glory. GP suggest that she spent the family’s for-
tune on drink.

6[134] &v ... &vTi ravTwv: object of 4 oTéver, in apposition to otveyx' (“but
(for) one reason alone, because . ..”). kevn): the punch line. The dead
were commonly provided with offerings of wine and other substances (cf.
Garland 1985: 114), but Maronis will not receive any from her impover-
ished family.
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XXVIII. Leonidas AP 7.408 (58 GP)

The tomb of Hipponax. Unless Theocr. AP 14.4 is older, this is the earliest
in a series of Hellenistic epigrams honoring the sixth-century Ephesian
iambographer (cf. Alc. AP 7.536, Philip AP 7.405, Rosen 2007), famous
for his ferocious invective in response to perceived injury (Suda 1588).
No details of an attack on his parents are extant, but the larger point
of xal Tokedve Batlias (g) is that not even traditional figures of authority
and respect were safe from his censure. Several passages of Hellenistic
iambic poetry treat Hipponax as literary ancestor: Callimachus in his
Iambi represents Hipponax as a literary ancestor and preceptor, and in
Herodas’ eighth Mimiamb Hipponax seems to have appeared to the poet
in a dream (cf. Fantuzzi in Fantuzzi and Hunter 2004: 8-17, Klooster
2011: 49-53).

The opening request for the passerby to move on without disturbing
Hipponax’ “sleep” is a variation of the epitaphic toposin which travelers are
asked to pause and greet or listen to the deceased. Hipponax is identified
first metaphorically as a wasp, then by name; the second couplet picks up
the elements of the first (1—2 &v Gmver | . . . dvaaudpevov ~ 4 kekoipnTat . . .
év fiouxim) while introducing a canine metaphor (g Bai§as). The wasp
imagery is reactivated in wemupwpéva (5-6n.). The final couplet implies
the vitality of his poetic legacy, here embodied in Leonidas’ epigram; cf.
“Simon.” AP7.25.9—10 (of Anacreon) poAtwfis 8’ oU Afyyel pehiTepTréos GAN' ET°
gxeTvov | PapPiTov oUdE Bavav edvaocev eiv Aidn.

1-2[135-6] atpépa “calmly,” i.e. without making noise or engaging in the
sort of conversations often requested by epitaphs. Tov év Utrveor | . . .
&vatraudpevov plays on the commonplace representation of death as sleep
(cf. 261—2n.); Hipponax is finally resting his anger, but can still wake up
to cause pain. o¢fix’: the association of angry people with wasps (cf. Ar.
Wasps 1060-1121) appears already in a Homeric simile (Il. 16.257-65,
where the scholia note that part of the comparison depends on the
Myrmidons’ anger).

3—4[137-8] Reworked at Mel. AP 7.79.3—4 A& y&p kai Tokedvas, 1o §éve,
Sucppovas &vdpas | GAakTelv. &pTi . . . | & pointedly locates the speak-
er’s words close to the time of the poet’s death and thus implies their
antiquity. If the text is correct, the unusual anaphora within a single
sentence underscores the speaker’s anxiety about reawakening freshly
calmed anger, but the repetition of the word at the heads of two successive
verses perhaps suggests corruption. Tokeddve: dual accusative, i.e. “his
mother and father,” restored by Headlam 1go1 from the corrupt variants
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of the manuscripts. Toxewv is an old Ionic word (Heraclitus, fr. 74, Call.
fr. 191.72) appropriately used in connection with Hipponax. Batifas
“barking at.” For the verb, cf. Heraclitus, fr. g7, Headlam on Herodas
6.13. The image of the iambic poet as simultaneously a wasp and a dog
has a parallel in Call. fr. 380 (Archilochus) eiAxuoe 8¢ Sp1piv Te xdAov KUVdS
3EU Te kévTpov | oonrds, AT &ugoTépwv &' idv Exel oTéUATOS. Bupos év
fouxinu: a pointed juxtaposition of Hipponax’ anger (8uués) and his cur-
rent calm state.

5—6[139—40] emupwpéva . . . oi8e: the participle, here used in its common
metaphorical sense “fiery,” is ordinarily used of people rather than lan-
guage, but oide suggests that pfipaTta is a personified stand-in for Hipponax
himself.

XXIX. Leonidas AP 7.13 (98 GP)

On Erinna, snatched by Hades for marriage. The poem is one of several
Hellenistic epigrams honoring her (cf. p. 84, Asclep. 28 with Sens’s note,
Neri 2003). The opening implicitly associates the virgin (wop8evikny)
Erinna with Persephone by closely reworking the opening of the Homeric
Hymn to Demeter, where Persephone is abducted as she gathers flowers.
The poem concludes with the quotation of a line that is here attributed to
Erinna and that in an epigram ascribed to her appears as a comment on
the death of Baucis. The quotation creates a parallelism between Erinna
and her honorand but enacts the survival of Erinna’s words beyond the
grave.

The poem is attributed in the manuscript to “Leonidas or Meleager”
(who at AP 4.1.1—4 describes his own project in terms similar to those of
1-2). The manuscripts vary between Doric and Attic/lonic forms, though
a consistent Doric coloring seems likely; the Distaff was composed in a
mixture of Aeolic and Doric.

1-2[141-2] vexordov . . . Mougiéwv &vlea: cf. Pi. Olymp. 9.47—9 &yep’
¢méwv o oipov Aty | aiver 8¢ TaAaudv piv oivov, &vbea &' Jpvwy | vewTépav,
where the point is that newer songs are preferable (cf. Od. 1.351-2).
The hapax legomenon veac1dév suggests Erinna’s youth (“a young singer”)
and also the superior quality of her poetry (“a singer of new songs”), cf.
343, Neri 2003: 193. Upvomrédotor “poets,” without implying a par-
ticular genre; cf. Emped. fr. 146, Nic. Alex. 629. péAicoav: poets are
commonly represented as bees (e.g. Pi. Pyth. 6.52—4, 10.53—4, Pl. Ion

594b Aéyouot . . . ol ToinTai &T1 . . . Spemdpevol T& péAN Nuiv pépouct HoTrep
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ai péaittar, Theocr. 7.78-85). This is connected to the idea that good
poetry, like honey, is “sweet” (Z**T Il. 2.87). Possibly Erinna used the
image of her own work in the Distaff (cf. adesp. AP77.12.1, Asclep. 28.1
Sens yAukus ‘Hpivvng . . . mdvos). “Hpivvav: the name derives from
Hera and seems originally to have been aspirated; the psilotic form
would then reflect the tradition associating her with Aeolic Lesbos; cf.
Neri 2003: §5-7. Spemrropévav: cf. Ar. Frogs 1300 Aaiudva Mouc@dv
iepov . . . dpémwv, Pl. Jon 534b.

3-4[143-4] The second couplet, framed by references to Hades, with
variation on the form of the name (“Aidas . . . Aida; cf. Leon. AP 7.67. 1,
7), conflates two motives for Erinna’s premature death: Hades’ interest
in marriage and his jealousy. ‘Adas . . . avaprracev: cf. HHDem. 2—3
(Persephone) fiv Aidwvels | fipmagev. iuppwv entails both “with good
sense” and “while still alive” (cf. Soph. Ant. 1237). g éTUpws: the
insistence on the truth of the embedded quotation resembles, e.g., 259
TavéAnbes éos; contrast Leon. AP7.278.6 yeuoTiis & oUtos EmeoTt Aifos. For
the programmatic value of “truthfulness,” cf. 418n. P&oxkavos éoa’: the
same words are used of the death of Baucis, the honorand of the Distaff, in
an epigram attributed to Erinna, AP7.712; both instances may well derive
from the Distaff (for discussion, cf. Neri 200g: 89). If Erinna used the
phrase of Baucis’ death, the present passage creates a parallelism between
the death of the poet and that of her honorand. Divine inuidia is some-
times mentioned in epitaphs (e.g. CEG 635.4, IMEGR 64.5—6 (o¢) &pmaoce
Baokavin, GVI 1941.3), but the word may also evoke the topos of literary
envy directed at a poet (cf. 277-8n., Sens 2018: 105-8).

XXX. Leonidas AP 9.719 (88 GP)

On Myron’s statue of a cow. Myron of Eleutherae, on the border of Attica
and Boeotia, was probably active in the first half of the fifth century; cf.
Stewart 1ggo: 1.255-6. His bronze sculpture of a cow, dedicated on the
Athenian Acropolis, was seen there by Cicero (Verr. 4.60); later it was
moved to Rome (Tzetzes, Chil. 8.194). Its realism became a commonplace
in Hellenistic epigram: the Greek Anthology preserves thirty-six poems
on the subject (APg.713—42, 793-8; cf. Fua 1973, Speyer 1975, Lausberg
1982: 223-37, Laurens 1989: 83-5, Gutzwiller 19g8a: 245-50, Squire
2010); another is preserved in the Milan Posidippus. The gusto with
which Hellenistic epigrammatists praised the cow reflects their engage-
ment with their predecessors’ work more than it does the statue’s impact:
Cicero (Brut. 18.70) notes that Myron’s sculptures did not achieve “full
naturalness”; cf. Pliny, NH g4.57, Ridgway 1981: 160.
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This epigram may be the earliest in the series. As on many inscribed
statue bases, the cow speaks in the first person, but here she rejects the
information normally provided by the inscription (whether or not one
really accompanied Myron'’s statue is irrevelant). Her explanation of how
she came into existence thus represents a “better” alternative to the epi-
grammatic claims that one must imagine were made by the statue base.
For discussion, see Gutzwiller 19g8a: 247.

The epigram is in Doric, though any inscription originally accom-
panying the cow would probably have been in Attic. Leonidas’ poem
seems to have influenced both the dialect and the length of subsequent
epigrams.

1[145] oUk émAacéiv ue Mupwv: inscriptions on statue bases commonly
state “so-and-so made (me),” usually with the verb émwoince (pe),” though
gmhaoce “sculpted” appears at IG XI1.4 972.4 (ca. 225—200 BCE) &mAaoce
Aucrtrrés pe 6 vé[os]. Here the cow rejects the sort of claim made by other
statues. éyevoaTo: i.e. it is false to say that the statue is an artifact.
Appraisals of art in Hellenistic poetry regularly associate realism with
truthfulness (cf. 417-19n., Theocr. 15.82-3, Herodas 4.72-3 &Anéwai .

.ol ... xelpes | & mavT AmeMéw ypdupat’), but here the claim of false-
hood is based paradoxically on the cow’s being too “true” to be a sculp-
ture. Bookopévav &é: cf. the Homeric line end Pookopevawv (e.g. Il
5.162).

2[146] ¢§ &yélas éA&oas: a reversal of Il. 19.281 ¢is &yéAnv EAaocav. Baoer
MBivwr: reference to the statue base and the material from which it was
made picks up the play with inscriptional language in 1. The dative is
probably local (“bound to a statue base”) rather than instrumental
(“bound by means of a statue base”); cf. Soph. Ajax 240 xion1 8noas. The
adjective more commonly has three terminations.

XXXI. Leonidas AP 6.263 (49 GP)

On the skin of a lion killed after it has eaten a calf. The use of demonstra-
tive ToUTo in 1 is familiar from numerous votive epigrams, but the poem
contains no explicit reference to a dedication and is instead constructed as
a narrative account of the killing of the animal. Lions probably existed in
some parts of mainland Greece and Macedonia in the Hellenistic period,
though probably not in Leonidas’ native Sicily (cf. Hunter on Theocr.
1.71-2); the event described here is in any case a literary fiction evoking
Homeric lion similes, which regularly describe attacks on domestic stock
and responses to them.
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1[147] A carefully patterned line, with nouns and their modifiers in inter-
locking order. Trupod: the conventional color of lions (e.g. Aesch. fr.
110, Eur. HF 361-3, Arist. Gen. an. 785b17). Such “more severe” (see
Introduction section 4g) Doric forms of the genitive singular (= ov)
are common in literature (Pindar, Theocritus), though not universal in
Leonidas’ Doric poems (e.g. AP 7.463.2). ameprowwocaro “stripped
(like) bark.”

2[148] Z&oos: the name (< oclw; Hdn. De pros. cath. 1.207 Lentz, “Simon.”
AP 6.216) suits a cattle-owner who has killed the predator which attacked
his herd. Boutrauwv: see 121-3n.

3[149] &pmi: with the following participle. In sepulchral epigrams, refer-
ence to activities in which the deceased was “just recently” engaged some-
times suggests the suddenness of death and fragility of life; e.g. Diosc.
AP 7.167.5—6, adesp. AP 7.12.1-3. katappuxovrta “while devouring,”
a verb perhaps with colloquial resonance (despite Nic. Ther. 675), given
its initial appearance in Hipponax (fr. 26a.1) and its frequent use in com-
edy. euBnAnuova “well suckled,” only here; a development of eufnifs,
used of cattle at Eur. Ba. 737, IA 579.

4[150] The diction evokes epic. oud’ iket(o) is a Homeric clause opening
(Il 11.352, Od. 15.246 008’ fkeTo yfpaos oUdéY). EUAoxos frequently refers
to the haunts of wild beasts, including lions, in Homeric similes (cf. Od.
4-335, 17.126), though in early epic animals regularly emerge “from”
the woods (Il. 11.415, 21.573, ék §uAdxolo, always at line end): Leonidas
reverses the direction of movement. uavépas “pen.” The noun occurs
occasionally elsewhere in Hellenistic poetry (Theocr. 4.61, Call. 4. 6.105)
and is common in Hellenistic prose.

5[151] &mémioev . .. aipa “paid the penalty in blood.”

6[152] &xBavav & €de PooxkTaciav “and he came to regret his cattle kill-
ing,” a common use of 6pdw (e.g. Od. 17.448, Aesch. Sept. 883, Eur. Supp.
832-3). In similar expressions, the adjective modifying its object is more
often mikpds; a different variation appears at Lyc. Alex. 1107 Autpav . . .
elo18oUo’ oikoupiav. &yBewds appears first in Euripides (Hipp. 94, Hec. 1240).
BookTaoia is a Hellenistic formation (A.R. 4.1724, Antip. AP6.115.8), on
the model of Il 5.90g &v8pokTaoidwy.

XXXII. Leonidas APl 230 (86 GP)

The speaker urges a traveler not to drink from the nearby muddy spring,
but to continue to a limpid stream. The poem probably plays on epigrams
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that give instructions on arriving at a sacred place; cf. SGO o1/01/03,
o1/12/08 (both Hellenistic). Here the addressee is directed to a locus
amoenus, and the point depends on the existence of epigrams inviting a
traveler to rest (e.g. Anyte viin). The tone is playful: the speaker does not,
as elsewhere (e.g. Theocr. 1.12-14, 20-2), invite his interlocutor to join
him in an idealized spot, but rather urges him to visit a place from which
he marks his distance (1—4 &3¢ . . . xeioe). In this sense, the poem may both
endorse a “bucolic” poetic mode and hint at its artificiality by contrasting
an idealized countryside with the less pleasant one in which the speaker is
actually located; cf. Sens 2006: 149-54.

1[153] érr’ oiovépolo “in a sheep-pasturing (place)”; cf. 34n. TrepiTrAcov
iAvos “completely full of mud,” unlike the pure springs which typically
flow in loca amoena; cf. Theocr. 22.38 Udat . . . dxnpdTwn, Call. h. 6.28.

2[154] xapadpains: perhaps a unique instance of the word as a substantive
(=xapadpn), rather than adjectival (with 1 iAdos); cf. 285 FaAnvain. A xap&dpn
is a raging torrent, often associated with loud and roaring sounds and
with the great destructive force of nature; cf. Il. 16.391 peydAa oTevéyouot
peouoan, Ar. Peace 757 pwviyy &' elxev xapddpas SAeBpov TeTokuias. Beppov:
sc. G8wp; cf. Ar. Clouds 1044. o8ita: usually in such addresses the trav-
eler is asked to pause (e.g. 37-6); here he is encouraged to keep moving.
The noun was a Homeric hapax (Od. 23.274) and became popular in
Hellenistic poetry (e.g. Theocr. 7.11).

3[155] p&Aa TUTBSV “a very short distance.” SapaAnporov “grazed by
cows,” only here.

4-6[156-8] The spring to which the speaker directs the addressee is
cool and pleasantly gurgling, conventional characteristics of water in loca
amoena; cf. Call. h. 6.28 with Hopkinson’s note, Anyte APl 228.3 widak& T’
éx ayds yuypov Trie. The heavy alliteration of x and w in 4-5 may suggest
the gurgling (xeAapilov) of the brook. Trowpevian TriTui: the pine tree is
a feature of the countryside in which literary herdsmen work (cf. Theocr.
1.1), and the epithet simultaneously suggests “used by shepherds” (cf.
Theocr. 1.22-8 6 8dkos | Tivos & mowuevikds) and “featuring in bucolic
poetry”; cf. Sens 2006: 151-2. keAapulov . . . S1& méTpns: cf. Sappho fr.
2.5, Theocr. 1.7-8 &5iov, & oy, T6 Tedv péros A T6 kaTaxts | Ty’ &md T&s
méTpas kaToAeiBeTon Uywdbev UBwp, 7.186—7 T6 & ¢y yUbev iepdv UBwp | Nuppdv
¢€ &vTpolo kaTelPodpevov keAdpule. eUkpnvou: elsewhere only at Call. fr.

75.72.
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XXXIII. Leonidas AP 9.99 (32 GP)

A vine grazed by a goat promises vengeance. The same story appears in
the Aesopica (374 Perry), and it is likely that Leonidas has reworked a
popular fable in the manner of a miniature Hellenistic “epyllion” framed
in elevated and epicizing language (cf. 1, gnn.). The epigram appears to
have been influential: it resembles and is probably the model of adesp.
APl 17, where the grazing of goats leads to the bloodying of Pan’s altars
(cf. 1 &mrue, 5 oo1s aiydv); the final couplet is reworked at Ov. F 1.357-8
(cf. Virg. Georg. 2.380-1) and appears on a fresco showing a goat eating
vine leaves in a house on the Via Stabiana in Pompeii; the last pentameter
is taken over verbatim at Euenus AP g9.75.2.

1[159] i§ahos: the collocation of the adjective with edmoywv (“having a
good beard”) may suggest that Leonidas is endorsing the ancient inter-
pretation “fully grown” for its unique Homeric attestation at Il 4.105
(of a wild goat), where the scholia offer other possibilities, including
“bounding” and “impetuous.” tUTTwywv: elsewhere of goats at Leon.
AP9.744.4, Herodas 8.17, Nonn. Dion. 19.61. aiyds woois: i.e. Tpdyos.
Periphrases based on familial relationships are extremely common (cf.
167-8n.), but the present formulation (cf. [Theocr.] 8.49 aiy&®v &vep,
adesp. APl 17.5) is deliberately playful; cf. Lyc. Alex. 750 Tiis xnpUou
dauapTos (i.e. the halcyon). tv ot &Awji: the word order and post-
ponement of wote most closely resemble those of Call. fr. 230 (1 Hollis)
AkTain Ti5 Evaiev ‘EpexBéos &v oTe youvdi, though similar phrases appear
at the opening of other Hellenistic narratives: e.g. Call. fr. 194.6 & «oTe
TucAw, A. 5.57, Theocr. 18.1 &v ok’ &pa ZwépTan.

2[160] ToUs &malous: tender, potentially grape-bearing growth (cf. 4
xapTopdpov), not old woody stems.

3[161] #mwog . . . Téoov: an unusual variation of the common Hellenistic
speech introduction toiov émos (e.g. A.R. 1.277, Call. h. 4.265), with the
quantitative adjective calling attention to the paradoxical contrast between
the physical destruction of the vine and sound of the voice. ix yains:
only the vine-stock remains. arrue: sc. 1) oivn. Just as the grammatical
subject is invisible, so too the vine speaks but is nowhere to be seen.

3—4[161-2] The striking alliteration of kx and y heightens the intensity
and may sound harsh and menacing. KAfjua TO KapTroQopov: i.e. a
shoot with the capacity to bear fruit; the adjective’s full point emerges
only in the final line.
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5[163] yAukU véixtap: taken from Il 1.598 oivoxder yAuku véktap, where
Hephaestus serves nectar to the gods as if it were wine; the Hellenistic
treatment of wine as véktap (e.g. Call. fr. g99.2, Nic. Alex. 44) is an easy
extension. véktap &vfoer: the grapevine speaks as if it were the direct
producer of wine, though it will actually produce grapes. For the verb in
an agricultural sense, cf. HHDem. §32 xapmwdv &viocew.

6[164] éooov émotreicar ocoi “enough (wine) for me to pour a libation
over you”: cf. LS] 8cog 1v.1.

MOERO

Two poems are attributed to Moero, whose name is sometimes given as
Myro, though the short first syllable of the latter does not fit the meter
of AP 4.1.5, where Meleager associates her with Anyte and Sappho.
According to the Suda (which calls her Myro), she was from Byzantium,
author of “hexameters, elegy, lyric” (n1464), and mother of the tragedian
Homerus (0253; o 860; u1464 makes her his daughter), a member of the
tragic Pleiad, and flourished around 284-281 BCE. If this information is
reliable, Moero would belong to the first generation of Hellenistic epi-
grammatists, though if, as seems to be the case, xxx1v is related to Anyte
111, Moero is more likely the borrower.

XXXIV. Moero AP 6.119 (1 GP)

On a cluster of grapes lying in Aphrodite’s temple. The epigram plays
on the intersection between the conventions of funerary and dedicatory
epigram (cf. 1n.), and evokes the funerary topos emphasizing the per-
manent separation of a dead youth from his or her parents (pace Cairns
2016: 341—4, who reads it as an extended metaphor for the separation
of a newly married girl from her mother). The simple subject matter
contrasts with the high-style language in 2 and 4; the second couplet
resonates bathetically against Odysseus’ failed attempts to embrace his
mother in the Odyssey, and more generally against the death of children
in epigram.

1[165] xeioan: a play on the senses “you are dedicated” (= dvékeioan) and
“lie dead” (cf. e.g. 130); cf. Tueller 2008: g5—6. The first use is implied
by the location, the inner recess of Aphrodite’s temple, but the second is
picked up in the next couplet, where the grape-cluster is treated as if a
dead youth. There is a general resemblance to Achilles’ speech over the
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body of Iphition at Il. 20.38g—9g2 (Pelliccia 1995: 169 n. 106). Xpuotav
UTrd TracT&da: a TaoTds is an open portico or porch, and the point is
apparently that the grapes have been left in the wpévaos of Aphrodite’s
temple (cf. Hegesippus AP 6.178.2 = HE 19o2 with Gow ad loc.). The
adjective is commonly used of Aphrodite herself; its transference to her
temple is facilitated by the fact that the houses of the gods on Olympus
are conventionally described as golden (e.g. Il. 13.22, Asclep. *34.2 Sens
= Pos. *126.2 AB KUmp1Bos éx xpuoéwv . . . Bar&uwv).

2[166] Awwvioou . . . oTayéw: a “dithyrambic” periphrasis for wine; for
otaywv, cf. Ephipp. 29 woA\y 8¢ AsoBia oTaydv ékmivetan. The phrase is
ironic in context, since the cluster will never yield wine; it thus anticipates
the pathos of loss and unrealized possibility developed in g§—4.

3—4[16%7-8] That the deceased man’s family will no longer receive him
home (e.g. Il 11.452-3, Pelliccia 1995: 162—3) is a commonplace, but
the passage has more specific roots in the encounter between Odysseus
and his mother at Od. 11.211, with kAfjua taking the place of the phonet-
ically similar xeipa: for the embrace no longer available to the parent,

cf. gn. paTtnp: the poetic image of grapes as children of the vine (cf.
Archestr. fr. g7.2 with Olson-Sens ad loc.) is deployed to cast the plantas a
grieving parent. épatév entails both “lovely” and “beloved.” Quoe

uTttép xpatos: cf. “Simon.” AP7.24.7-8, where the speaker hopes that grapes
will grow above the head of the dead Anacreon, kv x8ovi TerTnds Kepands
gpumrepBe @époiTo | &yAadv cpaiwv BoTpuv & dkpepdvwv. VEKT&pEOV
méTalov: the adjective may be applied to sweet-smelling flowers (cf. Cypria
fr. 4.4—5 podou T &vi &vBei koA | H1Bé1 vexTapéen, Pi. fr. 75.15), but is here
loosely used of the grape leaf on the basis of the common association of
wine and nectar (e.g. Od. 9.359, Eub. fr. 121.2, Call. fr. 399.2).

NOSSIS

The Anthology ascribes eleven epigrams to Nossis; the lemma cs Néco18og
of another (AP 6.273) seems a stylistic observation rather than an attri-
bution. Nossis was from Epizephyrian Locri in Southern Italy and must
have been active before the second quarter of the third century, since she
was mentioned by Herodas (6.20-36, 7.57-8). One epigram (AP 7.414)
purports to be for the tomb of Rhinthon, an author of “phlyax plays”
(Southern Italian burlesque dramas; cf. Taplin 1993) who flourished
under Ptolemy I (Suda p171). Several of her epigrams record fictive dedi-
cations by women or describe artistic representations of them. The use
of the metronymic & KAedyas at AP 6.265.4 may reflect a female linguistic
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practice; for the imitation of female speech, see e.g. Asclep. 19.1 with
Sens’s note. It has been argued (cf. esp. Skinner 1gg1) that Nossis’ epi-
grams were designed for a private circle of female readers, but this does
not account for the way in which they participate in the broader literary
strategies of the Hellenistic period (cf. Bowman 19g8). The representa-
tion of Thaumarete at 181-2, at any rate, could reflect the perspective of
a sexually interested man. AP 7.718 seems to construct Sappho as Nossis’
literary ancestor, and in xxx1X Sapphic influence is perhaps implicit in
the representation of Aphrodite as the inspirer of her poetic project.

Nossis’ diction juxtaposes elements drawn from epic (e.g. 177-8n.)
with more colloquial features (cf. 183, 187-8nn.).

XXXV. Nossis AP 6.275 (5 GP)

On a headband dedicated to Aphrodite. Some dedicatory epigrams pray
for the divine recipient to rejoice at the offering (e.g. CEG 822.3); this
poem, by contrast, reflects retrospectively on the gift, which the speaker
imagines to have been received with pleasure. The first couplet records
Aphrodite’s reaction to the offering; the second justifies the speaker’s
guess. The opening and closing verses focus on the actions of Aphrodite
in both the more and less distant past, while the central verses treat the
band itself.

1-2[169—70] “I imagine that Aphrodite received with pleasure this head-
band offered from the hair of Samytha.” The verses end respectively
with the name of the divine recipient and the dedicator. avBepa =
&vébepa: predicate, “as an offering”; e.g. Antip. AP 6.47.2, Mnas. AP
6.128.2. kexpugalov: a band of cloth worn by women to keep their
hair tidy (cf. Austin—Olson on Ar. Thesm. 137-8). The word is a Homeric
hapax at Il. 22.469, where it has the same prosody; elsewhere the v is
sometimes long. Zauvbas: the name, emphatically placed at the end
of the couplet, is very rare.

g[171] For the phrasing, cf. Callinus fr.1.6 Tpfiév Te yép gom kai &yAaodv

&vdpi paxeoba. Saidaleos “embroidered”; so of a veil at Hes. Th. 574-5
koAUTTPTY | Sandorénv.  &u T “very sweet”; for intensifying T, cf.
39—4on.

3—4[171-2] véxTapos . . . xpia: vékTap is often a metaphor for pleas-

antly fragrant substances (cf. Olson-Sens on Archestr. fr. 16.3—4), and
in early epic the adjective vektdpeos is used of sweet-smelling garments
(Il. 3.385, 18.25; cf. Cypria fr. 4.5). Here, what appears initially to be a
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metaphorical usage is made concrete in the pentameter: the nectar is that
which Aphrodite actually uses. The 1 of xpiw is elsewhere long. ASwva
xpiei: probably a reference to the anointing of Adonis’ corpse by Aphrodite;
cf. Theocr. 15.114 with Reed 2000: 332, Il. 19.38—9, where Thetis helps
preserve Patroclus’ body. The more common Greek form "A8wvis is prob-
ably derived from Semitic Adon “lord”; the present form reflects the god’s
Near Eastern origins; Theocr. 15.149 has the vocative "A8wv in a hymnic
context, and Alcm. PMG 109 seems to use it as a Phrygian slave name.

XXXVI. Nossis AP 6.353 (8 GP)

On an image of Melinna or her daughter. The poem conflates artistic
verisimilitude and filiation. Though the absence of any reference to a
specific artistic medium and the use of the passive voice leave open the
precise identity of the subject, the first line gives the impression that it is
an image of Melinna, and that, as in other ecphrastic epigrams, the point
will be the realism with which her demeanor is captured. As evidence of
verisimilitude, the speaker refers to an identifiable feature, the gentleness
with which the girl gazes at the viewers. The second verse, however, takes
the argument in a surprising direction by focusing on the resemblance of
mother and daughter. The image may be metaphorical, in which case the
“daughter” of g is the painting, depicted as the offspring of the woman it
represents (see Parker 2004). Nothing precludes understanding 3-4 as
commenting on a real mother—daughter pair (see Tueller 2008: 16g—72),
however, in which case the first word may retrospectively be understood
to refer to Melinna’s real-life daughter, praised for her resemblance to
her mother. So understood, the epigram applies the conventional, ele-
vated language of ecphrasis to an everyday observation on the similar-
ity between a mother and her daughter (cf. 4n.). In any case, the poem
plays on the traditional representation of viewing in ecphrastic epigram
by making the subject both the viewer (cf. Totomté&le) and the viewed
(TroTcdiket).

1[173] Autopéhivva “Melinna her very self.” Ar. Thesm. 514, where a
nurse deceives the presumptive father by calling a supposititious child
aUTékpaypa cbév “your very image,” suggests the possibility of a wider
use of such phrases to assure parents of the legitimacy of their chil-
dren. &yavév “gentle”; cf. Nossis AP g.605.3, 182n.

1-2[1783-4] Tpéowrov | . . . MoTomTalewv: the compounded verb is not
otherwise attested either in this Doric form or as rpocotmt&{w, but here
picks up and explains wpéowtov “face,” a noun entailing both the active
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sense “that which looks” and the passive sense “that which is viewed.”
ToTtomtalev suggests the former, while otaiker in g corresponds to the
latter. Ecphrastic epigrams commonly refer to the viewer’s inspection of
the artwork (cf. 184 woBopfiv); here Nossis treats the object as staring at
the viewer. &ué: Doric = fp&s (cf. Buck §118.5, Introduction section
48). pethixiws: the adverb explains &yavév; cf. 179 16 . . . peihiyov.

3[175] érupws: ETupos and its cognates regularly express the verisimilitude
with which a work captures its subject (e.g. Theocr. 15.82). TavTa “in
all respects”; cf. 413, Nossis AP g.605.2 wévt’ &vébnkev ioav. TMOTWIKEL =
mpooewikel (pluperfect in imperfective sense). The past tense refers to the
moment of creation, like &moie1 in artists’ signatures.

4[176] 71 . . . ioca: the claim that it is good for children to resemble their
parents derives from Hesiod’s account of the benefits befalling the just
city, WD 235 TikTouow 8¢ yuvaikes éoikdTa Tékva yovelot; epic wéAmt suits the
Hesiodic background. The idea is here put to new use, since whereas the
resemblance of children to their father is a proof of their legitimacy and
thus of the fidelity of the mother, the resemblance of a mother and her
daughter reveals nothing about the identity of the father or the stability
of the family line. See Parker 2004, who argues that this is evidence for
understanding the “daughter” to be the painting itself.

XXXVII. Nossis AP 6.354 (9 GP)

On a statue of Sabaethis. The poem’s basic structure is defined by the
spatial adverbs in the hexameters. In the first couplet, Sabaethis’ physi-
cal attributes are said to be recognizable even from a distance (TnA&8e).
In the next, the speaker urges the addressee to look more closely and
then recounts the experience of doing so: in addition to her appearance,
Sabaethis’ intelligence and kindness appear to be present “on the spot”
(aUT661), i.e. to be immanent in the figural representation. By the final
line, the distinction between the image and Sabaethis is gone, and the
speaker addresses her directly as a woman: in representing the totality of
her attributes, both physical and non-physical, the epigram effaces the
distinction between representation and reality (see Tueller 2008: 168—9).
The rhetoric enacts the growing appreciation of Sabaethis in her entirety:
first, a general recognition of her appearance from a distance; then, on
closer consideration (cf. g 8&eo), fuller comprehension of her intellec-
tual and social qualities. The speaker’s involvement in the interpretation
becomes more explicit as the poem proceeds, as the third-person asser-
tion eideTon éupev (1) is picked up by the first-person &émwop’ 6pfiv (4). The
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two central verses contribute to the ring composition: each focuses on two
pairs of attributes, having to do first with Sabaethis’ appearance (2) and
then with her intelligence and character (g).

1-2[1%7%7-8] “Even from afar, this image seems to be recognizable (as that)
of Sabaethis for her form and stature.” Inscriptions on statue bases some-
times observe that the representation is identical in stature and form to
its subject; e.g. CEG 814.5. The passage rewrites Od. 11.336—7 ®ainkes,
Téds Yppw &vip 88e paiveTon elvan | 1865 Te péyeBos Te i8¢ ppévas Evdov gioas:,
which similarly focuses first on matters of appearance and then on intel-
ligence (cf. gn.). yvwTé “known, recognizable” (cf. Il. 7.401, Od.
24.182). TnA&Be: this rare adverb is mentioned as a poetic form by
Hdn. De pros. cath. 1.501 Lentz; it suits the spacial dynamics of the poem
(cf. introductory n.). Transmitted Tnv&8e “from there” (e.g. Ar. Ach. 754,
Theocr. g.10) would imply that the speaker and addressee are in differ-
ent locations. Zapaifidos: the name is otherwise attested only in a few
inscriptions from Caria. It could be non-Greek; cf. 170 ZopU8as. fupev:
present infinitive of eipi. &8’ eikwv: though eikwv can be used of paint-
ings, the assimilation of the image and the real Sabaethis here (see
introductory n.) suggests that it is a statue. In the latter sense, the word
generally designates a representation of a human being rather than of
a god (properly &yoAua), though Hellenistic poets sometimes play on
the boundaries between them; cf. Asclep. ¥39.1 Sens = Pos. *141.1 AB
Kutrp1dos &8' eikcov with Sens’s note. Moppd1 Kai peyadeioouval “appear-
ance and grandeur,” a reworking of the conventional conjunction of form
(e1805) and size (péyeos) in Homer (cf. Od. 11.397). peyadeiootvn is not
otherwise attested, though it has a morphological analogue in peyaieiétng
(e.g. LXX 1 Esdras 4.40), which refers to metaphorical greatness.

3[179] 8aeo: cf. 235. T&v mvutav: cf. 15n. T6 ... peihixov “kind-
ness.” For the neuter abstract, cf. 181. autobr “right here”; Sabaethis’
intelligence and kindness are present in the statue.

4[180] #Arwop’ “think,” a common Homeric usage (LS] 11.3). opfiv:
-fiv is the standard Doric treatment of the infinitive of verbs in -4w (e.g.
Ar. Lys. 1077). xaipols . . . paxkarpa: pdkop/pékaipa may refer to for-

tunate, living humans as well as gods and the dead; the point is appar-
ently that the attributes enumerated in the poem make Sabaethis blessed
(cf. Nossis AP 9.605.4 xaipétw, ol Twva yap pépyw Exer Protds). Epigrams
attached to statues of humans sometimes address them directly (e.g. CEG
877.7 & pékap eukAeias "Apxwv), but the phrase may also evoke the envoi of
rhapsodic hymns, which often end with a request for the god to “rejoice”
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(xoipe). The poem “approximates a divine epiphany” (Skinner 19gg1:
29); it blurs the distinction between divine and human to suggest that
Sabaethis occupies an ambiguous position between them.

XXXVIII. Nossis AP 9.604 (7 GP)

A painting of Thaumarete. Initially, the speaker/viewer’s perspective is
sexualized, as the focus on attractiveness (2 opaiov) and the evocation of
Ibycus in 2 &yavoPAepapou make clear; but the poem concludes by locat-
ing Thaumarete in the domestic sphere, and replaces the conventional
hypothetical reaction of a human viewer with that of her dog. The wit
depends on this play with ecphrastic convention, and on the juxtapos-
ition of high-style with colloquial language. As often in inscribed epi-
grams, the distinction between the object and the person it represents is
fragile, and like other poems by Nossis, this epigram enacts the blurring
of boundaries between image and reality: after the third-person exegesis
of the opening couplet, the second-person address (g ¢') seems initially
to be directed at Thaumarete herself, until the speaker’s claim about the
reaction of her dog reveals that it must refer to the painting (see Tueller
2008: 168).

1[181] ©avpapitas: the name “Wondrous virtue” is significant in the con-
text of the sexualized description that follows. Mop@av . . . €xel: Inscrip-
tions attached to reliefs and statues sometimes identify the person they
represent in similar terms; e.g. CEG 481.8 ToUTou T&®V T &AAwv v TUTOS
eikov’ Exet, 877.5. 6 mivaf “the painting”; cf. Anyte AP g.605.1. TO
yaUpov “sauciness,” wantonness”; cf. 26n., Eur. Supp. 217 16 yaipov & év
PPETIV KEKTTUEVOL.

2[182] TeU§e: the grammatical subject 6 wiva§ is here treated as if it
were the artist. 76 . .. wpaiov “nubility.” The adjective is regularly
used of both boys and young women at the prime of physical attrac-
tiveness. &ayavoPAepapou: the adjective is borrowed from Ibyc. PMG
288.3—4 & T' &yavoPAépapos TTet|Bc podéorow év &vbeor Bpéyav, where Peitho
is a divine embodiment of sexual desire. The second element here refers
to Thaumarete’s eyes rather than her eyelids (cf. LS] BAépapos 11); the eyes
were treated as the source of sexual desire, imagined as a physical prop-
erty emerging from them.

3—-4[183-4] Dogs are uniquely equipped to recognize their owners (cf. Od.
17.301—2): the representation is so good that even Thaumarete’s dog is
deceived. Greek ecphrases commonly comment on a viewer’s hypothetical
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reaction to a work of art (cf. Goldhill 19g94), sometimes imagining what
the viewer would say about it (cf. 49). The fawning of Thaumarete’s dog
takes the place of a human viewer’s reaction; the humor is enhanced
by the contrast between the colloquialism of oxuAékava and the grand-
ness of déomowav peAdBpwv. The sigmatism and assonance of -or- are strik-
ing. io1doioa: forms of 6pdw are standard in ecphrases, e.g. 58, A.R.
1.765. For -ofoq, cf. 7m. oikoguAaf: attested earlier only at Aesch. Supp.
26, of Zeus. The word is probably elevated in tone, despite its appear-
ance in later prose. oxvdéxkaiva: see 18n. The feminine form is not
elsewhere attested and is perhaps colloquial, though it has analogues in
the names of female animals (e.g. Spakawva, tava); by the end of the fifth
century, dogs were commonly represented as female (cf. Lilja 1976: 5). In
Old Comedy, neologisms ending in -cuva are used for absurd or derisive
effect (Fraenkel 1955: 44-5), sometimes in the mouths of women (Ar.
Lys. 146, Eccles. 713). ueAaBpwv: an epic word, typically used for grand
houses (i.e. “palace”) and thus standing in pointed contrast to the stylistic
level of okuAdkava.

XXXIX. Nossis AP 5.170 (1 GP)

Love is the sweetest of all things. The theme is that of x1v, but instead of
adopting the form of a priamel, the epigram opens in the aphoristic man-
ner of poems in the elegiac corpus (cf. 1-2n., XX introductory n.), and
especially the reflections on £pws in the Theognidea (e.g. Thgn. 1353—4).
The second couplet, however, is a ogpayis identifying the speaker of 1-2
as Nossis herself and attributing to her special knowledge. The poem is a
self-reflexive assertion of Nossis’ place in the poetic tradition. As a whole,
it is an extended reworking of Hes. Th. g6—7 (8 &' &ABios dvTiva Modoa
| pidcovTan” yAukept) of &md oTédpaTos péet alidt) that also incorporates imagery
drawn from Sappho. The point is that Aphrodite’s favor provides Nossis
with special knowledge, and by implication even greater poetic sweetness
than poetry on other themes. In this sense, the epigram locates its speaker
in a tradition of amatory poetry originating with Sappho (cf. esp. fr. 16),
who treats Aphrodite as an ally (fr. 1).

AP 5.170 is sometimes assumed to be the opening poem in a book of
Nossis’ epigrams. It is, however, different in its focus from other extant
poems, and it is impossible to know precisely what position it occupied;
Nossis may well have produced multiple epigram collections. Cillacter AP
5.29 is an obscene parody.

1-2[185-6] “Nothing is sweeter than eros. The things that are a source
of happiness are all secondary. I reject from my mouth even honey.” Line
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1 is a chiastic verse in which initial &8iov oU8év is answered by deltepa
mévta at line end, and Eros and other unspecified alternatives (& &’
éABia) are juxtaposed on opposite sides of the caesura. &S10v oUbEv:
the negative comparison resembles the openings of some individual
Theognidea, e.g. 117 x1p8fHlou &' &vdpds yvivar XaAeTwTEPOV oUBEY, 131-2,
411-12. & 8 SAPia: the relative clause provides the subject. sABia is
commonly used in the Odyssey of the pleasurable gifts of the gods (e.g.
Od. 7.148 8eoi 8APrax Boiev, 8.419). The language mirrors that of Hes. Th.
96 (cf. introductory n.), but & is relative rather than demonstrative, as 8 is
there. SeUuTepa TrévTa: a prosaic idiom (e.g. Arist. fr. 565, p. 348.8—9
Rose &mravta deltepa ToU {nTeiv TOV pdvov émorolvTo). &1rd oTOMATOS IS
used in epic in contexts where song emanates from the mouths of poets
(Hes. Th. 977, HH. 25.5); here it stands as a marker of the speaker’s pref-
erence for erotic over non-erotic subject matter. 8': cf. Introduction sec-
tion g4h(ii). iérTuoa: although the compound amomTiw is often used
metaphorically to express loathing, the simplex is rarely so employed
(cf. Griffith on Soph. Ant. 653); the usage is facilitated by &mwé otépaTos.
The aorist may be used (especially in dramatic contexts) to express the
speaker’s strong approval or disapproval of an action without reference
to past time; cf. Smyth §1937. 6 uéA: honey is the sweetest substance
available to the ancient imagination (cf. Diogen. VI 51), and commonly a
metaphor or comparandum for poetic “sweetness” (e.g. Pi. Olymp. 10.98,
Nem. .77, Ismth. 5.54, [Theocr.] 20.26—7 ¢k oTopdTwv 8¢ | Zppeé por pwvd
YAukepwTépa f) péh knpdd; cf. 141n.). The rejection of it here implies the
superiority of Nossis’ poetry to others’.

3—4[187-8] ToUto Aéyar Nooois: a self-referential ogpayis (cf. Thgn.
19—23) in which ToUTo looks back to the preceding couplet, converting
the opening aphorism into a quotation. Tiva . . . poda “she whom
Aphrodite does not love does not know what sort of flowers roses are.”
The lines continue the allusion to Hes. Th. g6—7 (cf. 1-2n.), but couch
the point in negative terms. They appear to evoke Sappho fr. 55 o0 yap
medéxmis Ppddeov | Toov &k Thepias (cf. 471-2n., Mel. AP 4.1.6): like Sappho,
Nossis has special (poetic) knowledge and ability that other women do
not. Cf. Call. fr. 1.37-8 MoUoa y&p doous iBov 8Bpatt waidas | pf Aok,
ToAloUs ok &méBevto gitous. Tiva: a generalizing relative pronoun (=
fiyvTiva), as occasionally in Hellenistic poetry and later Greek (cf. Pfeiffer
on Call. frr. 75.60 and 191.67), apparently on the analogy of the use of
Tis for 6oTis In indirect questions; it is perhaps a feature of ordinary dis-
course (cf. LS] B.11.d). oUk é@iAnoev: gnomic aorist, lending the claim
the authority of timeless truth. égiAnoev (not -acev) is the expected form
in Doric. knva y': the demonstrative serves the same function as é in
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Hes. Th. g6. xfjvos is a feature of some Doric dialects (cf. Buck §125) and
of Aeolic; it would generally suit the Sapphic flavor. &vBea Troia péda:
the rose is proverbially the most beautiful flower (e.g. Men. Mon. 403,
Rhianus AP 12.58.3—4); the literal point is that someone who has not
experienced the favor of Aphrodite cannot appreciate its superiority to
other good things, but there is also an evocation of the Sapphic associa-
tion of roses with poetry (cf. above).

PERSES

The Anthology preserves nine epigrams attributed to Perses. Of these, one
identifies him as Theban (AP %7.445), another calls him Macedonian (AP
7.487), and the rest offer no ethnic. The name Perses is relatively rare,
and most of its occurrences are clustered in Thessaly and Macedonia. The
geographical designations in the lemmata of the Anthology are not con-
sistently reliable (cf. p. 55, on Anyte), and in the absence of any stylistic
grounds for distinguishing between two homonymous poets, the surviving
epigrams need not be assigned to different men.

One epigram, at least, reveals a possible connection to Thebes. A Delphic
inscription datable to the first half of the g20s (FD 111.1 §56) records the
granting of proxeny to a Theban named Promenes, son of Leontiades,
and to his family, including a son named Leontiades, and descendants. A
Leontiades and a Promenes appear as father and son in xvI11, and though
there is reason to be cautious about assuming they are to be connected
to the Theban father and son (cf. Habicht 1994), Perses may have had
real individuals in mind; even if the pairs are connected, it is impossible
to know whether the Promenes named in the epigram is the man granted
Delphic proxeny, since it was common to call children after their grand-
parents and thus for names to alternate through the generations.

Perses’ style suggests an early date in the development of Greek epi-
gram. In particular, the extant poems more closely resemble inscribed
epigrams than those of many later authors; it has sometimes been thought
that at least some were designed for real-life monuments, though in most
cases even those poems that seem most traditional contain subtle clues
that they are in fact intended as literary fictions rather than for inscription
(cf. Tueller 2008: 58-61). At the level of diction, Perses’ epigrams, like
those of Anyte, frequently use language drawn from Homer, but reapply
it to “ordinary,” fictive individuals instead of heroes.

XL. Perses AP 7.539 (9 GP)

For Theotimus, drowned in a shipwreck. Some archaic and classical epi-
taphs for people who died at sea survive (CEG 132, 143, 166, 466, 544,
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664, Bruss 2005: 88—g6), but the form became disproportionately pop-
ular as a vehicle for experimentation by Hellenistic epigrammatists. The
speaker begins by addressing the deceased, whose body is not present
to hear the words. Such second-person addresses are rare in cenotaphs
for victims of shipwreck (cf. “Anacr.” AP 7.263); occasionally, cenotaphic
epigrams are spoken by the deceased, who is thus simultaneously present
and absent (cf. CEG 166, Asclep. 31).

The opening couplet casts an unflattering light on the victim, who has
brought about his own death through inattention to a basic nautical rule,
well established in the literary tradition from Hesiod on, by embarking
during the winter (cf. 259-60), and his negligence causes the death of
numerous, anonymous crewmates and leads to the suffering of his par-
ents. The Homeric language of the second couplet represents Theotimus’
fatal adventure as an epic voyage, and an allusion to Odysseus’ katabasis
in Odyssey 11 contributes to representing him as a modern-day Odysseus
with marked differences: whereas Odysseus’ crew died through their own
recklessness, Theotimus seems to have caused the death of his étaipor; nor
will he return from the Underworld to his family.

1-2[189—9go0] Theotimus sailed in late October at the time of Arcturus’
evening setting (i.e. the moment in the calendar year when Arcturus
seems to set just after dusk). Arcturus appears as a weather-sign first
in Aratus (745—7). Kidd on Arat. 745 argues that that passage was the
source of Arcturus’ association with storms at sea in poetry (cf. A.R.
2.1098—9, Leon. AP 7.295.5, 7.503.4, Alc. AP 7.495.1), including here,
but the relative chronology is uncertain. kpuepfis fiyao vauTiding “you
set your hand to chilly sailing.” kpuepfis . . . vauTiAins glosses Hes. WD 618
vauTiAing Suomeppétou. kpuepds can be used both metaphorically (“griev-
ous”) and literally of the coldness of death (e.g. “Simon.” AP 7.496.5 &v
TOVTWI KPUEPSS vékus), and it thus doubly suits a fatal sailing expedition in
the early winter.

3—4[191-2] Theotimus’ voyage is described in conspicuously Homeric
terms: cf. introductory n. 1}: 1.e. vauTiAin. TroAuxkAmid1 ... | vni: avar-
iation of the Homeric vni moAukAnid:, with the noun and epithet reversed
and divided between two verses. The epithet has special point: Theotimus’
ship had a large crew, all of whom died at sea. ois étépois “with your
companions.” The phrase ois étdpoiot occurs in this verse-position in epic
(Il. 5.165, 28.5, Od. 1.297, 14.413), but ois is here a second-person rather
than third-person possessive adjective (= oois), as often in Hellenistic
poetry (cf. Call. k. 3.103, A.R. 2.634, 3.140, Theocr. 17.50, Apollon. Dysc.
Pron. p. 109.20-6). fiyayev eis Aidnv: cf. Od. 11.164 pfiTep épt), xperd
pe katfyayev es Aidao. To express the idea “to Hades,” Hellenistic poets
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preferred the accusative with &is, whereas earlier poets preferred the gen-
itive; cf. Magnelli 19g9: 188.

5[193] aiai. . . EUtrolis: for the exclamation expressing the speaker’s sym-
pathy for the mourning of the parents, e.g. 204, CEG 686.1-2.

6[194] keveov ofjpa meproxouevor “embracing your empty tomb,” since
the parents will never again be able to embrace their son (cf. Moero 167-
8n.). The phrase acquires point from the phonetic similarity of ofjua and
odpa (cf. Pl. Gorg. 493a): the tomb replaces the missing body. The phrase
bears a phonetic resemblance to Call. Epigr. 17.4 kevedv ofjua apepxoueda,
where going past a tomb is a more traditional idea.

XLI. Perses AP 7.501 (4 GP)

On Phillis, drowned at sea and washed ashore in a deserted location. The
poem is a second-person address to the deceased. Its first line sets up
expectations that are quickly disappointed. It begins as if it were describ-
ing the moment at which storm winds rolled Phillis from his ship (1
¢¢ekUAhicav) and drowned him, and thus seems initially to be an account
of the loss of his body at sea. By the end of the first couplet, however, the
ferocious winds are revealed to have cast his body ashore (1, 2nn.). The
poem thus plays on real and fictive cenotaphs in which the body of the
deceased has been lost and is now represented only by his tomb. Whereas
in cenotaphs the grave is a stand-in for a dead person whose actual loca-
tion is unknown, here the narrator knows the precise location of Phillis’
body, and addresses it as if it were actually buried. The remote beach
takes the place traditionally occupied by the tomb (cf. 2, 3—4nn.), and the
inaccessible promontory that of the grave stele.

1[195] Cf. Leon. AP 7.273.1-3 Edpou pe Tpnyeia kai aimfheooa kataryis | kai
VU kai Svogepfis kUpaTa Tavducing | EPAay’ "Wpiwvos. EUpou xsaiuépran ...
kataryides: Hes. WD 618-22 warns that winter storm winds are particu-
larly dangerous. A kataryis is a violent blast falling suddenly from above
([Arist.] Mund. 3g95a5—6), and the entire expression thus initially seems
to explain the cause of Phillis’ death at sea; as it turns out, the winds,
whatever their role in his drowning, are here the cause of his beach-
ing. é§exuhicav: the Homeric use of the verb of riders thrown from
chariots (Il. 6.42 = 23.394 & dippoto . . . é€ekulioBn) creates the mistaken
expectation that it refers to Phillis’ ejection from his ship rather than to
the rolling of his corpse in the surf.
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2[196] woAuxAauTwr . . . éw Méwt poignantly evokes ToAukAaUTwt éi
TUuPwt (cited as moAukAaUTtou émi TUuBou by Pl. Phaedr. 264d) in a well-
known archaic epigram (“Homer” or Cleobulus AP 7.153.3) spoken by
a statue on Midas’ tomb: here, the shore of Lesbos must serve as the
final resting place, and while a tomb in a well-visited spot may be “much
lamented” (cf. “Erinna” AP7.712.1-2), lines §—4 reveal that the corpse is
inaccessible. For yupvév, cf. 127-8n. émepévos &xAuv.

3—4[197-8] Cf. Hermesianax fr. 77.54—5 oivnpfit Seipfit kekApévny TaTpida |
NéaPov s elowov, where the shape of the island is similarly depicted via an
anatomical metaphor (“neck”). oivnpfis “wine-producing,” as at Call.
fr. 399.1. The adjective more commonly means “containing wine” (e.g.
Pi. Nem. 10. 43, Hdt. §.6.1) or “(consisting) of wine” (e.g. Eur. IT 163).
The reference to Lesbos’ excellent wine (cf. Archestr. fr. 59.4 with Olson-
Sens’s note) is pathetic: Phillis can no longer enjoy such things. Tap&
opupov “along the shore, coast” (cf. Gow on Theocr. 16.77); the phrase
is used by Homer (/I 4.518, 17.290) in an anatomical sense (“near the
ankle”). aiyilirog . . . Umd Tpémod “you lie under the jutting base,
wet from the sea, of a lofty cliff.” Ancient scholarship took aiyiAy to mean
“steep,” and explained its literal force as either “so high that even a goat
would not leave it” (cf. Z (D) Il g.15) or “so high that even a goat would
not ascend it” (Apoll. Soph. p. 14.81-2). aiyihimos 8¢ | wétpou varies the
Homeric aiyihimos métpns. métpn is the more expected word for a cliff;
although Hellenistic epigrammatists use both it and wétpos of tombstones,
the latter is more commonly applied to graves. The change of form thus
contributes to the larger point: the cliffface takes the place of a tomb-
stone. ahippéxtwt “wetted by the sea” (for the idea, cf. Soph. Ajax
1219 TpSPAn’ &AikAuoTov), rather than by the tears of mourners; the adjec-
tive appears first here. UTrd TrpoTrodi: a TpodTous is a spur of land jutting
from the base of a mountain (Hsch. w3637). The word is rare in poetry,
and may have been chosen here because its derivation from mous suits the
metaphorical use of ogupév: the body lies by the “ankle” of Lesbos, under
the “forefoot” of a cliff. Cf. Samius 772.

XLII. Perses AP 7.730 (7 GP)

On the tomb of Mnasylla. The poem is cast as a question posed by a viewer,
who asks why the painting on the tomb depicts the deceased mourning
the death of her daughter. Questions posed to the tomb or its occupant
occur occasionally in the classical period (cf. CEG 429) and are more fully
developed in dialogue-epigrams of the Hellenistic period.
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The nature of the image emerges slowly and elliptically. The opening
couplet, in which Mnasylla is simultaneously treated as a mourner griev-
ing her daughter (uupopévar koupav) and as the deceased, is explained
in the last verse: she is so depicted because she still mourns in death.
A painted grave stele (Arbanitopoulos 1928: 147—9 with Plate 11) from
Demetrias-Pagasae in Thessaly depicts a scene like that imagined in the
epigram. As the inscribed poem (GVI 1606) accompanying it reveals, it
represents a young woman who has died in childbirth lying on a bed,
mourned by her husband and, at a distance in the background, accompa-
nied by an older woman holding the dead infant (cf. Pollitt 1986: 4, 194).
Here too the body of the deceased is accompanied by a pair of mourners,
Mnasylla and her husband, one in physical proximity, the other a short
distance away.

The handful of extant painted stelae do not allow us to know how
common such scenes were, but the Thessalian example casts light on
the poem’s innovative approach. Although it describes the image on
Mnasylla’s tomb, its focus is on her daughter’s death, which is treated as if
in an epitaph (4-5; cf. e.g. 9, 227); although the attention paid to the grief
of the deceased mother has a parallel in CEG 526, the extent to which it
is developed here is marked; see X introductory n. The shift from present
to aorist in 7-8 obscures the difference between the actual mourning of
Neutima’s parents in the past and its representation on Mnasylla’s tomb.

Unusually, there is consistent enjambment between the pentameters
and the succeeding hexameter, with syntactically necessary enjambment
at both 4-5 and 6—7. The dialect is predominantly Doric, but cf. 4-5n.

1-3[199—201] “Wretched Mnasylla, why for you (7o1), mourning
your child, is there a depiction of Neutima painted even on (your)
tomb?” ypattds . . . TUTos “painted representation”; cf. introduc-
tory n. For tymos of the depiction of the deceased on a tomb, cf. CEG
481.3. ok’ = mot(e). That Neutima’s death is set at an unspecified
past time (cf. CEG 576.3 & oTe . . . xatépbito) emphasizes the continuity
of Mnasylla’s grief. &1o Wuxav épucavTo “tore away her soul” (tmesis),
a variation of Homeric expressions such as &mwé 8updv Aecoev (e.g. Il. 8.90,
cf. Philitas fr. 20.1; cf. Emped. g1 B 138 yxaAkd1 &mwod wuytv &pluoas); Perses
substitutes the Homeric rarity &mwepiw, which occurs (also in tmesis) only
at Od. 14.134 (of the destruction of a corpse) pivov &’ dotedgiv épuoan.

4-5[202-3] oix kat& BAepapwv | &xAur rAnuupouca “as though overflow-
ing with the dark mist (that had been poured) down over her eyes.” The
simile is based on metaphorical Homeric expressions in which a dark
mist pours over the eyes of a dying person (e.g. Il. 5.696, 16.344 xat& &'
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SpBatudV kéXUT &xAUs): TAnuupouca (“overflowing”) develops the image
of the mist as a pourable liquid (cf. kéxut’); katé& PAep&pwv (Il 17.438)
suggests movement, as in the Homeric model. punTpds: the Ionic form
(P) might be explained as suiting the epic flavor of &yootén. &yooTidn
“forearm,” one of the competing senses assigned to this Homeric word by
ancient scholars (cf. = Il. 14.452, Rengakos 1994: 31-2) and taken up by
Hellenistic poets (cf. Theocr. 17.129, Livrea on A.R. 4.1734). Mnasylla
places her arm on her dead daughter as she sits by her side.

6[204] aiai, AproToTéiAng §': see rg3n.

7[205] Se§itepdt xepaAav émepdooaTo: Aristoteles held his head with his
right hand in an expression of mourning. éwep&ooaro (aorist of émpaiopan)
is here “clutched” (e.g. A.R. 4.18) rather than “stroked.” The change in
tense blurs the boundary between the real event in the past (here repre-
sented by the aorist, cf. 8 é§eAdBec®’) and its present representation on the
tomb (cf. 2 #weom1). @ péya Serdoi: cf. 1 Seidaia, Or. Sib. 2.161, Nonn.
Dion. 6.259. The text is uncertain: k(ai) in P’s k" @ is unwelcome and may
reflect a desire to avoid the hiatus before &, but Perses may be follow-
ing Homeric practice, which occasionally allows hiatus before the bucolic
diaeresis (K-B 1.192). Stadtmiiller’s kou is also possible.

8[206] An allusion to Od. 11.553-5 “Ajax, blameless son of Telemon, not
even in death, then, were you bound to forget your anger (oud¢ 8avcv
MoecBon) at me over the terrible armor.” ¢@v: second person plural =
Upetépwv; cf. 192n.

XLIII Perses AP 6.112 (1 GP)

A dedication by brothers of three deer-heads and antlers to Apollo. The
names Leontiades and Promenes coincide with those of a Theban father
and son in an inscription from the end of the fourth century (see above
p- 112); the poem may have been composed to accompany a real dedi-
cation, but it is uncertain that it was, or that it celebrates a real hunting
expedition. Epigrams allegedly recording the dedication of antlers to
Apollo at Delphi are attributed to Alexander the Great (Ael. NA 10.40)
and to Nicocreon, king of Cypriote Salamis in the late fourth century
(Ael. NA 11.40); literary epigrams recording similar dedications include
Leon. AP 6.110, Antip. AP 6.111; cf. cxxx111. Mt. Maenalus is a conven-
tional haunt of wild beasts in Hellenistic poetry (e.g. Call. k. §.88-9, A.R.
1.168); that the deer were killed there could be a literary fiction as easily
as a reflection of reality.
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The diction is heavily indebted to epic and implicitly assimilates
Leontiades’ sons to Homeric heroes.

1-2[207-8] Tpels . . . kepadai: dedicated objects named in the nom-
inative are relatively rare in the inscriptional record (CEG ggo, 822,
830.8). &paTor “amazing” (Suda a4564; cf. Pi. Nem. 1.47), an exten-
sion of the literal meaning “unmentioned, unspoken” (Hes. Op. 3),
and thus “unspeakable.” Before the Hellenistic period, the adjective is
mostly restricted to lyric, and it is probably elevated in tone (cf. Bulloch
on Call. A. 5.77). The epigrams attached to dedications by Alexander
and Nicocreon (above, introductory n.) both emphasize the extraor-
dinary character of the horns (Ael. NA 10.40 xpfju& 11 otuéviov, 11.40
TeTPpaKEPWY). kepaeaotv “with respect to their antlers”; cf. HHMerc. 192
(cows) mdaoas kepdeoowv ENMKTES. U’ aiffoucais: i.e. in the portico of
Apollo’s temple. The phrase is a variation of the Homeric U’ aiffouon,
used in this verse-position at Od. $.399, 7.345, 20.176. aykelvral
“have been dedicated” (< &véakewTat), e.g. CEG 822.1, Theocr. 10.33 with
Gow’s note.

3[209] éov “killed” (e.g. Il 16.697); cf. the epigram ap. Ael. NA 11.40
ofis évekev, AnTols TofoAkéTa kolp', émvoias | THVS' EAe Nikokpéwy TeTpdxepwy
EAagov. €§ irrev “on horseback,” as e.g. App. BC2.10.70 oi pév £§ imrmay,
oi 8¢ weloi; &wd is more commonly used in this context. Perses varies the
meaning of the expression in Homer, where it always refers to dismounting
or falling from a chariot; e.g. 1. 7.16 & immwv xauddis wéoe, 11.94 &§ immwy
KATETTAAPEVOS. Tyvyepén xépet: incurably corrupt, but perhaps masking
the name of a third son of Leontiades. The line end Acitoxés Te resem-
bles Homeric expressions such as 7. 17.978 Opacuundng Avtidoxds te, Od.
11.23, 12.195, 15.248, in all of which two proper names are conjoined.
The existence of a third brother would explain why three heads have
been dedicated. Attempts to preserve a form of xeip are less satisfactory
(oBevapit xepi Salmasius, yupviit xepi Hiller von Gaertringen).

XLIV. Perses AP 6.272 (2 GP)

A dedication of clothing to Artemis by a woman who survived a difficult
labor. Greek women often dedicated textiles to Artemis to celebrate
childbirth (X Call. A. 1.77) and other important transitional moments
(Cole 1998); sanctuary inventories, especially at Brauron, list numerous
items of clothing, including belts (cf. IG 11* 1514.15 {®ux) and a variety
of finely wrought linen. Some such dedications may have been marked
by epigrams (perhaps embroidered; cf. IG 11* 1514.8—9), but this poem is
probably a fiction.
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The poem hasaform common in inscribed dedicatory epigram: oo1/to1 +
address of divine recipient (vocative) + dedicator (nominative) + Tifnu +
dedicated item(s) in the accusative. Lines 1—2 name the divine recipient
and list the dedicated items in a tricolon of ascending length (a common
Homeric structure), of which the last element is a high-style description
of an intimate garment; two of the items appear together as part of a war-
rior’s armor in Homer (1-2n.), and the lines gain point from the appli-
cation of Homeric language to a feminized context (cf. 1 &vBepdevta, 2
mepimAopévav). Lines 3—4 name the dedicator and explain the gift.

The poem appears to be the model for Leon. AP6.202.

1-2[211-12] Cf. Il 4.216, where {®pa and pitpn are the loin-cloth and
bronze waist-guard worn by Menelaus. {dpa ... xumracow: (dua, here
equivalent to {cvn, refers to a girdle or belt worn around a woman’s waist.
A xUmraoois is a chiton used by both sexes (cf. Hecat. FGrH 1 F 284; Hippon.
fr. 32.4; Aesch. fr. dub. **473), though ancient lexicographers disagreed
about whether it was a male or female garment (Harpocr. kg6). It is asso-
ciated with the East and with Asiatic luxury (Hecat. loc. cit., Diotimus AP
6.358.1-2). {wpaTta and kutdooides are juxtaposed at Alc. fr. 140.13. )
Aatwi: vocative of Aatwis “daughter of Leto,” i.e. Artemis, here invoked as
goddess of childbirth (cf. Eur. Hipp. 166, [Theocr.] 277.2g—g0, Cole 19g8).
The adjective appears first in Hellenistic poetry in place of traditional epi-
thets such as Antoyéveia, Antoyeviis, Antana. avBeuoeva: either “brightly
colored” (cf. LS]) or “decorated with (images of) flowers” (cf. Asclep. 4.2
{coviov €€ avBéwv Troikidov with Sens’s note). The adjective sometimes has the
literal sense “flowery” in Homer, but ancient scholars debated whether its
meaning in passages describing metallic objects was “intended for dedica-
tion” (as if from &vatibnw), “bright, shining,” or “variegated.” MiTpav
“breast-band,” a sense first attested in Hellenistic poetry (e.g. Call. Epigr.
38.3—4 uitpny | ) paoTous ¢piAnoe, A.R. §.867); more commonly synonymous
with {&pa. MaoTols oPIyKT& TrepirAopévay “tightly (ogiyxTd) encircling
her breasts,” i.e. wrapped around her torso to support her breasts. The
phrase explains the function of the item, not its current state. ep1mAdpevos
1s an epic word. ogrykTd is adverbial neuter plural.

g[213] 8axaTo: an epic (e.g. Il. 10.41) equivalent to &BeTo.

3-4[213-14] Suowdivolo yevibhas | &pyadéov ... Papos “grievous misery
of an ill-labored birth.” B&pos, “misery, burden,” suggests the weight of
pregnancy. ducwdivos, a hapax, implies not merely a painful labor, but one
that could have ended disastrously. SexaTwr unvi: i.e. at the conclu-
sion of a normal pregnancy. uyotoa: surviving childbirth; cf. Leon.
AP 6.200.1 mTikp&v &8va puyoloa.
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PHALAECUS

Five epigrams are attributed to Phalaecus. His use of non-elegiac meters
suggests a floruit early in the Hellenistic period. Why his name was given
to the so-called “Phalaecian” hendecasyllable, an archaic meter used by
other early third-century epigrammatists as well, is unclear: possibly he
was the first to use it in epigrams or in stichic form (cf. Xxcv). A terminus
post quem is suggested by the probability that the honorand of AP 13.6 was
Lycon of Scarphe, who was a comic actor twice victorious at the Lenaea in
the mid-fourth century (/G 11* 2925.195); he accompanied Alexander on
his expeditions (Plut. Mor. 334€), and performed at the mass marriage at
Susa (Chares FGrH 125 F4).

XLV. Phalaecus AP 13.27 (4 GP)

On Phocus, lost at sea. The poem comprises two four-line stanzas in which
an Archilochian is followed by an iambic trimeter and then a hexameter
is followed by another iambic trimeter. This metrical form is a variation of
the more common epodic alternation of hexameters and trimeters. The
Archilochian consists of four dactylic feet followed by a trochaic tetrapody
(m22 —ww_w_wv _ _ —x), Itis rhythmically close to the the hexameter
in that both have the same first four feet, and the adonic with which the
hexameter ends can be converted to a trochaic tripody by adding a single
heavy syllable (- . — « — x as opposed to — =< — x); the first and third verses
are thus related. The two stanzas focus respectively on Phocus’ death
abroad (1—4) and on his burial and his mother’s grief at home (5-8); the
contrast is highlighted by the identical relative positions of émi eivi and év
Tatépwy in their verses. The structure of the poem, which opens with the
narrator telling how Phocus died and ends with his mother recounting the
same event, creates a parallelism between the omniscient narrator and the
grieving parent, whose name, Promethis (“Foreknowing”), perhaps sug-
gests her own special knowledge; the parallelism is reinforced by the recur-
rence of &mégbito in 1 and 8 and by the ambiguous focalization of 7 aiai.

1[215] ®axos (“seal”) is well attested as a name, but ironic of a drowned
man. émri §eivmi: the noun to be supplied is ordinarily yfi (as in e.g.
372), but the subsequent account of the death reveals the meaning to be
only that Phocus was not in his homeland rather than that he was “in” a
foreign land when he perished.

1-2[215-16] pédarva | vels: varying, by verse-position and morphology,
the Homeric formulas péAavan vijes, vni peAaivm, etc.; veUs is an Ionic form
of the nominative singular (Ionic vnus, Attic vais) elsewhere attested only
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in the lexicographical tradition. oU8’ Umefnvakev “did not escape,”
probably evoking a disputed meaning of Umekgépw at Il 22.202, where
Aristarchus favored «fipas Ume§épepev rather than vulgate xfjpas Umegépuyev
(cf. Hdt. 4.125.1). é5éfato “tolerated,” “endured,” with the wave rep-
resented as an attacking force (cf. Thuc. 4.126.6 Tois . . . TH Tp>TNY EQodOV
de€auévors).

4[218] pim1 NéTou: the expression resembles [Theocr.] 25.90-1, of clouds,
EAauvdpeva TpoTépwoe | HE NoTowo Pim At Opmikds Bopéao: cf. Il 16.213,
29.713 Blas avépcwv. mphoavtos éox&aTnv &Aa “raised the sea from its
depths (¢ox&Tny).” Tmiuwpnu typically means “blow out,” of sails and the
like, but the cognate wpnotrp is used of typhoons and violent thunder-
storms at sea (cf. West on Hes. Th. 846); cf. wpficow at A.R. 4.1587-8

TpnooovTos &NTew | &p TéAayos voTioto.

5[219] TUppou . . . A&xev: cf. 566n. év maTtépwv “in <the land> of his
ancestors.”

6[220] Auypfit épwvifi: probably a gloss on the halcyon (cf. SGO
05/01/44.7-8 pftnp &' f dloTnvos d8UpeTan oi& Tis &kTais | &Akuovis yoepos
Saxpuot pupopéva, A.R. 4.362-3 Auypfiiow . . . &Akudveoor), whose associa-
tion with grief derives from the mourning of Alcyone, transformed into
a halcyon after her husband Ceyx drowned at sea. The hiatus is unusual
but has antecedents in epic hexameters; cf. Il. 10.277 xoipe 8¢ Té1 Spnif’
‘O8uoels, 23.857 TUxM SpviBos. ToTHoV eikéAn: i.e. they shared the loss
of a loved one at sea.

7[221] aiai may be understood as a parenthetic expression of grief by
the speaker, as often in epigram (193n., CEG 556.1, 686.1), or as an
internal accusative with kwkuer (“she cries aiai for her child”); the gram-
matical ambiguity blurs the distinction between the speaker’s voice and
that of the grieving mother. kwkue: the uox propria for high-pitched
female lamentation. téov yovov “her son”; the expression occurs once
in Homer (Od. 1.216), in a different sense (“his paternity”). flMaTa
wa&vra: a Homeric tag (e.g. Il. 8.539, 12.133).

8[222] “. . . saying how her prematurely deceased son died.” Like the
narrator of the poem, the mother, perhaps implausibly, knows the details
of her son’s death.

PHILITAS

Philitas (or Philetas) of Cos was a scholar and poet of the generation
that included Asclepiades (cf. Theocr. 7.40), Aratus, Alexander Aetolus,
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and Menander; he is said to have tutored Ptolemy II Philadelphus and
Zenodotus. The influence he exerted on subsequent Hellenistic writers is
reflected in his treatment as a model poet in the prologue to Callimachus’
Aetia (fr. 1.9—12 with schol. Flor. ad loc.) and in Theocritus’ seventh idyll
(37—41); cf. Lxxx11. The exiguous fragments of his poetry include part
of a hexameter narrative (Hermes) and an elegy (Demeter). These rework
earlier poetry, especially the Homeric epics, in creative ways, and show an
interest in lexical rarities that finds a parallel in Philitas’ scholarly writings,
including the "AtaxTtot Md&oow (a collection and discussion of unusual
words) and, apparently, a work called the Hermeneia (see Dettori 2000).
The existence of epigrams by him is attested by the Suda (¢342) and by
Stobaeus (4.17.5, 56.11), but none appears in the Anthology (though two
poems attributed to “Philitas of Samos” do); Meleager does not mention
him in his preface and may not have known a collection of his work (cf.
Sbardella 2000: 49-52, Spanoudakis 2002: g27-8).

XLVI. Philitas 13 Shardella (3 GP [vv. 1-2])

A dialogue between a dead man and a friend who refuses to mourn a
life well lived. The two couplets are cited separately but in succession by
Stobaeus, who attributes the first to Philitas’ Paegnia (of which he also
quotes another fragment, 12 Sbardella), the second to his Epigrams. In the
first, the dead man requests a traditional response to news of his death;
in the second, the passerby responds by refusing to lament him. That
the couplets belong to the same work is suggested by close verbal and
thematic correspondences (1 ¢k Bupol ~ g eiAaitate, 1 pe ~ § og, 1 kKAadoa
~ g oU kAaiw), by the identical metrical shape of the hexameters, and by
Euphorion’s apparent reworking of the epigram (fr. 22). Apart from
one relatively rare form (cf. §—4n.), the poem lacks recherché diction.
Instead, its point depends on the play with epigrammatic conventions and
on the characterization of the speakers, especially the passerby, a scrupu-
lous man who offers thoughtful consolation instead of lamentation.

1[223] éx BupoU “from your heart, sincerely,” suggesting strong affection
(e.g. Il. 9.34% éx BupoU pikeov).

1-2[223—4] xAaboar . . . | eimwely, pepvijodan: infinitives used as impera-
tives have a solemn tone (cf. Smyth §2013). The emotional, practical,
and intellectual responses requested by the dead man are conventional
in epigrams and elsewhere (e.g. Sol. fr. 21), and constitute a sequence
moving from immediate lamentation to lasting remembrance. T&
péTpia “in moderation,” an adverbial usage common in prose but not
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verse. Solon allegedly limited excessive displays of grief (Plut. Sol. 12.5),
and moderate mourning was treated as an ideal, even if it was not always
maintained in reality; cf. Eur. fr. 46, Antiph. 54.1. T Trpoonvés “a kind
word.” oUkiT' é6vTog O6udds “(remember) me, dead, in the same way
(6pcds) (as if I were alive)”; cf. AR. 1.896 pvceo ptyy, &mrecov ep duds kai
véoTipos. The expression has a Homeric antecedent at Il. 22.384 “ExTopos
OUKET EbdvTOS.

3—4[225—6] The speaker rejects the request for lamentation, but implicitly
fulfills the dead man’s wish that he respond in a consolatory and commem-
orative way. That life contains a mixture of good and bad is commonplace
(e.g. Il. 24.527-33, Call. fr. 298 = Hecale fr. 115 with Hollis’ note); the
point is that the deceased, having lived a life with many blessings, does
not merit grief. More commonly, the speaker of an epitaph urges the
reader not to lament at all (cf. Lattimore 1942: 217-20). §eivoov . . .
¢AaitaTte: addressed to the dead man, the apostrophe reverses the
usual address of the imagined passerby as §eivos (cf. CEG 597.1, IMEGR
5.11—12); cf. Call. L1 introductory n. The speaker’s refusal to mourn is
not due to a lack of fondness. giAaitate is a rare superlative of ¢idos, first
attested in fourth-century Attic prose (Xen. HG 7.3.8), and subsequently
in Hellenistic poetry at Theocr. 7.98, Pos. 61.5 AB. Eyvws “you expe-
rienced”; e.g. GVI 861.2, IGUR 111 1243.4. kaA&, kaxk@v: an emphatic
juxtaposition encompassing the range of human experiences. poipav
“(just) portion”; contrast, €.g., Asclep. 42 &uoipos &Bovéav.

SIM (M)IAS

Sim (m)ias of Rhodes lived early in the Hellenistic period, though his pre-
cise dates are uncertain. According to Hephaestion (p. 31.4 Consbruch),
he used the choriambic hexameter before Philicus, who was active no
later than the early 270s (cf. Ath. 5.198c). On the other hand, the numer-
ous points of contact between Simias’ and Anyte’s epigrams seem most
plausibly explained as the product of his reworking of Anyte, and if this
is so, he will have been active not much earlier than the first or second
decade of the third century.

The Suda (0431), in an entry contaminated with information pertain-
ing to Semonides of Amorgos, reports that Simias was a grammarian
who produced three books on rare words and four books of poems of
various sorts. Three pattern-poems in which the physical layout of the
verses iconically represents the subject matter are attributed to him (Axe,
Wings, and Egg); on these see, e.g., Strodel 2002, Luz 2010, Kwapisz 2013,
Pappas 2013. Also extant are scanty fragments of poems entitled Apollo,
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Months, and Gorgo(n). Of the seven surviving epigrams to which his name
is attached in the Anthology, two (AP7.21, XLvIII) are ascribed to Simmias
of Thebes, and may be by a different poet; another (XLvir) is assigned to
him, to Simonides, or to Samius.

Simias’ diction includes elements drawn from a range of genres and
stylistic levels. His poems engage in a learned manner with Homeric dic-
tion but also use un-Homeric words, especially compound epithets char-
acteristic of lyric and dramatic poetry; when he uses a Homeric phrase, he
often varies it, sometimes by substituting for one or more of its elements
language drawn from other literary traditions. His use of Homeric rarities
matches his scholarly interest in glosses.

XLVII. Simias, “Simonides,” or Samius AP 7.647 (Simias 7 GP)

The last words of the dying Gorgo. The poem shares a number of points
of contact with Anyte 111. Anyte’s Tepi xeipe Batoloa, alluding to Odysseus’
last encounter with his mother in the Underworld, seems less likely to
have been generated by &épas xepoiv épamtapéva here than the other way
around, and Reitzenstein (1893: 129) is probably correct to think that
the epigram is a response to Anyte’s. The poet has made the internal
addressee the girl’s mother rather than her father and has changed the
focus of her final words.

The authorship of the epigram is variously given in the Anthology and
remains uncertain. The Corrector attributes it to Simonides or to Simias,
while Pl assigns it to Samius. Athenaeus 11.491c reports that Simias was
the author of a work entitled Gorgo (called Gorgon at = Eur. Andr. 14),
whose existence could have led a reader falsely to ascribe the epigram to
him.

The manuscripts diverge on the dialect coloring, with P favoring Ionic
forms in n and Pl generally preserving a, but the coloring throughout was
most likely Doric, perhaps on the model of Anyte’s poem.

1-2[227-8] The lines seem to rework 9. akpudtooa . . . épamrrouéva varies
Anyte’s epi xeipe Baroboq; the feminine participle at pentameter end picks
up d&kpuot Aeifopéva in the equivalent position in Anyte’s poem, while the
content of that phrase is expressed via the adjective dokpudecoa at the
opening of the verse. T&8 Eertre: 168 Earre appears in this verse-position
in Homer (Od. 16.356, 23.273); cf. Sens on Theocr. 22.153. TroTi:
Doric = mpés. 8épas: genitive of dépa (epic depny), “neck.”
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3—4[229-30] Whereas Anyte’s dying Erato focuses on her own condition,
Gorgo expresses concern for the fate of her parents. aub pévors: the
phrase is an adaptation of the epic line opening adf: pévwv (etc.); e.g. Il
1.492, 10.410. aub “here” implies “among the living” (e.g. Ar. Frogs 89

¢vtaiba). éi Awiovt poipar “with better fortune.” The same expres-
sion occurs in a third-century funerary epigram from Egypt (IMEGR
28.7-8) & émi Adiovt piv poipmi vopeny Tis &yorto | TolaUTnvde. Tékolg

. . kadepéva: Gorgo is apparently an only child; cf. A.R. 1.97-8 ou pév
8T &Mous | yfpaos ulas Exev ProToid Te kndepoviias. The elderly depended
on their grown children for care, and the loss of this support is regularly
cited as an additional source of pain to parents who have lost children
(e.g. Eur. Alc. 662-5, Med. 1032—5, Hec. 430). oMt ynpai: a con-
ventional collocation in elegy, lyric, and tragedy (e.g. Thgn. 174, Pi. Isthm.
6.15, Bacchyl. 3.88—g, Eur. Supp. 170, Ion 700). kadepova “carer” (LS]
2). The noun is commonly used of those who care for the bodies of the
dead (cf. Il. 24.163, 6774), and its use highlights the reversal of the natural
order, a common theme in epitaphs for young people: Gorgo’s parents
will have to play the role of kndeucov for her rather than the other way
around.

XLVIII. Simias AP 7.22 (5 GP)

The speaker hopes that ivy, roses, and grapevines will grace the tomb of
Sophocles. Fictive epitaphs for famous poets of the Archaic and Classical
periods became popular in the Hellenistic period (cf. Gabathuler 1937,
Rossi 2001: 81-102; for an inscribed analogue, cf. CEG 578). These
often attribute to their honorands qualities that their authors sought in
their own work (cf. Sens 2003): here Simias emphasizes the sweetness
and learning of Sophocles’ poetry (cf. 5—6n.). The poem opens with a
direct address to ivy that plays on the sepulchral convention in which the
speaker of the inscription appeals to passersby not to neglect or mistreat
the tomb; the language of the opening couplet suggests that the plant
should play the part of mourner.

Both this epigram and AP 7.21 are ascribed, probably falsely, to Simias
of Thebes, a follower of Socrates. AP7.21 too associates Sophocles with ivy,
although there the connection between the plant and the crown awarded
to victorious tragedians is made explicit. Other epigrams on Sophocles
include Diosc. AP7.37, Eryc. AP7.46 and adesp. AP 7.20.

1-2[231-2] The wish for ivy and other plants to flourish on the tombs
of poets was conventional in epigram, perhaps via the connection
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between garlands and victories in poetic competitions (cf. CEG 578.9—
10, Luck 1956: 279-82, Rossi 2001: 100-1), including the Athenian
dramatic festivals (cf. Pickard-Cambridge 1968: g8); the presence of
ivy on the tomb would be a mark of Dionysus’ favor and of Sophocles’
status as a tragic poet. npén’ . . . Apépa “gently,” so as not to disturb
the occupant of the tomb; cf. 135 &tpéua. The repetition suggests the
speaker’s urgency. gptrufois “creep slowly.” épmiulw is a Homeric verb
closely associated with contexts involving grief (cf. Il. 23.234-5, Od.
13.220) and thus especially appropriate here. XAogpoUs éxTrpoxéwv
TrAok&uous is multivalent. Most obviously “pouring forth green hair” is
“growing an abundance of leaves”; cf. Nic. Ther. 658 tpoxefv & &mexevarto
xaitnv. TAdkauos is less commonly used of foliage than képn and yxaitn;
cf. Anacreont. 41.6. At the same time, in a literal sense to pour out one’s
hair is to leave it unbound (cf. 584, Call. A. 6.5 kaTexevato xaiTnv), an
act often signifying mourning (cf. Richardson on HHDem. 41). The
participle may also evoke the commonplace use of xéw of tears (cf. Il
1.357, etc. daxpu Xéwv, A.R. g.1118-19 mpoxéousa . . . | Baxpua), for
which xAoepds/xAwpds is sometimes an epithet (cf. Anyte ron., Diosc. AP
7.31.4 XAwpov . . . dakpu xéas).

3[233] wétadov “flower(s)” (singular for plural); cf. Eur. Jon 889, Mosch.
2.67. wavtm “everywhere.” Phoppwf “grape-loving,” i.e. “producing
many grapes”; cf. LS] p&of B, Zonas AP 6.22.3 wukvéppwya. The adjec-
tive, a hapax, occupies the standard verse-position of the (etymologically
unrelated) Homeric &méppwé, “broken off, sheer.”

4[234) autredos . . . xevapévn: like ivy, the vine was intimately linked with
Dionysus (e.g. HHDion. 39—41). The carefully balanced, chiastic struc-
ture of this line, in which an adverb meaning “all around” is itself framed
by two noun-adjective pairs (noun A-adjective B-adverb—noun B—par-
ticiple A) mirrors the twining of a vine. Uyp& “pliant.” KAnpaTa
“vines.” xevapévn “pouring forth,” with the implication of great abun-
dance. The middle voice of the uncompounded verb varies the similar use
of the compound éxmpoyéwv in the active (2).

5[235] ebpuabing: usually “ability to learn, docility” but here approximating
to “learnedness” (cf., in a programmatic context, Mel. AP 12.257.8). The
wisdom of the deceased is commonplace in epitaphs, but here also reflects
the values of the scholar-poet Simias. mvuTéPpovos “wise-minded,”
first attested here. pehixpds: Hellenistic poets frequently use the adjec-
tive of poetry and poets they admire (cf. Call 323-5n.); and sweetness was
specifically attributed to Sophocles and his work (cf. T 108-14 Radt).
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5—6[235-6] fiv . . . | fioknoev “which he practiced”; cf. LS] doxéw 11.2.
The verb occurs frequently in funerary contexts, e.g. CEG 553.3, 585.1
owWPPOoUVNY HHoKOV &PETNY Te. Moucdv . . . kai Xapitwv: the Muses and
the Graces were sometimes associated as goddesses of poetry, cf. Eur. HF
673—5 ol Tatoopar T&s X&pitas | Tais MoUoaiow ouykaTtayei|yvus, HidioTav
ouluyiav. aumya “together with,” here unusually governing a genitive
rather than a dative. For the poet’s collaboration with the goddesses, cf.
Asclep. 32.4 Sens 16 §uvdv Mouodv ypdupa kai Avtipdyou, adesp. AP?7.12.6,
Crinag. APg. 513.

XLIX. Simias AP 7.203 (1 GP)

An epitaph for a dead partridge. The epigram resembles Anyte’s for dead
animals (cf. 1n.), but here the twist is that the bird had, in life, been used as
a decoy to attract others of its kind (cf. Arist. Hist. anim. 614a10, 560b15,
Ael. NA 4.16, Xen. Mem. 2.1.4). Some of the point derives from the initial
ambiguity of &ypéta, which could refer either to a hunting decoy or to a
bird living in the countryside, as partridges do. The allusion to the decep-
tive song of the Sirens (2) provides some hint of the bird’s function, made
explicit first in g, where it is assimilated to a human fowler. Several other
phrases evoke Homeric scenes of hunting (cf. 1, gnn.).

1[237%7] oUkémi: cf. Anyte AP 7.202 (for a rooster), 215 (a beached dol-
phin), which similarly open with the adverb; that the dead person will
no longer be able to do what he or she once did is an epitaphic com-
monplace (e.g. CEG 680.5 [o]UkéTi Tav aPpéTauda warpav cav ‘Eotrep[id’]
dymni). av’ UAfjev Spiog: a variation of the Homeric xé&pov &v' UAfeve’,
used in the context of a hunting simile at Il. 10.460—2. For the com-
mon x&pov, Simias substitutes a Homeric hapax, the neuter noun 3piog
“thicket” (cf. Od. 14.353). The noun is semantically obscure and is thus
glossed with multiple adjectives; cf. Sistakou 2007: g9g5. eUokiov: an
un-Homeric word (cf. Homeric okioeis), first in Pindar (Pyth. 11.21) and
Euripides (fr. 495.36). aypoTa: the sole Homeric occurrence of the
word is in a simile comparing the weeping of Telemachus and Odysseus to
geese or vultures whose young have been taken by &ypétar (Od. 16.216-
18). It may mean either “woodsman” or “hunter” (cf. Fraenkel 1910-20:
1.57), and ancient critics debated its Homeric sense (cf. Sistakou 2007:
395); only with 8npeUewv in the third verse does it become clear that the
latter meaning is operative.

2[288] ieis: alternative thematic form of the second person singular pres-
ent indicative active of inum (Smyth §746b). yiflpuv &ré oTopdTwV: A
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rewriting of the Sirens’ attempt to waylay Odysseus by claiming that no
sailor has yet passed by without hearing their song (Od. 12.187 mpiv y’
fuéwv peAiynpuv &md oTopdTwy 8T dkolUoar). Like theirs, the partridge’s
song is deceptive and destructive. The plural gTop&Twy is appropriate for
the Sirens, but here a poetic equivalent to the singular.

3[239] fnpevwv: cf. 1n. For the representation of the decoy as an active
hunter, cf. Arist. Hist. anim. 614a10. PaAloUs ouvounAikas: the com-
mon rock partridge (Alectoris graeca) is a slate grey bird with a black out-
line around its white throat and with black and white bars on its wings,
but its chicks are spotted. cuvopijhi§ is attested first here; the expression
EUv dunAikt occupies the same verse-position at Thgn. 106g. The intensify-
ing prefix ouv- suggests a solidarity violated by the decoy’s perfidy. v
voudt UAng varies Od. 10.159 ék vopoU UAns, of the woods from which a deer
ultimately killed by Odysseus emerges.

4[240] Animalsare sometimesrepresented asappearing in the Underworld
(e.g. Od. 11.572-5), but the language here is typical of inscribed epitaphs
and represents the partridge’s death in markedly human terms. A similar
effect occurs in Anyte AP 7.190.3—4; cf. Catull. g3.11-14. Qixeo yap:
similar explanatory expressions are common in inscribed epigrams, e.g.
CEG 575.3—4 cU yap . . . | driyou. TrupGTay . .. 686v “on the final road,”
a common metaphor for death in Hellenistic inscriptions and in the
Anthology. eis 'Axépovtos “to (the house of) Acheron.” The genitive
is used by analogy with the more common &is Aidov, and is not dependent
on 686v. Acheron, originally a body of water in the Underworld, stands
by metonymy for the Underworld itself already in the fifth century (e.g.
Soph. Ant. 812; CEG 119.2), but here the construction (eis + genitive of
person) points to the personified god Hades.

CALLIMACHUS

Callimachus was the most prolific and influential Hellenistic poet. His
style and manner are often viewed as coterminous with an “Alexandrian”
or more broadly “Hellenistic” approach to poetic composition; such views
oversimplify the diversity of Hellenistic poetry, but they reflect his impor-
tance in the canon. Internal evidence shows that he was born in Cyrene
but was associated with Ptolemaic Alexandria from at least the late 270s
through the mid 240s. In addition to being one of the more creative poets
of antiquity, he was a prodigious scholar, whose prose treatises included
work on contests, birds, winds, rivers, unusual words, the foundations
of islands and cities, barbarian customs, and wonders of the world; his
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Pinakes were an organized account of books held in the Library, includ-
ing a quotation of the first line of each (cf. Blum 1991, Krevans 2004).
This scholarship was reflected in his verse, which included a collection
of six hymns, a hexameter epic called the Hecale, a collection of Iambi,
elegies, and lyric poems on various topics. These sophisticated and witty
works experimented in innovative ways with voice and with the traditional
features of inherited forms. They included numerous rare glosses, fre-
quently referred to obscure places, rites, and customs, and used language
in ways that reflected contemporary scholarly debates, especially about
the text and interpretation of the Homeric epics. His metrical technique
was highly refined: cf. Introduction section 4h.

More than sixty epigrams survive. In one (Epigr. 35), Callimachus
seems to distinguish his serious poetry (&oid7) from his lighthearted,
sympotic compositions, a group that probably includes epigram. In fact,
Callimachus’ epigrams differ somewhat from many other of his poems
in the deceptive simplicity of their language. They contain relatively few
obscure and unusual words and glosses; their word order is generally
straightforward; they rarely refer to obscure myths and rituals, matters
of scholarly controversy, or specific passages of Homeric epic. Their rela-
tively simple diction and syntax, however, belie the interpretative ques-
tions they pose. Indeed, several epigrams that call attention to the act of
interpretation may be read as reflecting on the hermeneutical challenges
facing the reader: in these, the speaker moves from self-proclaimed ignor-
ance or intellectual uncertainty to understanding or confidence (cf. Lx11,
LXVI introductory nn.).

L. Callimachus AP 7.517 (20 Pf., 32 GP)

The tragedy befalling the house of Aristippus. The poem consists of a
vivid narrative in which the death of Melanippus leads to the suicide of
his unmarried sister and to the grief of the household and the wider
Cyrenaean community. The sequence is underscored by the repetition
of forms of (¢0)opdw in the identical position in the second and third
pentameters: first the house witnesses the father’s losses, and then Cyrene
witnesses the house’s bereavement.

The name Melanippus appears on coinage from Cyrene from ca. 3§25
BCE, as does that of Aristippus some time later. The poem is, however,
a literary exercise that plays on the generic conventions of epitaphs. Its
content evokes tragic messenger speeches reporting the desolation of a
household by a succession of disasters, all occurring within a single day.
The linking of individual couplets by enjambment reinforces the impres-
sion of cascading misfortunes culminating in the grief of the entire city.
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Basilo’s suicidal anguish at the loss of her brother may reflect the ideo-
logical importance of sisterly affection during and after the reign of
Ptolemy II Philadelphus and his sister-wife Arsinoe, especially given the
royal associations of the dead girl’s name. On this poem, see Ambuhl 2002.

1-2[241-2] fi&d101 . . . Aediou 8t | Suopévou: the delimitation of the disas-
ter by the rise and setting of the sun evokes the fopos that a single day is
sufficient to convert a person’s fortune from good to ill (e.g. Soph. EL
1148-50). n@101 Mehavitrrov: the juxtaposition of the dead man'’s
name and the adjective is pointed, since the horses of Dawn were conven-
tionally white, those of Night black (cf. Aesch. fr. 69.6-7). é0&TrTopev:
the imperfect tense creates vividness, as at Call. AP 7.519.9 T&1 éTépau
KAaUoavTes E8&mTopev, Pos. 46.6, 61.5 AB. BaociAw: a rare name
whose implication of royalty may suggest that the family’s status was ele-
vated. mapevikn: cf. 11, 1V introductory nn. Basilo’s death before mar-
riage and child-bearing augments the misfortune.

3[243] aUtoxepi “by her own hand.” &deAgeov: the special grief engen-
dered by the loss of a brother finds models at e.g. Soph. Ant. go4—15, Hdt.
3.119.3-6. év mupi Beioa: < Il 5.215 év Tupi Beinv.

5—-6[245-6] Kupnvn | t&oa . . . 6pov: for the grief of the community, e.g.
CEG 10.10 &vdpas ptv woNis (8¢ TobeT kai 87j[pos 'EpexBéos], 643.4 mévBos Exer
mdoa wéMs, IMEGR 67.7 w[&]oa . .. obdv otevdynoe ToAis Bapukadéa TOTuOY,
Pos. o AB. kathenoev, “hung its head,” is here unusually applied to
the city-state itself. Xfipov i8oloa 8opov “seeing the house bereft of
children”; cf. 4 oikog éo¢eide kaxév. The phrase resembles Antim. fr. 134
xnphiov oikov, where Hesychius (x415) glosses the otherwise unattested
by-form of the adjective as “childless”; cf. Eur. Alc. 862 yfipwv peAdBpwv,
of a house bereft of its mistress. The extension of the word from widows
to other members of the community is analogous to the development
of dpgavds, which is applied to parents and others as well as to orphaned
children.

LI Callimachus AP 7.80 (2 Pf., 34 GP)

A remembrance of the speaker’s friend, the poet Heraclitus (cf. p. 166).
The epigram plays on the commemorative function of epitaphs as a source
of lasting information. Rather than being transmitted on a “memorial”
(i.e. a yvfjua), here the news of Heraclitus’ death is conveyed not by a grave
marker, but by an anonymous informant (1 Tis) who prompts the speak-
er’s recollection; the address to Heraclitus as the speaker’s Halicarnassian
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guestfriend (4 &iv' Ahikapvnoed) plays on the conventional sepulchral
address directed to the passing stranger and suggests the physical sepa-
ration of the dead man, whose location is ambiguous (g mou; cf. Hunter
1992: 120), from the mourning speaker, who is both recipient and con-
veyor of information. The poem thus represents a “sequel” to epigrams
in which the stone asks passersby to convey information about the dead
person to his distant family: it reports the reaction of one to whom such
information has been given. “Memory” in Callimachus serves as a meta-
phor for poets’ engagement with the literary tradition (McNelis and Sens
2016: 57), and the process of transmission, reminiscence, and survival
recorded here perhaps reflects the poet’s dual role as recipient and trans-
mitter of the tradition.

The epigram is divided into unequal halves, structured around the voc-
atives ‘HpaxAerte (1) and §eiv' Ahikapvnoet (3). Both halves move from loss
to recollection and preservation: they open with Heraclitus’ death (1
Tedv pépov, 3—4 oU . . . owodim) and culminate by referring, first obliquely
and then explicitly, to his poetry and its survival in the speaker’s memory
or in writing; the evocation of 1 Tedv poépov in 5 Teai . . . Gndéves empha-
sizes the contrast between Heraclitus’ mortality and the destiny of his
poetry. Indeed, the poem is constructed around a set of fundamental
oppositions — between past and present, presence and absence, light and
darkness, loss and preservation. Both parts end with night, first in the
claim that the speaker and his friend often “made the sun set,” and sec-
ond in the designation of Heraclitus’ work as “nightingales,” birds which
sing through the night; the metaphor forms part of an argument about
their capacity to survive the danger of obliteration posed by Aidns, whose
name was interpreted to mean “he who makes invisible” (cf. Call. Epigr.
41.1-2).

The poem contains a number of marked epicisms (1 Teév/ 5 -ai, § HéAo,
5 {oouow, 6 émi . .. Palel) which distinguish the speaker’s address to his
dead friend from ordinary conversation and locate it in a tradition that
preserves the glory of dead heroes.

1-3[247-9] dmwé ... xaredUoamev “someone mentioned your death,
Heraclitus, and brought me to tears, and I remembered how often both
of us brought the sun down in conversation.” The opening lines narrate
the speaker’s reaction to news of his friend’s death through a series of
paratactic clauses connected by 8¢ word of Heraclitus’ fate leads the
speaker to mourn and then to remember. Cf. Virg. Ecl. 9.51—-2 saepe ego
longos | cantando memini puerum me condere soles, where the literary charac-
ter of “memory” is overt. giTre . .. Tedv popov: an unusual expression,
more probably meaning “someone told me of your death” than “someone
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mentioned your death” (as suggested by Thomson 1941), but ultimately

ambiguous. Ti15: the anonymity of the informant suits the uncertainty
about the grave’s location. és 8¢ pe Saxpu | fiyayev “and led me to a
tear.” For the position of the personal pronoun, cf. sn. dood&kig: a rare

form. éooéki1 occurs three times in Homer (1. 21.265, 22.194, Od. 11.585;
cf. Call. h. 4.254), always introducing temporal relative clauses (“how-
ever often”) rather than, as here, an indirect question. néAov .
kateduoapev “brought the sun down,” a reworking of Homeric expres-
sions in which the sun is subject (e.g. Il 1.475 fi¢hios katédu) and the verb
intransitive (“go down,” “sink”); here it is transitive (e.g. Pherecr. fr. 12.2
“causing to sink”). The expression plays on the idea of the sun sinking
as people continue with an activity, as in the Homeric phrase kai v «’
d8upopévoio Edu @aos fiediolo, used in passages evoking “memory, friend-
ship and loss” (Hunter 1992: 122-3; cf. Il. 23.154, Od. 16.220, 21.226).
Night’s arrival also evokes death, and the phrase achieves point by con-
trast: in the past, conversations extended into the darkness, but now only
Heraclitus’ poetry survives the darkness of his death. Cf. 5—-6n. Aéoxmi
“in conversation.” Callimachus elsewhere uses the noun, which occurs
once in Homer in the sense “place for conversation” (Od. 18.329; cf. Hes.
WD 493, 501), of the sort of discussions that lead to the composition of
poetry, including the encounter between the poet and the Muses at the
opening of the Aetia (fr. 2a.44, Pf. addenda) and the sympotic conversa-
tion of fr. 178.16. mou: cf. 269n.

4[250] TeTpaTradan “extremely long ago,” only here; a pointed exaggera-
tion of the more usual colloquialism TpiwaAa; cf. 109n. TpryépovTa.

5—6[251-2] The contrast between Heraclitus’ “nightingales” and Hades
as a “snatcher” (&pmoxTris) evokes the Hesiodic parable (WD 202-12) of
the nightingale, represented as a “singer” (&o156v), and the hawk that has
snatched it in its talons (204 pepopmess). Heraclitus’ “nightingales,” the
speaker claims, will remain untouched. &andéves: probably a metonymy
for “poems” (cf. the earlier use of the noun to mean poets; e.g. Bacchyl.
3.98), but possibly the title of Heraclitus’ work. Nightingales were thought
not to need sleep (Hes. fr. 312, Suda ab651), and the word thus has a spe-
cial significance for poems that live on after their writer’s death. 6
Tavtwv | &pmaxTis: a violent image, with parallels in expressions for
other all-powerful gods or personified cosmic forces (e.g. Pi. Olymp. 2.17
Xpdvos 6 TavTwy TaThp, Isthm. 5.59 Zeus 6 TavTwy kUpIos, fr. 169a.1, Bacchyl.
17.66), but wavTtwv is paradoxical in context: though Hades snatches all
else (cf. Lyc. Alex. 655), he cannot touch Heraclitus’ poetry. &pmokTfis is a
rare variation, first attested here, of the Homeric hapax apmraktip. &pmélw
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and its cognates and compounds are often used of sudden death, an idea
underlying the abduction of Persephone by Hades (e.g. HHDem. 2-3,
Hes. Th. 913-14, Leon. 143). érri xeipa Palei: tmesis = xeipa EmBaAel.

LII. Callimachus AP 7.447 (11 Pf, 35 GP)

An epitaph for Theris, on whose tomb a brief phrase will be inscribed.
The wit depends on the distinction between the voice of the poem itself
and that of the inscription embedded in it: the speaker of line 2 is Theris,
but the line he quotes has not yet been inscribed, since it is imagined as
speaking in the future (1). The conclusion plays on the fact that inscrip-
tions must fit a defined space, so that a line that was “long” would be
problematic: here, however, the real problem is that the deceased spoke
concisely, so that even a brief and (from the standpoint of a poem com-
posed in elegiac couplets) metrically incomplete inscription (but cf. 2n.)
is excessively verbose for his tomb.

The epigram is similar in theme to LXxv. Apart from their common
focus on Cretans, both epigrams engage with the idea that it is appro-
priate for foreigners to mind their words (e.g. Aesch. Supp. 194-6, Eur.
Phoen. 39o—1). They may both also be read as evoking the esthetic signif-
icance of concision for Hellenistic poets; Cairns’s view (1996b: 7g—80)
that they were commissioned for inscription seems less probable than that
they are literary fictions playing on the brevity of the genre.

1[253] The line is framed by the contrasting terms oUvtopos and pakp&
Aé§wov. ouvtopos “concise,” “getting right to the point,” without
unnecessary verbiage. Brevity is treated as a stylistic virtue elsewhere in
Callimachus (e.g. fr. 1), as it was in the Peripatetic tradition (e.g. Arist.
Nic. Eth.1176a33). 6 &ivos: here not the passerby but the occupant of
the tomb (cf. Philitas 225-6n.), who has died and been buried away from
his homeland; his ethnic is thus required. é “in respect to which,”
i.e. “for which reason” (LS] A.b.1v.2). kai “even.” oTtixos: i.e.
inscribed line, whether metrical or not. oU paxkpa Aé§wv “which will

not go on at length.”

2[254] Ofip1s Aproraiou Kpns: the imagined inscription; the dead man’s
name and ethnic and the name of his father, i.e. the most basic informa-
tion necessary to identify him, fill the first half of the hexameter up to the
end of the third foot (Celentano 1995: 69g). ¢’ époi: both “over me”
(e.g. Nossis AP 77.414.2), with the speaker imagined to be the deceased,
and “on me,” with the speaker taken as the tomb.
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LIII. Callimachus AP 7.272 (18 Pf., 38 GP)

A cenotaph for Lycus, who has died at sea. The poem reworks Asclep. 31,
in which the narrator asks the passerby to carry news of his death at sea to
his family. Here, the tomb provides details of the death directly and repre-
sents itself as a herald offering a generic warning of the dangers of win-
ter seafaring. The message it conveys plays on the name of the deceased,
Lycus: in a reversal of the natural order, here the constellation known as
“the Kids” poses a mortal threat to the “Wolf.”

The poem contains a number of epic phrases, and its opening lines in
particular evoke the proem of the Odyssey (cf. 1—2n.). The reformulated
epic language presents Lycus as a sort of Homeric hero, whose disappear-
ance at sea represents the type of unmarked death that heroes dread.
Structurally the poem is unified by references to the sea after the bucolic
diaeresis of each hexameter (1 &AN' évi wévTWI, § XD pEV év Uypfil, K @elye
BaAdoom).

1-2[255-6] rewrite the proem of the Odyssey (1.4-5), in which the opposi-
tion between land and sea is implicit in the claim that the hero both “saw”
(i5ev) the cities of many men and suffered much on the sea (¢v wévTwn)
trying to preserve his life (fiv Te yuxfv) and the return of his companions.
Unlike Odysseus (but like his crew), Lycus is witness (¢idev) only to the loss
of both his vessel and his own soul. The expression involves a syllepsis in
which vadv is the more natural object of &idev than yuxfiv. émi yfis. . . évi
TovTwi: the two possibilities are couched in language evocative of Homer:
cf. Od. 4.354, 821 &vi wévtwn, 12.27 f) &Ads ) &mi yiis dAynoeTe.

3[257] Eéumropos: see 462—3n. The emphatic position contrasts the com-
mercially motivated Lycus with the heroes with whom the poem implicitly
compares him (see below). Aiyivnfev 81’ Emhee: cf. Il 14.250-1 fjpomt
TN &Te kelvos UTrépBupos Ads uids | EmrAeey ThidBev Tpowy oA EEaramdéas, of
Heracles, who is separated from his companions as he sails away from a
heroic exploit; Lycus, by contrast, dies engaging in commerce, traveling
not from Troy but from Aegina, a major commercial center. tv Uyphu:
a variation of the Homeric é¢’ Uypnv (Od. 1.97, etc.) that pathetically
places Lycus “in” rather than “on” the sea.

4[258] &\Aws oUvopa ... Eéxwv “having merely a name,” i.e. an inscription
but no body; cf. Asclep. 31.4 Sens aUTd AéAarT Svopa. For &Aws in the
sense “only, merely,” cf. e.g. Soph. Phil. 946—7 xamvol oxi&v | eidwAov &AAws.

5—6[259—60] The tomb appropriates the voice of Hesiodic didactic to offer
general sailing advice (cf. Hes. WD 641-2) but varies the astronomical
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details (see below). For the embedding of a direct quotation by a “messen-
ger,” cf. CEG 6g2.5—6 (“Onpaior kpeioooves év moAépwt” | kapuooer AetkTpors
vikapoépa Soupi TpoéTAIQ). knpuoow . . . &mwos: cf. 3—4n. wos suits the
tomb’s didactic posture. Greek poets sometimes represent themselves as
heralds (cf. Pi. fr. 7ob2g-5 2ut & &€aipeTo[v] | xépuka copidv éméwv | Moic’
avéoTtac’), who, like poets, often insist on the accuracy of their reports (cf.
Aesch. Ag. 680). eeUys “avoid.” cuppioyeaiv “have dealings with,”
a common meaning (L§] 11), though the literal sense “mix together”
also resonates in a phrase referring to a body of water (cf. e.g. Hdt.
4.202.4). Epipwv . . . Suopévwv: the evening rising of the Kids (i.e.
the moment in the celestial calendar when they appear on the horizon at
sunset) in late September marked the onset of rough weather and is asso-
ciated with the perils of sailing (Theocr. 7.53—4; cf. Kidd on Arat. 158).
Callimachus instead mentions the moment of their setting in December
(cf. Kidd on Arat. 682), just as Hesiod (WD 61g—22) focuses on the setting
of the Pleiades as the moment at which storm winds make the sea particu-
larly dangerous. vauTile: a variation of the more typical epigrammatic
address to the road-traveling passerby (i.e. 65itns).

LIV. Callimachus AP 7.451 (9 Pf., 41 GP)

An epitaph for Saon. The poem draws on a common epitaphic form in
which the dead person is said to “lie here.” For the verb conventionally
used in such contexts, keitan, the speaker substitutes a different euphem-
ism, and then, in the pentameter, departs from the epitaphic narrative

to explain why he has done so: one should not say that good men have
died.

1[261] THide “here.” Axavbios: several places were called Acanthus,
including cities on the Athos peninsula in Chalcidice, near Memphis on
the Nile, and on the Cnidian Chersonese.

1-2[261-2] iepév Umrvov | kowu&rar: the representation of death as sleep
is found already in Homer (Il 11.204 xowfoato x&Akeov Umvov) and is
common in Hellenistic poetry (cf. Theocr. 22.204, Mosch. g.104, Pos.
373, Ogle 1933). The collocation iepds Urvos hints at a divinely sanctioned
reward for good behavior (cf. Carphyll. AP %7.260.7-8 &mwfuova 16V yAukUv
Umvov | xod&oBon xopny Téuypav ¢ eloeBéwy). un Aéye: commands
addressed either to the gravestone itself (CEG 429) or to its reader (CEG
865) are sometimes found in inscribed epigrams. Here the speaking
voice explains and preemptively answers objections to the description of
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death. ToUs dyabous: for the treatment of the dead person as part of
the community of good men, cf. CEG 489.1 Tous &yaboUs éotepev "Apns.

LV. Callimachus AP 7.521 (12 Pf, 43 GP)

The tomb asks the passerby to carry news of Critias’ death. The poem is
modeled on Asclep. 31 Sens (cf. L111) and, like it, mentions the dead man’s
homeland, his parents, and finally his name in the last verse; the tradi-
tional information provided by epitaphs is thus disclosed slowly, obliquely,
and in the reverse of the expected order. Here the speaker is the tomb
rather than the deceased, though revelation of his identity is postponed
to the final words. Unlike that of Asclep. g1 Sens, the tomb contains a
body, and the poem plays on the contrast between the imagined mobility
of the addressee in the opening words and the fixed position of the dead
man in the final verse: by omitting the explicit apostrophe of the passerby
and reference to the tomb found in the first verse of its model, it sets up
a poignant contrast between the parents’ location in Cyzicus, specified in
the first word, and the unspecified location (&8¢) of their dead son, whose
name is deferred; the physical separation of Ku{ikov and Kpitiny mirrors
the unbridgeable distance between the dead man and his homeland. The
intended recipients of the news, moreover, will be left in the dark about
the cause of his death, and told only that the tomb detains him elsewhere.

1[263] Kulixov fiv éA6ms: the postponement of the conjunction mirrors
that at Asclep. g1.2 Sens &is Xiov €01’ &v fkmu. SAiyos Trovos: that the
semantic range of the noun includes both “labor” and “grief” prepares for
the implicit contrast between the alleged ease of finding the parents and
the emotional pain the parents will experience.

2[264] &pavns oUm “by no means obscure,” an emphatic litotes. The con-
spicuousness of Critias’ family contrasts with his now perpetual invisibil-
ity. yé&p: the postponement of the particle beyond second position in
its clause is facilitated by the logical cohesion of the two preceding words.

3—4[265-6] The assonance of ¢ in the hexameter and the alliteration of
T at the head of the pentameter and (especially) of k/x in the reported
message may have a pathetic effect similar to that in Lvi1 (where cf. intro-
ductory n.). &vinpév . . . émog “a grievous message.” The report will
be a source of pain for the parents, but the language also suggests the
irritation that bad news arouses toward the messenger (cf. Soph. Ant. 277
oTépyel Yap oUBeis &yyehov Kak@dV ETQV). iuma “nevertheless,” the Attic
equivalent to &utng. Aéfon: aorist active infinitive used as imperative,
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with solemn effect; cf. 223—4n. Tév keivwv . . . Kprrinv “their son,
Critias.” The Ionic form of the proper name is appropriate to a man from
Cyzicus. @8 éméxw “detain here” (cf. LSJ éméxw 1v), a development of
the common use of the simplex &w by tombstones speaking in the first
person (cf. Asclep. ¥41.1 Sens); the tomb both contains Critias’ body and
prevents him from returning to Cyzicus.

LVI. Callimachus AP 7.271 (17 Pf,, 45 GP)

A lament for Sopolis, lost at sea. The speaking voice of the cenotaph
expresses regret for the invention of ships, which led to Sopolis’ death.
The poem resembles inscribed and fictive epitaphs in which the speaker is
an individual mourner (cf. 1v introductory n.), but here the speaker forms
part of the community of mourning passersby (2 otévouev, 4 Tapepxopeba);
inscribed epigrams spoken by the deceased or by the tomb commonly
address travelers in the plural.

The opening contrafactual wish recalls the beginning of Euripides’
Medea, where the Nurse observes that had the Argo not been built and
sailed to Colchis, Medea would not have reached Greece, but that as
things stand she is stricken with grief. Whereas the Nurse’s monologue
focuses on the woes of an individual who ultimately survives her immedi-
ate suffering, the epigram underscores the connection between the cre-
ation of ships in the mythical past and the destruction of Sopolis in the
present. The evocation of the past is reinforced by the Homeric phrase-
ology that runs throughout the epigram (cf. 1, gnn.).

The two couplets are carefully balanced. In each, the end of the hexam-
eter and the ensuing pentameter describe the mourning of the commu-
nity; each pentameter concludes with a first-person plural verb. The first
part of the two hexameters sets up a formal opposition between the ships
in the contrafactual wish of the first couplet and the reality of the location
of Sopolis’ corpse (which like a ship is carried on the sea) in the second;
this opposition is underscored by the phonetic resemblances of véxus (g)
and vées (1) in the same position in the verse.

1[267%] Cf. Eur. Med. 1-8 “Would that the hull of the Argo had not sailed
through (18" dbeeA’ Apyoids pfy Siamrtdobar okéagos) the dark Symplegades
to the land of the Colchians and that the pine had not fallen, cut, in the
glens of Pelion . . . For my mistress, Medea, would not have sailed (ou
Y&p &v déomow’ éun) . . . EmAeus’) ... OpeAe und’ éyivovro “would that
(ships) had not even come to exist,” a capping of the Euripidean Nurse’s
wish that a specific ship had not gone to Colchis, though the phrase also
plays with the idea of the Argo as the first ship, without which there would
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not be others. The third person singular &bgeeAe is here used with the indic-
ative instead of the more usual infinitive (Smyth §1781) to introduce a
counterfactual prayer, as if it were €ife or €i ydp. A similar construction
with first singular 6gehov is a common feature of the koine (e.g. NT 1 Cor.
4.8). Boai vées: a standard Homeric collocation, which in the nomina-
tive plural always appears in epic in the form viies . . . 8oai (Il 10.3009, etc.).
Callimachus changes the form of the noun and alters the word order, but
retains the Homeric position immediately preceding the bucolic diaeresis
(for vées in this position, cf. e.g. Il. 2.516).

2[268] Z&woAv: a common name of real individuals, though in context
“savior of the City” helps explain the communal mourning described in
the poem.

3[269] viv §&": after a contrafactual condition, the phrase regularly
amounts to “but as it is,” but here the temporal force remains active
as well. elv &Ai: at Od. 1.161-2, Telemachus asserts that his father’s
bones are either rotting on the mainland or being tossed by the waves
(&vépos, oU &) TTou AUk’ doTéa TUBeTon SpPpwt | kelpev' éw Ameipou, A elv &AL
KUpa KUAivet). mrou includes both “I suppose” and “somewhere,” and
reflects the necessity of being cautious in such contexts; cf. Od. 1.161-2,
above. épeTar vékus: a variation of the Homeric vékuv pépov (1. 17.735,
746). éxeivou: Sopolis himself.

4[270] olvopa: the name inscribed on the tomb. KeveOy  ofjpa
Tapepxopeda: perhaps related to Perses 194 keveov ofjua mepioyoduevol, occu-
pying the same position in the poem but with the dead man’s parents
rather than the larger community as subject.

LVII. Callimachus AP 7.453 (19 Pf., 46 GP)

An epitaph for Nicoteles, the young son of Philippus. The pathos of bury-
ing a child is traditional (e.g. CEG 709.3—5 EUkAertov, Top mp&dT[0]V 81
KaTeTUpaTo pATNe | dkTwkoudexeTfi Taida katagbipevov | SwdexeTfi 8¢ pet’
alToV &vékAauosy Oedd<w>pov), but Callimachus handles the theme with
economy, nuance, and sympathy. The single couplet is unified by reiter-
ation of  and « sounds and by the placement of the names of the father
and his dead son at line end. The pathos is enhanced by the juxtaposition
of maida and watfp at the medial caesura of the hexameter and by the
postponement of the boy’s name until after the parenthetic description
of him as Philippus’ “great hope.”
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1[271] SwdexéTn TOV Taida: cf. S1n. améfnxe: both &mroTifnu and its
cognate noun &moftkn occasionally refer to burials (GVI 298, D.C. 73.5.3,
Luc. Cont. 22), but the verb more commonly means “store up,” and some
of the point lies in the implicit contrast between Philippus’ conception of
his son as a commodity saved for the future and the termination of that
hope with the burial.

2[272] v oA éAmiSa reflects the perspective of the father, who had
hoped to benefit from his son in years to come. For the idea, cf. Aesch. Ch.
776 "OpéoTns éATris oixeTar d6pwv, GVI720.2 EUTuyos, T yovéwy éAris.

LVIIIL. Callimachus AP 7.317 (4 Pf., 51 GP)

A brief dialogue with Timon. This figure, the subject of a number of epi-
grams (AP 77.318-20), is probably the archetypal misanthrope frequently
mentioned in Athenian comedy (cf. Ar. Lys. 808 with Henderson ad loc.)
rather than the Sceptic Timon of Phlius (as suggested by White 1994:
145-6, Clayman 2009: 149). Timon is explicitly named in two epigrams
(Zenod. AP 7.315, Hegesipp. AP 7.320), but in the others the identifi-
cation of the misanthropic speaker rests on the biographical tradition
or on the lemmata of the Anthology (Leon. or Antip. AP 7.316, [Call.]
Epigr. g, Ptol. AP 77.314, adesp. AP 7.313). In this latter group (as also in
Hegesippus), the speaking voice is that of the deceased, who commands a
passerby to move on without greeting him or asking his name (cf. Fantuzzi
in Fantuzzi and Hunter 2004: 302-6, 327-8); these epigrams play upon
the conventional invitation for passersby to stop and greet the deceased
or to learn something about him (e.g. x). Callimachus’ poem may be read
as a successor to other dialogue-epigrams on Timon in which the passerby
is ordered not to speak. Here the interlocutor does not seek the usual
identifying information, but instead inquires about the afterlife; Timon’s
response reveals his character.

1[273] oU y&p &1 éooi “for you are no longer alive.” He is thus in a posi-
tion to have an informed opinion on the relative merits of life and death,
but the parenthesis also calls attention to the paradox of conversing with
a person who no longer exists; cf. Fantuzzi in Fantuzzi and Hunter 2004:
327, Tueller 2008: 115, Ti: i.e. wéTepov “which of two,” a usage found
occasionally in prose (e.g. Xen. Cyr. 1.4.17, NT Matt. 27.21). oKoTOS:
the darkness of death, and thus metonymically of the Underworld itself
(e.g. Eur. Hec. 1, Aesch. Eum. 72). @&os: a common metonymy for
“world of the living,” e.g. Soph. Phil. 415 pnkét dvta. .. év el éxBpov:



140 COMMENTARY: LVIII-LIX, 273-8

cf. Eur. Hipp. 354—5 “I will not endure living. I look upon the day as hate-
ful, and on the light as hateful” (oux &vé€opan | (o’ ExBpdv Auap, ExBpdY
eloopd p&os).

2[274] That death should be more abhorrent than life is hardly surpris-
ing, but the specific reason is. TAcioves: playing on the well-established
use of oi wAsioves “the majority” as a euphemism for the dead (e.g. Ar.
Eccles. 1073, Suda w1795 TAe16vwv: TGOV veKpQdV).

LIX. Callimachus AP 7.525 (21 Pf., 29 GP)

A fictive epitaph for the poet’s father. In structure and language, the epi-
gram is closely related to Call. Epigr. 35, a fictive self-epitaph. Despite the
epitaphic features (including the address to the passersby), the unnamed
first-person speaker focuses not on himself, but on the activities of his
father and son, both named Callimachus. By contrast, in Epigr. 35,
Callimachus refers to himself as “son of Battus,” so that in their language
and form (cf. 1, 2, 3—4nn., Scodel 2003) the two epigrams function as
a unit covering all three generations. The poem emphasizes the contin-
ued success of the speaker’s family line, culminating in the ability of the
son’s poetry to transcend criticism (cf. §—4n.). The final couplet is trans-
mitted in corrupt form (cf. 5-6n.), but seems to explain the claim that
Callimachus has sung “things greater than envy” (cf. g—n.).

The Ionic dialect (g kev, koTe, 4 Backavins), which is at odds with Battus’
Doric ancestry and provenance, is that of the Aetia, to which the poem is
connected.

1[275] Trapa ofjpa @ipais woda: Pépeis OB reverses the Homeric éddes
eépov (Il 6.514 etc.).

2[276] io61: the command “know!” is an epigrammatic trope; e.g. Call.
Epigr. 60.2 fote . . . mapepxodupevor, CEG 742 mas [ ¢]A8av . . . ToTw.

3—4[2%77-8] The military and poetic activities attributed to the speak-
er’s father and his son, respectively, mirror those claimed in Archil. fr.
1 eipl & &yd Bepdmeov pév Evuadioo &vaktos | kai Moucéwv gpatdv Sédpov
EMOoT&uEVOS. eideing ... kev picks up io6 in the preceding line, but turns
the meaning of the verb in a new direction: the reader would know who
both men were, since they both achieved prominence. &émAwv “troops”
(LSJ 11.4). kpécoova Paokaving: at Call. fr. 1.17 the poet refers to his
literary rivals as a “destructive race of Envy (Baokaving éAoov yévos).” The
assertion (or hope) that the poet’s work will not be harmed by envy, even
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(or especially) after his death, is a closural device (e.g. Call. k. 2.105-12,
Ov. Am. 1.15.39—42, Stat. Theb. 12.818-19) closely related to the wish for
a favorable reception at the conclusion of the Homeric Hymns and other
poems (Bundy 1972).

5—6[279-80] As transmitted in the manuscripts of the Anthology, the
text is almost identical to Call. fr. 1.37-8, but with &xp1 Biou instead of p7)
Aogén at the head of the final pentameter and a less significant variation
between &6uati and &pparti. The lines involve interpretative difficulties:
(a) oU vépeois has been thought disconnected from what precedes and
obscure in context; and (b) &xp1 pBiou, “while alive,” seems redundant in
the same clause as woAioUs, which makes the same point that those favored
by the Muses while young remain so in old age, and is odd in a poem
recording the poet’s epitaph. Pfeiffer deleted the lines as an interpol-
ation. Faraone (1986) argues that &yp1 piou originally appeared at the
opening of the hexameter, whence it was displaced by ou vépeais under the
influence of Call. fr. 1.37. The text printed here assumes that in 6 &xp
Biou has wrongly displaced p1 Aofé1 (found in the equivalent position in
fr. 1.38) as an intrusive gloss that summarizes the content of the couplet,
i.e. the Muses favor the poet even in old age and thus “as long as he is
alive.” At the opening of the couplet, o0 vépeois serves as a comment on the
speaker’s claim to have transcended Baokavia (see §—4n.): such a boastful
assertion need not generate divine anger, since the poet was favored by
the Muses throughout his life. Cf. Livrea 1992. ou vépeais “there is no
ground for blame”; the phrase is used to explain an action or situation
that would cause anger (cf. Harder 2012: 11.84), as at Il. §.156—7, Call.
h. 3.64-5. iSov “looked upon”; cf. Asclep. *34.1 (= Pos. *¥126.4) with
Sens’s note. SéupaTi: the rare 86uaTi, which occurs in the same relative
position at fr. 1.7, may be preferable. &rréfevTo is a gnomic aorist.

LX. Callimachus apud Ath. 7.318b—c (5 Pf., 14 GP)

Dedication of a nautilus shell to Arsinoe-Aphrodite. Shells of vari-
ous sorts were offered to Aphrodite in her sanctuaries, and she was
frequently depicted in association with them in ancient art. Arsinoe
I was worshipped at a temple on Cape Zephyrium (cf. 1 Zegupiti)
as Aphrodite Euploia, protectress of seafarers, including the victims
of shipwreck, and as patroness of love and marriage (cf. 391-3n,,
Gutzwiller 1992, Bing 2002-3, Lapini 2004). The poem, like several
other Hellenistic epigrams, seems to combine both aspects of the
god. The speaking object itself is a dead nautilus (genus Argonauta),
which has been brought to Egypt from Ceos as a first offering by a
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virtuous young woman. Its identity emerges slowly: the very name of
the creature, prominently placed at the head of the second couplet
and only explained in the ensuing relative clause, where its movement
is described in nautical language borrowed from Aristotle, is initially
ambiguous (cf. §—4n.). After successfully navigating the seas in the
past, the shell has come ashore, an event described in language evoca-
tive of shipwreck. At the same time, the nautilus mentions the prior use
of its aAauan as a nest. The word may refer to the hold of a ship, but it
also evokes 8&Aapos, bedchamber, and Gutzwiller (19g2) plausibly sug-
gests that Selenaea is to be imagined as making the offering in hopes
of a successful marriage.

The poem celebrates in a light manner how the royal house aids the
movement of goods and people to Egypt (cf. Stephens 2005: 230, 245-6).
At Pos. 39.4—-5 AB the speaker addresses a sailor, vauTiAogs, as the principal
beneficiary of Callicrates’ construction of Arsinoe’s temple at Zephyrium
(BfkaTo KaMikpdTns, | vauTide, ool T& pdhiota). Here, a vautidos travels
throughout the Eastern Mediterranean in order ultimately to arrive in
Egypt and becomes a “plaything” (maiyviov) of the queen; Selenaea has
similarly come to Alexandria from Smyrna.

1[281] xéyxos éyw: sc. v. kdyxosis here used generically for “mollusc,” refer-
ring in this context to the living animal as well as its shell. TTaAxiTepOV

viUv: the opposition between the past and present conditions of the
speaker is developed in the main body of the poem (cf. 7, 8, g—10n.).
Adverbial mraiaitepov = “long ago” (cf. D.H. 11.96.2 o0 viv mp&dTov dAA&
TaAaiTepov £T1) is better than the transmitted oAaitepos, which effaces that
opposition.

2[282] &vbepa TpdTov: the epigram marks a moment of transition in
Selenaea’s life (cf. XL1v introductory n.); perhaps she may be imagined to
have just reached the age of marriage.

3[283] vauTidog . .. émwémAeov “(I) used to sail the sea as a ‘sailor’.” Sailors
were among the principal beneficiaries of Arsinoe-Aphrodite’s cult at
Zephyrium (cf. 393), but the vautidos here turns out to be a Paper Nautilus,
a cephalopod known by several names, including vauTtiAos, TovTidos, and
&Y oAuTodos (“Octopus’ Egg”); cf. Arist. Hist. anim. 525b20-1. The
position of the nominative, which belongs grammatically within the rel-
ative clause, is emphatic (see introductory n.). ¢l peEv &fjtan: i.e. é&v
&fiton (nom. pl. of &ntns) ot (cf. Arist. Hist. anim. 622b1g, below); for the
omission of &, cf. 67-8n.
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4[284] Teivas . . .  mpoTévwy “stretching my sail from my own stays.”
Sailing imagery appears in the description of the creature in Aristotle’s
Historia animalium (622b6 e¢mimel y&p émi Tfis 8addTTns, 12—19 “Whenever
there is some wind, it uses (its webbing) as a sail, and lets down two of its
tentacles beside it in place of rudders”; cf. Prescott 1921). Callimachus

varies the language and develops the imagery: for Aristotle’s “tentacles”
(8&xTUudot), Callimachus substitutes the nautical term wpédtovor, “cables.”

5[285] FaAnvain: an epicizing doublet of MaAfvn, “calm at sea,” here per-
sonified as a goddess (cf. Hes. Th. 244). Mmrapn 08eds: in the sense
“bright, radiant,” the adjective is applied to a goddess at Hes. Th. go1
Mraptiv ©éuv (cf. Bacchyl. 7.1), but it can also suggest the oily sheen on a
calm sea (Theocr. 22.19 Mirapny . . . yaAfiyn). Callimachus here combines
both uses. oUlos épécowv “rowing quickly.” This use of the predicate
nominative oUAos is an extension of the adverbial use of the neuter singu-
lar oddov (Il. 17.756, 759, cf. LfgrE oGhov), which some ancient scholars
interpreted as “quickly.” Callimachus elsewhere adopts the adverbial neu-
ter plural in passages describing movement (4. 1.52, 3.246-7).

6[286] i5’ s Tdpywr ... oupgiperar “look how the name agrees with the
action.” The text is problematic. If Schneider’s emendation is correct, the
expression plays on ecphrastic passages in which the viewer is asked to
note the resemblance of an image to its subject (e.g. Nossis 173).

>

7[287] &ox’ “until.” éreoov “I was cast ashore,” in sharp contrast to
emphasis on methods of navigating the sea in the two preceding coup-
lets. mapa Givas: Homer has the singular ap 6ive, always in this posi-
tion of the verse. TouAias: Iulis was one of the principal cities of Ceos,
and the word, here adjectival, is tantamount to “Cean” (cf. Call. fr. 67.5).
The island was important to the Ptolemies and may have played a role in
the conflict with Antigonus in 277-265 (Hammond and Walbank 1988:
284); its main harbor, Coresia, was renamed Arsinoe after the queen’s
death (Call. fr. 75.74, Asper 2011: 158). dppa  yévwuar probably
implies that the nautilus’ landing at Ceos was fated rather that it intended
to beach itself; cf. Call. 4. 3.108-qg.

” «

8[288] mepiokerrrov: probably “seen from all sides,” “admired,” rather
than “worth seeing” (pace LS]) or “amazing” (an otherwise unattested
meaning attributed to the adjective here by Didymus 11.3 fr. 5, pp.
184-5 Schmidt). Now fully removed from the water, the shell may be
viewed in foto by Arsinoe. The adjective occurs in Homer in the phrase
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TeprokéTTw! évi xpwt (Od. 1.426, 10.211, 253, 14.6); ancient critics dif-
fered on whether it meant “seen from all sides” or “whence one can see all
sides.” traiyviov: the object’s intended function is emblematic of the
playful tone of the poem as a whole. Aphrodite, like her son Eros, could
be playful (e.g. Theocr. 15.101 xpuodn Trailoic’ Agpodita), often in ways far
less benign to humans; cf. 743—4n.

9-10[289—90] The &Axuav is the kingfisher, Alcedo ispida, but ancient
accounts of the bird are a mixture of fact and pseudoscience (cf. Dunbar
on Ar. Birds 251). From the erroneous belief that the birds nested in the
days around the winter solstice, fair weather during the winter came to be
known as “the Halcyon Days” (Ar. Birds 1591-5 with Dunbar’s note, Arist.
Hist. anim. 542bg4—16). The association of the halcyon’s roosting with
windless calm (Theocr. 7.57-8, Ael. NA 1.36) makes the shell’s assertion
that the bird will no longer lay eggs in it because “I am &mwvous” a humor-
ous oxymoron. Hndé . . . &g mapos: Callimachus varies the conven-
tional epitaphic idea that the deceased can no longer participate in his or
her past activities (e.g. Anyte AP7.215.1-2, CEG g5, 680.6—9) by focusing
not on the shell but on the bird who used it as an egg depository. év
8aA&uniotv “in my recesses”; but 8aA&un plays on multiple images active in
the passage, since it may refer to the “holds” of ships (cf. LS] 11) and to
cavities of the body (LS] 1.2), as well as to the nests or lairs of animals (cf.
Od. 5.432, its sole Homeric occurrence). &mwvous: here “without breath,
lifeless” but also implying “without wind,” and so resuming the distinction
drawn in g-6. voTepfis . . . &Akudvos: the name dAxkucov was (falsely)
explained by lexicographers as “breeding at sea” (&As + kuew; cf. Et. gen.
af01), and voTeptis “wet” is thus virtually a gloss; cf. 220n. Auypfit Spvibr.

11[291] 8iSov xapwv “give favor”; cf. Thgn. 1303.

11-12[291-2] 0i8¢ ... éo6A& | pélev: Selenaea’s proper behavior includes
the present offering; for the language, cf. SGO 0g/02/62.5-6 é08A& piv
eimeiv | [808]A& B¢ xai pé§an TavTas EmoTapévOUs. Zuupvns . .. AioAiSos:
the phrase (cf. Mimn. fr. 9.6 8edv PouAfii Zpupvny eidopev AioAida) repre-
sents the city in terms appropriate to its Aeolian settlement. It was trans-
formed into an Ionian city by conquest (Hdt. 1.150, Paus. 5.8.7), and after
its destruction by the Lydians existed only as a village until refounded
by Antigonus and Arsinoe’s first husband Lysimachus (Str. 14.1.37). Its
excellent harbor (as evidenced by its prior name NadAoyov, “Anchorage”;
cf. Steph. Byz. 6238) helps explain why Selenaea’s origin would be viewed
with favor by a goddess who protects sailors.
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LXI. Callimachus AP 6.351 (34 Pf., 22 GP)

Dedication of an oak branch to Heracles. The poem is modeled on
inscriptions in which a dedicated object addresses the divine recipient. It
proceeds in a conventional manner as far as the first word of the penta-
meter, at which point Heracles interrupts; readers will retrospectively
understand the speaker-divisions only when they reach mwoios. In dialogue
poems, it is usual for the voice of the viewer to question the monument;
here the relationship is reversed, and the divine recipient interrogates the
dedicator. The contrast between the elevated language — including novel
high-style epithets and a phrase adapted from Homer — and the simple,
rustic speaker, an oak branch (probably a club, given the speaker’s focus
on beast-killing), humorously contributes to the characterization of both
speakers: the branch as an overenthusiastic admirer of Heracles’ exploits,
and Heracles as an impatient and laconic recipient.

1[293] The high-style accumulation of epithets is characteristic of hymnic
prayers. Tiv is the Doric form of the dative second person pronoun
(oo, To1), appropriate in the mouth of a Cretan speaker (cf. LXXV intro-
ductory n.), though the form is elsewhere used by Callimachus in a var-
iety of dialectal contexts (e.g. fr. 24.3, k. 3.90, Epigr. 33.1). AcovTayy'
“lion-strangling,” in reference to Heracles’ killing of the Nemean Lion;
the adjective appears only here. wva < @ é&va. The vocative &va
is reserved for gods. auoxtove: first here. The epithet surprisingly
reduces Heracles’ accomplishment, since Eurystheus’ insistence that the
hero capture rather than kill the Erymanthian Boar (e.g. A.R. 1.126-¢;
[Apollod.] 2.5.4) was precisely what made the task difficult (e.g. D.S.
4.12.1); Hygin. Fab. go reports that Heracles killed the boar but does
not specify when he did so. enytvov 8Zov: modeled on the Homeric

eyywos &€wv (1L 5.838).

2[294] In contrast with the elaborate compounds with which the god is
addressed in the hexameter, Heracles interrupts the speaker after the first
word of the pentameter, and the rest of the line comprises a rapid series of
single-word questions and answers. 8fixe — "tig;" — Apxivos may initially
have been read as 6fjk¢ 115 Apxivos; the division of speakers is revealed in
retrospect. moios; “which one?” (cf. Herodas 6.48, Pherecr. fr. 155.20-
1). Archinus isa common name, and further specification is needed. o
Kpns: Cretans could be terse (cf. L11, Pos. 372), but here the dedicator is
considerably more verbose than the honorand. 8éxopan: the impatient

Heracles preempts the conventional request that he receive the offering.
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XLII. Callimachus AP 6.149 (56 Pf, 25 GP)

Dedication of a bronze rooster celebrating an athletic victory. The bird
provides the essential information about the dedication in indirect speech
attributed to the dedicator, but he claims that he cannot personally vouch
for it. Callimachus thus playfully distances his speaker from the simple
declarations characteristic of inscribed epigram and calls attention to the
fact that they are artificial creations subject to false claims. That the epi-
gram itself is a literary fiction contributes to the humor: when the speaker
eventually claims to trust Euaenetus, he explicitly puts his faith in a figure
invented by the poet.

The speaker’s uncertainty gains point from the proverbial tendency
of athletes to overstate their accomplishments (e.g. Aesop g3 Perry).
Interpretation of the epigram, however, depends on how one recon-
structs its imagined circumstances. Critics generally assume that the bird
has been dedicated in honor of a victory in a cockfight, but the poem,
unlike real epigrams celebrating athletic victories, does not explicitly
name the event. Whether Euaenetus won a victory of his own in another
event or as the owner of the winner in a cockfight affects how iding is to
be understood: in the latter case, the adjective will be pointedly ironic,
since the winner was in fact the bronze bird’s real-life doublet; in the
former, the speaker professes genuine uncertainty about a victory in
which neither he nor a real rooster played any part. For further discus-
sion, see Meyer 1993: 166-7, 2005: 196-8, Tueller 2004: g0og9—10, Sens

2010Q: 324-5.

1-2[295-6] pnoiv . . . oU yap Eéywye | yivwokw: the opposition is like
that at Il. 4.874~5 os p&oav of pw ISovto ToveUpevov: o yap &y ye | fivtno’
oUdt 18ov: mepi 8’ EAAwv paot yevéoBa; cf. Il 28.469—70 ol y&p ¢y ye | €0
Srayryvdokw. For the imputed claim, cf. CEG 673.3—4 “they say ([¢]aoti)
that (his relatives) set it up in exchange for the race and property he leaves
behind.” With the speaker’s epistemological hesitation contrast epigrams
in which the speaker instructs the audience about what it needs to “know”
(e.g. 276). 6 ue orhoas “the man who dedicated me.” EvaiveTos:
“Easily Praised” suits a man celebrating a victory. vikng avTi pe TS
i8ing: for the ambiguity, cf. introductory n. For the position of ue, cf. 5n.
; the first unit of indirect statement introduced by ¢noi is vikng &vTi. For
i5ins, cf. CEG 844.10-11 ai 8¢ 18 | vikon Tpis Te ExaTodv kai xiAian, Zen. 11 59,
on the proverb Apk&das pipouuevos: “for they had no victories of their own
(oUdepiav idiav viknv) but fought for hire on behalf of others.”

3[297] @yxeiodar “am dedicated”; cf. 207-8n. X&AKelov &AékTOpa: rOOSt-
ers were regularly depicted on Panathenaic prize amphorae (see Popkin
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2012: 216-21), where they may be generic symbols of victory, as in the
case of a bronze jumping halter engraved on both sides with a rooster
(Miller 2006: 64, 65 Fig. 119). The bird was famous for its pugnacity and
is thus a fitting gift for athletic patron-deities. On cockfighting and its sig-
nificance, see Csapo 2006-7. Tuv8apidnior: the Dioscuri, Castor and
Polydeuces, who were renowned as sportsmen and commonly treated as
patrons of athletes (Pi. Nem. 10.51, Call. A. 5.24-5 with Bulloch’s note,
Theocr. 22.24).

4[298] A carefully structured, alliterative line, of which both halves
have words beginning first with m and then with ¢. QaiSpov . . .
D1ofevidew: the speaker implies that Euaenetus’ genealogy makes him
trustworthy (cf. moTtelw). It is unclear whether ®1dogevidew is to be under-
stood as a patronymic adjective (“son of Philoxenus”) or a proper name
(“[son] of Philoxenides”), but in either case it is significant in the context
of a dedication to the Dioscuri, who were associated with hospitality (e.g.
Simon. PMG 510, Theocr. 22.132-4) and represented as granting athletic
prowess to individuals who treated them and their descendants well (e.g.

Pi. Olymp. 3.34—41, Nem. 10.49-51).

LXIII. Callimachus AP 12.102 (31Pf, 1 GP)

The speaker explains his attitude about love: the pleasure lies in the pur-
suit. The poem is a “paratactic simile” in which the vehicle consists of an
illustrative example without any conjunction; cf. Bernsdorff 1996, Hunter
2006: 108—9. The analogy between the speaker’s personal desire and a
hunter gains resonance from the common depiction of the god Eros as a
hunter armed with bow and arrows. As a reflection on the speaker’s ama-
tory views, the poem finds parallels in the Theognidea (e.g. 1267—70). That
it is addressed to a named male companion is important: fiv 8¢ Tis eim
(3) suggests that the relationship of the speaker and Epicydes is like that
of the hunter and his anonymous advisor, and Epicydes may be imagined
as a companion who has observed (perhaps in the context of a sympo-
sium) that the speaker has finally captured the attention of a prospective
lover. The harsh conditions experienced by the hunter in pursuit of his
quarry resonate against amatory epigrams in which the speaker complains
about or promises to endure bad weather as he waits outside his hoped-
for lover’s door (e.g. xviI). Here the speaker reflects on his own amatory
tendencies dispassionately; the implication is perhaps that the speaker
once underwent such conditions in pursuit of the person he now ignores.
The poem was reworked at Hor. Sat. 1.2.105-8, Ov. Am. 2.9.9; cf. Hunter
2006: 10g-11.
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1[299] @ypeuTtns: i.e. 6 &ypeuTtis. The image of the lover as hunter is first
found in Ibyc. PMG 7 and is developed in subsequent literature (e.g. Xen.
Mem. §.11.6—16, Men. fr. 312, Lyc. Alex. 102-5) including epigram (cf.
Asclep. 22.1 Sens, where Eros himself is still et8fpaTos). See Murgatroyd
1984, Barringer 2001: 70-124. év oUpeo1: mountains are convention-
ally treated as especially wild places, good for hunting (cf. 208).

1-2[299—300] TwavTa . . . T&ons: the hunter (and implicitly the lover)
is indiscriminate. The repetition of the word in masculine and feminine
forms suggests that both sexes are among the lover’s targets. Aaywov |
. . . Sopkahidos: hares and gazelles were timid creatures; the implication
is that the speaker’s targets were initially just as shy. The collocation here
finds a parallel in the simile of Il. 10.360—4, where Odysseus and Diomedes
are compared to hunting dogs pursuing “a hind or a hare” (361 1| xeu&d’
N Aaywodv émeiyeTov). Ancient critics debated whether the Homeric hapax
legomenon xepds there referred to a young deer or a gazelle (Ap. Soph.
p- 97.33 Bekker, DZ Il. 10.261, EM x503), and the use of SopkaAis here
may be a subtle gloss endorsing the latter position (but cf. Od. 17.294-5).
The change of construction (Aaywdv | . . . Ixvia Sopkadidos) is a typically
Callimachean uariatio (though gazelles are perhaps more likely to be
tracked by their footprints than hares). Sipé&r: a Homeric hapax legom-
enon at Il. 16.647 (also in a simile), of catching cuttlefish. SopkaAidos:
Bopkadis is a rare diminutive of dopkas, “gazelle.”

3[g301] oTipm . .. kexpnuévos “enduring [LS] xp&w C.111] the frost and
snow.” oTifn is attested previously only in two passages of the Odyssey
(5.467, 17.25), both describing the conditions experienced by Odysseus;
at Hec. fr. 260.64-5 (fr. 74.23—4 Hollis), Callimachus describes the “frosty
predawn” (oTiPnes &yyaupos) as the time when the hands of robbers are
“in pursuit of prey” (¢waypo1).

~

4[302] =i “here,” elsewhere usually followed by an imperative or the log-

ical equivalent, and in this case suggesting “take it!” BéPAnTar “has
been struck,” appropriate both to a hunter’s striking of his prey and to
the metaphorical “shots” that inspire love. oux EAapev: timeless aorist

(Smyth §1932), reflecting the paradigmatic nature of the utterance.

5—6[303—4] The speaker’s position runs contrary to the proverbial idea
that it is foolish to ignore what is at hand in pursuit of other things; cf.
Hes. fr. 61 vfymrios, &s T& éTolua himdov &vétoua Sicoker, Pi. Pyth. 3.21—3 “there
is among men a most foolish race, which, shunning what is nearby, seeks
that which is far off, hunting in vain (petapdvia 8npeiwv) with unfulfilled
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hopes.” XxoUpos “Epws: i.e. kai 6 éuds "Epws. Eros is here a personifi-
cation of the speaker’s own desire (cf. Walsh 19go: 12-13), whereas at
Asclep. 22.1 Sens oUpods Epws is tantamount to “my beloved.” T& MéV

| oide: the language of flight and pursuit is common in the erotic
tradition (e.g. Sappho, fr. 1.21, Anacr. PMG 417.2, Mimn. PMG 717.2,
Theocr. 6.17 kai peUyer piAéovTa kai oU prAéovTa Sicdkel, 11.75 Ti TOV pelyovTa
Brwkets: ). oide indicates disposition (“is wont to”); cf. éwicTapar at Archil,, fr.
29 West émr]ioTapai Tor Tov gid[éo]v[Tal pév e[1]Aeiv[, | To]v 8’ &xBpdv éxBaiperv
Te [ka]i kaxol. T& & év pécowr xeipeva: i.e. “what is readily avail-
able”; cf. Pl. Rep. 8.558a dvactpepopevov év péowr, Headlam on Herodas
6.81. mapmétarar “flies past,” here appropriate to the movement of
the winged god Eros.

LXIV. Callimachus AP 12.43 (28 Pf., 2 GP)

A “priamel” (cf. x1v introductory n., Henrichs 1979) in which a list of
things the speaker dislikes sets up his praise of an attractive boy. More
often in priamels, an enumeration of desirable objects culminates in some-
thing even more appealing. The poem inverts the treatment of amatory
matters in Sappho, fr. 16, where the speaker uses others’ preferences to
emphasize her own view that what one loves is most beautiful (xk&\\ioTov);
here the speaker rejects popular things but discovers that what he finds
beautiful (xahds) is already claimed. The epigram also draws from a poem
of Theognis, in which a female speaker criticizes sexual behavior of which
she disapproves (579-82 &xfaipw kakév &vdpa, kaAuwapévn & mwépe, |
opikpfis dpviBos kolgov ExovTa véov | ExBaipw 8 yuvaika TrepiBpopov, &vBpd
Te pépyov, | 8s THY dAAoTpiny BolAeT’ &poupav &polv). Here, the wit hinges
on the speaker’s embarrassment in the last couplet: the punctuation and
text of 5—6 are disputed, but on any reading they reveal that, despite the
speaker’s rejection of things popular with others, his amatory tastes are
not unique to him.

The speaker’s elitism in 1—4 is couched in language and imagery else-
where used of poetry. The opening line expresses distaste for “cyclic”
poems, which are regularly criticized in the Homeric scholia for repeti-
tion and misuse of words (cf. Cameron 1995: 396—9); images of travel
and of water appear in the corpus in programmatic statements in which
Callimachus distinguished his refined and novel work from that of oth-
ers (e.g. fr. 1.25-8, h. 3.108-12). But although the speaker’s loathing for
the commonplace aligns him with Callimachus’ broader programmatic
posture, he is a persona separable from the poet himself, and the humor
depends on the ironic conclusion: rather than being a simple manifesto
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of literary exclusivity, the epigram turns the poet’s posture elsewhere to a
new purpose.

The structure of the poem underscores the reversal in the final coup-
let. Each couplet is a freestanding syntactical unit, and each has a clear
sense-pause after the bucolic diaeresis of the hexameter. In the first two
couplets, the clause following the diaeresis introduces a new but related
idea: the speaker’s aversions are put first positively (1 éx8aipw, § moéw)
and then negatively (1—-2 oudt xeAeUBwt | xaipw, §—4 oUd’ &md kpvns | Tivew).
These couplets share a word- and syntax-break after a first-foot spondee
in the hexameter. Such parallelisms set the final couplet in stark relief;
there the new thought introduced after the bucolic diaeresis marks the
speaker’s humiliation. So, too, the repetition of sounds in the first two
couplets (1—4n.) anticipates the various “echoes” of the last.

Several elements of the epigram’s diction appear to be features of every-
day discourse (cf. 1—4nn.), and their use to express loathing for all things
common may be ironic; cf. 5—6n.

1-4[305-8] form a balanced unit with first-person verbs occupying the
opening of every verse and both hexameters ending with a clausula begin-
ning with ou8¢. éx8aipw is picked up phonetically by (oU) xaipw, just as the
disyllabic verbs (uioéw, Tivw) that open the two verses of the second couplet
are linked by the vowel of their first syllable. TO TOINMA& TO KUKAIKOV:
the poems of the so-called “Epic Cycle,” i.e. early epics other than those
that ancient critics ascribed to Homer. The adjective is widely used in this
sense in ancient criticism (cf. Fantuzzi 2015: 416-29), and although the
secondary, more general, connotation “ordinary, commonplace” is defen-

sible (Blumenthal 1978), the primary sense is active here. keAeUBoot
| ... ¢épar: in the Aetia prologue (fr. 1.27-8), Apollo recommends that
the poet avoid the “broad highway” (oipov . .. wAaTiv) and instead seek

xeAeuBous | [&rpimTo]us. The road less traveled is also deployed metaphori-
cally to represent other sorts of intellectual originality; cf. Parmen. 1.50,
and the dictum 2Aewpdpous 68ous pty oteixe (cf. Arist. fr. 197). Tig: 1.e.
fi(mis); cf. 187-8n. w8t kai w8t “this way and that.” TrepiQoITOV
“who gets around,” here reworking Thgn. 581 yuvaika Tepidpopov. The
verb goitdw is regularly used of visiting a lover (e.g. Lys. 1.15), and
the adjective picks up the reference to travel in the preceding couplet
(xeAevBw; cf. Thgn. 599 ol u’ EAabes porTédv kaT' duagitév), taking the earlier
image of the meandering highway in a new direction. oU8’ &Trd xpnvns
| ive “I do not drink from the public spring” (for discussion, see Fabiano
1997). The use of xpfvn is modeled on Thgn. g58-61, where the speaker
contrasts the pristine state of a spring from which he used to drink with
its current muddied condition. Elsewhere Callimachus associates his
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own refined poetry with pure spring water in contradistinction to bigger,
muddier bodies of water (4. 2.108-12; cf. Harder 2012: 11.99-101 on fr.
2.1). oixxaivw Tavta T& Snuéorx “I'm revolted by everything pop-
ular,” a “summarizing foil” of a sort common in priamels (Bundy 1986:
66, Race 1982: 109). The verb is cognate with cikxés, used of those who
feel revulsion at everything (Arist. Fud. Eth. 1234a6); though the verb
was perhaps used by Euphorion (fr. 21.3), its other attestations are from
Hellenistic and Imperial prose (e.g. Polyb. 38.5.7). Itis rejected by Phryn.
p- 307 Rutherford (cf. Moeris g8) as un-Attic (= pdeAUTTopan), and it may
be a feature of colloquial discourse rather than an exquisite rarity; if so,
its use is ironic in context. dnudoios is “owned or used by the people” and
thus “popular, generally available.”

5—6[309-10] The speaker, having enumerated things he loathes, starts
to express his appreciation of a boy called Lysanies, but even as he fin-
ishes speaking, he imagines another man claiming Lysanies for himself.
Certainty about text and interpretation is elusive. fix& could be either
nominative or accusative and is thus syntactically ambiguous. The princi-
pal approaches are:

(a) Aucavin, oU 8¢ vaixt koAds — “kahds” — &AA& Trpiv eimely | ToUTo cagdds
Hyo, gnoi Tis &\hos éxewv (adopting Petersen’s emendation of P’s &xer):
“Lysianes, yes, you are beautiful — ‘beautiful . . .” — but before Echo can say
this [i.e. repeated koAds] clearly, some other person says that he has him”
(cf. Pelliccia [forthcoming]).

(b) Aucavin, oU 8¢ vaixt kads, kahds — dAAG Trpiv eitrely | ToUTo cagdds, Hyw
onoi Tis “&Ahos Exe1”: “Lysanies, yes, you are beautiful, beautiful — but before
I can say this clearly, some Echo says, ‘another holds him’.” An echo thus
repeats the speaker’s words in chiastic order and distorted form (vaix:
kahds ~ &A\hos Exel; see below). Such an echo depends on the collapsing
of the sounds represented by ¢ and a1, which remained distinct in the
speech of educated Greeks in Egypt into the middle of the third century
(cf. Horrocks 1997: 68, 107-11; the collapsing of &1 and 1 was more wide-
spread in this period); the phonetic play would thus make the phrase
resonate ironically against the rejection of common things. On this inter-
pretation, the adverb cagds explains the distortion: the speaker has not
yet expressed himself clearly before Echo repeats a contorted facsimile of
his words (Pfeiffer et al.).

(c) Aucavin, ou 8¢ vaixt kaAds, kahds — GAAG Trpiv eiTreiv | ToUTO oagdds Hyw,
onoi Tis “@Aos Exer”: “Lysianes, yes, you are beautiful, beautiful — but before
Echo can say this clearly, someone says, ‘another holds him’”) (Cahen,
Mair).
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(a), adopted here, has several advantages. Like (c), it makes the echo
the repeated koAds, which readers retrospectively understand to be
uttered not by the speaker but by Echo, the subject of eimeiv: such a repe-
tition conforms to the practice of ancient echoes, which typically reiterate
the final word of the immediately preceding utterance (e.g. Ar. Thesm.
1065—97, Gauradas AP! 152, Ov. Met. 3.380-92). Unlike (b) and (c) it
does not require that Tig &\Aos, which elsewhere is consistently treated
as a single unit, be divided between two clauses. In this case, the gemi-
nated xahds, a normal feature of such contexts (cf. below), retrospectively
emerges as the referent of TodTto and the word that Echo cannot clearly
utter before an anonymous other person speaks. These advantages out-
weigh the difficulty posed by the diminished significance that cagés has
on this interpretation.

There may be multiple echoes, as often in passages in which Echo
appears. ¢not Tis &\Aos Exewv suggests that what the anonymous other actu-
ally says is “éxw,” and some of the point may reside in the contrast between
'Hxe and the first-person verb implied by the end of the poem: before
Echo herself can clearly repeat the last word of the speaker’s praise of
Lysanies, another competing voice lays claim to the boy in language sug-
gesting the name “Echo.” None of this excludes a distorted echo of vaix
kaAds in &Aos Exeikv> (see below).

On any reading, the speaker is revealed to be not alone in his attraction
to Lysanies. On this point, the resemblance of the passage to Call. Epigr.
29.3—4 (see below) is perhaps significant, since there the speaker hopes
that his aesthetic judgment will be unique to him, precisely to avoid the
sort of competition the speaker of the current poem experiences. In what-
ever way the couplet is punctuated, the prominence of Echo, a being who
can only repeat the words of others and does so indiscriminately, stands at
odds with the speaker’s fastidiousness in the previous two couplets. ou
8¢: in pointed contrast to vulgar things for which Callimachus expresses
his distaste. vaix1 kados . . . &Mos éxav: cf. Call. Epigr. 29.3—4 kolos 6
Tads, Axehddie, Ainy kods, €l 8¢ Tis oUxi | pnoiv — émoTaiuny polvos éyd T& kaAd,
where the fact that Achelous is notoriously amorous may be at issue. The
verbal connection between the passages may lend special point: here, the
speaker is in fact not the only one who recognizes what is good. Repetition
lends emphasis, and for this reason sometimes appears in other sympotic
assertions of beauty (e.g. adesp. AP 12.130.1), but here the second xahds
is subsequently to be reinterpreted as spoken by Echo. enoi Tis &AAog
éxawv: the speaker’s embarrassment resembles that of the narrator of
Asclep. 4.3—4 Sens, where his partner’s undergarment is inscribed giAer pe

| xad uf) AutrnBiits v Tis Exm W ETepos.
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LXV. Callimachus AP 12.118 (42 Pf., 8§ GP)

A reveler seeking access to his beloved defends himself for his behavior.
In the background are epigrams in which the speaker represents himself
as standing outside a closed door and commenting on the powerful com-
pulsion that has led him there (cf. gn.). Here, the speaker, present at the
house (2 fikw) of the boy to whom he previously led his k&pos (cf. xviI
introductory n.), reflects on and defends his behavior, even while insist-
ing on its relative tameness (cf. 5-6n.). His words thus implicitly form
part of an ongoing conversation in which Archinus has accused him of
behaving unjustly; the implication is perhaps that Archinus has unfairly
misunderstood the situation (Livingstone and Nisbet 2010: 74-%7). Some
of the point derives from the hyper-rationality with which the speaker
lays responsibility on forces outside his control; the final couplet plays
on philosophical discussions that seek to define and categorize types of
wrongdoing (5-6n.). At the same time, his claim that erotic and alco-
hol-induced compulsion (g fivaéykacav) make his fault venial is slyly under-
cut by the artificiality of his language, which is highly alliterative (e.g. 1
pupia péugou) and contains a series of jingles and plays on words (2 &kwv
fikw, TpoTéTeIo £, 4 ela THY TpoTréTEIOW E&V, 5—6 EpiAnoa | THY pAiy); these
features contribute to locating his defense in the tradition of epideictic
apologias (e.g. Gorgias, Hel. 7-8, 12).

In addition to being preserved in the Anthology, the epigram was writ-
ten out on the wall of a house on the Esquiline in Rome (Ep. Gr. 1111);
see Hunter 2019b.

1-2[g311-12] éxwv . . . &kwv: these words express a person’s relation-
ship to a deed or experience or, more precisely, the question whether he
accepts it as his own (cf. Rickert 1989, Sealey 1994: 94-5). ETEKWpaoa
“led a k&pos to your house,” with the preverb suggesting aggression as

well as movement; cf. Ar. Ach. g8o. TpotréTeiav “rashness,” “temerity”;
cf. Dem. 21.38 “the one who struck . . . had three excuses: drink, eros,
and ignorance . . . Polyzelus made the mistake of striking out of anger

and impetuousness (mwpometeion) of manner before he thought about
it.” {a: present imperative of é&w. To “allow” the speaker’s rashness is
to overlook it and thus forgive it.

3[313] &xpnros kai épws u' Avaykacav: cf. 73—4, Asclep. 14.3 Sens, Men.
Sam. 340—1 ToM\& & EEepydleTon | dvénT' ExpaTos kod vedTns. Qv ...
avt@v: though adtév adds little to the sense, it creates an assonance in
keeping with the jingles in the clausulae of other lines. 6 uév:i.e. Eros.
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4[314] eidkev “was dragging me on”; cf. 73, Headlam on Herod. 2.g. ™V
... &é&v: the text is uncertain. Dressel’s correction is based on the traces of
the poem in a Roman wall painting (Ep. Gr. 1111); P’s odepova Bupdv Exewv
probably originated as a gloss.

5—6[315-16] The speaker has engaged in none of the raucous behav-
iors typical of other literary comasts; he has not even begged admit-
tance. ouk éponca: by contrast, the drunken excluded lover of Asclep.
14.5 Sens shouts out his complaints (cf. Fantuzzi 2004: 214-15). Tis 1)
Tivog: i.e. “my name or my father’s,” by which a visitor seeking admission
would identify himself (cf. Ar. Clouds 134, Pl. Charm. 154a). ipilnoa|...
oAy “I kissed the doorpost.” gl ToUT . .. &biknu', adikéw: cf,, e.g.,
Eur. fr. 272b (Heracles) viv 8 oivos ééotnoé p'. Spoloyd 8¢ oe | &Bixeiv, 10 &'
abiknu’ yévet oy ékouoiov. As he raises the question of whether his harm-
less behavior constitutes an injustice, the speaker’s language humorously
subverts serious philosophical discussions of what constitutes right and
wrong action (e.g. Arist. Nic. Eth.1135a19-20 “justice and unjust action
are distinguished by willingness and unwillingness”).

LXVI. Callimachus AP 12.134 (43 Pf., 13 GP)

The speaker points out to an unnamed addressee the signs that “the stranger”
is in love. Several Hellenistic poems show a lover’s condition revealed by his
behavior and becoming the subject of discussion or interrogation by a third
party (cf. Cairns 197%7; for the enumeration of symptoms of love, cf. already
Sappho, fr. 31). Reflections on the impossibility of hiding one’s feelings of
love appear in comedy (e.g. Antiph. fr. 232), but the specific model of the
poem is Asclepiades xx, in which Nicagoras’ behavior illustrates the claim
that drinking exposes the truth. As in that poem, the imagined setting is
the symposium, at which the speaker addresses an unnamed fellow guest; as
there, the enumeration of symptoms of love moves from the alleged lover’s
behavior to a “pathetic fallacy” (cf. 87-8n.) having to do with the behavior
of his garland. Whereas in Asclepiades wine explicitly leads to exposure,
here the role played by drinking is implicit. Asclepiades’ Nicagoras is rep-
resented as a liar; Callimachus’ poem plays on the conventional idea that
love is a hidden wound, and the anonymous stranger’s wound is both phys-
ically invisible and, through his silence, hidden from his fellow symposiasts.
Whereas Asclepiades’ poem opens with an aphorism about the revelatory
power of wine, Callimachus’ speaker begins with his realization that his
fellow guest is carrying a secret wound and ends with an aphorism empha-
sizing his cleverness as a detective (cf. Call. Epigr. 30), while simultaneously
revealing his own identical condition. The conventional motif of following
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in the tracks of another similarly minded person both asserts his authority
as a poet writing about love and calls attention to the literary “theft” of a
predecessor’s work. See further Giangrande 1968: 120-2, Landolfi 1984;
Fantuzzi in Fantuzzi and Hunter 2004: 338-49.

The dialect is Ionic (cf. g, 4nn.), as in the Asclepiadean model.

1-2[317-18] The passage recalls the Phaeacian banquet where Alcinoos
recognizes Odysseus’ suffering (Od. 8.93-5, 532—4 &8 &\ous pév TavTag
EAdvBave Sakpua AeiBwv | AAkivoos 8¢ v olos émeppdoat’ 18’ événoev | fuevos
&yx' aUTol, Papy 8¢ oTevayovTos &koucev). The allusion casts the speaker
as “an ideally knowing and sympathetic participant in the symposium,”
like the paradigmatically good host Alcinoos (Bing 2009: 220). Odysseus’
heroic pain is recast as erotic pathos. éAkog Exwv ... éAavBavev: love’s
wounds are invisible (cf. Asclep. 8.1—2 Sens Tpaipa | pfy cagés), at least to
an inexperienced viewer. The speaker has only just realized a condition
that he and others previously could not see or understand. TrveUpa
“a sigh.” 81& omnbiwv: the location of the lungs; cf. [Theocr.] 25.237
oT1nBéwv 61 Tvelpovos Edpm. &g . . . eides; whether an indirect question,
with the main verb in hyperbaton (“did you see how . . .?”; cf. Call. fr.
384.91 oUd’ &Bev oidev 68eUw) or an exclamation, with an embedded paren-
thetic question (“How he . . .! Did you see?”), the apostrophe implicates
an anonymous companion (and the reader) in the discovery enacted in
the epigram. é&vnyayero “brought up, drew.”

3[319] o TpiTov ... émve: probably areference to the third round of drinks
rather than the third of the toasts that customarily opened the symposium
(cf. Olson-Sens on Archestr. fr. 59.1). pUALoPoAeUvTa “shedding their
petals.” At 88, Nicagoras’ garland falls from his head; cf. Theocr. 7. 63—4.
The popular belief that the dissolution of a garland meant that its wearer
was in love (cf. 87-8n.) is represented by a verb that usually denotes trees
dropping their leaves (e.g. Arist. Gen. an. 783b11). The contraction ev <
e + o is here an Ionic feature; cf. Asclep. 85 (&pveipevov).

4[320] Tv8pods: Ionic crasis of ToU &vdpds (Attic T&vdpds). éyévovTo
Xauai “ended up on the ground.”

5[321] &mrnTan: third person singular perfect passive of éwtaw (lit.
“roast”); the verb is used of the heat of desire already at Soph. fr. 474.3;
cf. Ar. Lys. 839, Theocr. 7.55 with Gow. uéya &0 Ti: the expression is
adverbial, with 71 (like 87) adding emphasis (cf. §7-8n.), and probably
colloquial. p& Saipovas: an emotional exclamation marks the speak-
er’s statement of the specific cause of the wound. oUK &Trd pucuol:
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puopds is Ionic = pubpds. The expression is not precisely paralleled else-
where and its meaning is not entirely clear, but ¢v puuin and peré pubpou
mean “in step” (often with a verb of movement), so that it may mean “out
of rhythm,” i.e. not according to a regular pattern and thus “at random”:
the speaker is not making a wild guess but recognizes the evidence of
lovesickness.

6[322] tixalw “I make a guess.” Pwpods &' ixwnia @wp ipabov: the
speaker implicitly admits that he shares the stranger’s hidden condition.
The idea is proverbial (Epimerismi Homerici x30, p. 744 Dyck; cf. the iambic
line preserved at Arist. Eud. Eth. 1285a8—9 £yvw 8¢ @dp Te pdpa, kai Alkog
Adxov), like English “set a thief to catch a thief.”

LXVII. Callimachus AP 9.507 (27 Pf,, 56 GP)

On Aratus and his debt to Hesiod. Aratus’ didactic epic, Phaenomena, mar-
ried technical astronomical material to a forrn modeled on Hesiod’s Works
and Days. It was composed at the court of Antigonus Gonatas probably
some time after 276 (Kidd 1997: 4-5) and exerted a powerful influence
on Hellenistic and, later, Roman poetry; it is here treated by Callimachus
as a model of refined composition (cf. 1-gn.) The epigram evokes fea-
tures of inscribed epitaphs, including the initial copulative sentence and
the final envoi (xaipete), which has hymnic resonance but may also be read
against epitaphs in which the speaker bids the deceased or the monument
farewell (e.g. CEG 530). More immediately, the poem is related to “book-
tag” epigrams in which the speaker is represented as a work of another
author (e.g. Asclep. 28 Sens), but it plays on them by postponing the
author’s ethnic and name until the second couplet - so that the impres-
sion left by the first word that the poem will treat a Hesiodic work is ini-
tially misleading (cf. 537-8n.).

The obscurity of the opposition of éoxorov and peAixpétaTov compli-
cates interpretation, since the meaning of this determines what the poet
is claiming about the relationship between Aratus and Hesiod (cf. 1-gn.).
The second-century Stoic philosopher Boethus of Sidon (Vita Arati 11, p.
12.15-18 Martin) allegedly claimed that Aratus’ affiliation to Homer is
demonstrated by the fact that his rA&opa (variously understood as “inven-
tion,” “substance,” or “style”; cf. Hunter 2014: 259-60) is greater (pei{ov)
than Hesiod’s, and it seems clear that the epigram, however understood,
participates in an ancient discussion about the extent to which the
Phaenomena may be understood as Hesiodic.

The epigram treats the Phaenomenain terms that Callimachus and other
Hellenistic poets use to describe refined poetry. The insistence on the
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work’s Aewrtétng in the final couplet also probably signals a recognition of
the Aratean acrostic Aewt) at Phaen. 7837 (cf. 4n.), especially in light of
the treatment of the Phaenomena as a text to be decoded; in this context,
the word-play prioies Apfitou (4) embodies the verbal dexterity celebrated
in the epigram.

1[323] Howé8ouv . . . &etopa . . . TpéTros “The theme and style are Hesiod’s,”
but this meaning emerges only in retrospect, since the opening words
might initially be taken to mean that the work at issue is a Hesiodic poem.
At Call. fr. 1.3, &eaiopa refers to epic “song,” but here it and Tpémos seem to
refer to content and style, respectively, and the meaning “theme, content”
is suggested by the comparable use of &o181 in this sense (LSJ 4).

1-3[328-5] oU ... @mwspagaro: a difficult passage which has been variously
understood. The interpretation adopted assumes that the correct reading
is &o1ddv, that it refers to Hesiod, and that the adjective éoxarov means
“complete,” so that the point of the opposition is that Aratus imitated the
best parts of Hesiod rather than his poetry as a whole: “but I daresay that
the man from Soli has not imitated the complete poet, but the sweetest of
his verses.” The opposition thus picks up and delimits the meaning of the
opening phrase, with Tév &o18év, “singer, poet,” personifying the cognate
&eiopo, “poem, song,” and 16 peAixpdtaTov TéV Eméwv defining the meaning
of tpémos: although the content of the didactic Phaenomena is Hesiodic, its
style is selectively so.

An alternative is to take tov . . . fgxarov as referring to Homer, so that
the poem claims stylistic affiliation of the Phaenomena to Hesiod rather
than to Homer. This approach is facilitated by reading &oidé&v (Scaliger,
now with ancient support from P.Oxy. 4648), so that the phrase means
“best of poets” (for foxaros in a positive rather than a negative sense,
cf. Pi. Olymp. 1.11g) or “ultimate mode of poets,” i.e. Homeric epic (cf.
Hunter 2014: 258): “but I daresay that the man from Soli has imitated
not the ultimate of songs, but the sweetest of verses.” oxviw pn:
the fear clause hedges off the speaker’s claim (“I wonder whether,” “I
daresay that”; e.g. Pl. Phaedr. 257¢c, Xen. An. 2.3.9), perhaps in order
to avoid implying that he is criticizing any part of the Hesiodic corpus
as less “sweet” (cf. Hunter 2014: 295, who interprets the passage differ-
ently). 76 pehixpdTaTov | T@v émriwv: sweetness is a metaphor for lit-
erary quality already in Hesiod, whose treatment of the Muses and their
poetry (e.g. Catalogue of Women fr. 1.1, Th. 39—40; cf. Hunter 2014: 288-
g) as sweet is here explicitly applied to his own work. For pehixpés as a
hallmark of refined poetry cf. 344, Call. fr. 1.16. armspé&ato “took the
impression of,” i.e. “imitated” (< &mwopdoow). xaipete: exhortations



158 COMMENTARY: LXVII, 323-6; HEDYLUS

for the dead person or the tomb to fare well are standard in funerary
epigrams; that connection may be in the background here, but the salu-
tation also evokes the addresses to Zeus and the “sweet” Muses in the
proem of the Phaenomena (15-17 xoipe, waTep . . . xaiporre 8¢ MoUoat |
pelixian pdda r&oat). Aerrrai: the adjective, properly “peeled, fine,”
is associated with intellectual refinement as early as Aristophanes (e.g.
Clouds 359), and in Hellenistic poetry describes finely wrought poetry
(cf. 344). Lines 783-%7 of the Phaenomena form an acrostic AEITTH, in
which the first word of 784 is also Aewts). Callimachus’ application of
the term to Aratus’ poetic program finds parallels in Ptol. SH 712.4 6 ye
AerToAdyos okifjrTpov "Apatos Exel, Leon. AP g.25.1—2 Apfjtolo . . . 85 ToTe
AerTiit | ppovTid Snvanols doTépas EppdoaTo.

4[326] pnoies, ApnTou: piicis “speech” puns on the poet’s name, which
suggests &ppnros “unspoken”; Aratus uses &ppntov to pun on his name
in line 2 (cf. Jacques 1960, Bing 1990, 1993). Here the verbal play is
emphasized by the lengthening of the first syllable of Apfitou; the use of
epicizing n rather than « in the second syllable appropriately reflects the
theme of the poem, the influence of archaic epic on Aratus. As a whole,
the expression recalls the Hesiodic dyad pntoi T" &ppntoi ¢ (WD 4), and
thus embodies the stylistic relationship between the poets. cUupolov
ayputrving suggests Aratus’ night-time star-gazing as well as his burning
of the midnight oil; for the phrase, cf. adesp. AP 9.689.2 &fis cUuBotov
&ypumving; Leon. Alex. AP 6.428.2 ocUupolov evetring. ocupPolov is used of
weather signs in ancient scholarship on the Phaenomena (e.g. X Arat.
1021), though not in the poem itself; if the word is correct, Callimachus
implicitly represents the Phaenomena as a text to be decoded just as Aratus’
poem decodes the celestial signs, and the noun looks back to Aemrai |
protes, Apfitou and its implicit “decoding” of Aratus’ language. Other read-
ings are possible, however: P’s cuvtovos &ypumvin, “intense sleeplessness,”
is defended by Cameron 19g5: 379 as underscoring the intensity of the
poet’s surprising nocturnal work; Stewart 2008 suggests ocUvTouos &ypuTvin
“abbreviated sleeplessness,” in which the adjective would suggest stylistic
refinement (cf. 253n.).

HEDYLUS

According to Athenaeus (77.297a), Hedylus was from Samos or Athens,
wrote a work that recounted the fate of Glaucus, and was the son of the
female poet Hedyle, author of a Scylla; his association with Samos or
Athens could suggest that he was related to cleruchs who occupied Samos
ca. 365-322 (so Gutzwiller 1998a: 171). An epigram on a dedication to
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Arsinoe-Aphrodite Zephyritis suggests that he spent time in Alexandria.
Though he is often dated to the early part of the third century, there
is some reason to place him slightly later. A notice in the Etymologicum
genuinum (arr1) reports that a Hedylus commented on the epigrams of
Callimachus, and though this Hedylus is usually thought to be different
from the poet, the possibility that he might be the same person finds some
support from passages in which Hedylus plays with Callimachean aesthetic
terminology and with that of the Aetia in particular (cf. 329n., LXX intro-
ductory n.). Several epigrams clearly respond to poems by Asclepiades (cf.
LXIX, LXX introductory nn.); AP5.161 is ascribed alternatively to Hedylus
or Asclepiades (= Asclep. *40); for Hedylus and the so-called Soros, see
p. 68.

Athenaeus claims that Hedylus told the story of Glaucus’ suicide; the
poem in which he did so could have been an epigram or a narrative poem.
Five epigrams (including AP .161) are ascribed to him in the Anthology,
and eight more are cited by Athenaeus. Several show the strong influence
of comedy and poke fun at the incompetence of professionals, the glut-
tony and bibulousness of symposiasts, and other misbehavior.

Hedylus’ language is varied, and words from divergent stylistic registers
and generic backgrounds are frequently juxtaposed.

LXVIII. Hedylus ap. Ath. 11.497d (4 GP)

On a gold rhyton dedicated in the temple of Arsinoe-Aphrodite Zephyritis.
Rhyta were conical vessels, often in the shape of animals, pygmies, or other
humans or gods. In this case, the figure is the Egyptian dwarf-god Bes,
apparently holding a trumpet (coATile1, kw8wvos). Chamaeleon fr. g notes
that rhyta were used pévois Tois fipwow, a comment that seems to mean
that they were used only in commemorations of heroes (so Thompson
1979: 8). Metal rhyta typically had a spout; ceramic rhyta lacked spouts
and were used as drinking cups (the account given by Dorotheus ap.
Ath. 11.497e seems confused); cf. Thompson 1973, esp. 1-33. The ves-
sel described here is of the former type, but with an unusual feature: it
has been designed by Ctesibius so that Bes’s trumpet sounds when wine
emerges from the spout.

The poem plays on the features of sympotic and dedicatory epigrams:
the address to drinkers initially suggests a sympotic occasion, but the
words that follow reveal that they are spectators at the temple of Arsinoe
at Zephyrium (cf. Lx introductory n., 391-3n.). Athenaeus claims that
Ptolemy II endowed statues of Arsinoe with rhyta rather than cornuco-
piae (Ath. 11.497b—c). Although the context presumed in the epigram
cannot be known, the repeated exhortation for a group of young drinkers
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to make themselves present to witness and honor an object in Arsinoe’s
temple suggests an address to celebrants of a rite in her honor (cf. Ar.
Frogs 372-81; Bulloch on Call. A 5.1-32). If so, the sound made by the
Nile during the Niloa (7-8) links the celebrations of that divine river and
of Arsinoe (see below).

The poem is constructed in ring composition, with the language of the
final couplet mirroring that of the first (cf. g-10n.), and with the sec-
ond and penultimate couplets featuring Egyptian divinities represented
as musicians. The central couplet opposes war to partying, a contrast
emphasized by the use of two forms of the same noun. The figures of Bes
and the Nile are described in language evocative of poetic composition.
The clausula of g shares a striking point of contact with the prologue of
Callimachus’ Aetia, but implicitly redefines AryUs fixos as a brash trumpet
blast rather than a light chirping; that one poem looks directly to the
other is probable, and the most likely explanation is that Hedylus is adapt-
ing Callimachean esthetic terminology to a new end; cf. Sens 2015,

Luck 1968: 402 n. 1 suggests that the epigram parodies the sort of
explanations offered by tour-guides at the temple of Arsinoe-Aphrodite;
others see it as a parody of dedicatory inscriptions (Stephens 2005: 246).
The tone is lighthearted, but there is little reason to see parody in the
strict sense. The appearance of Bes on a rhyton is analogous to the use of
pygmies on such vessels and is not inherently absurd, though the poem
seems to play on the relationship between size and volume as well as on
the opposition of wine and water: in pouring wine, a dwarf produces a
loud sound analogous to that of the flooded Nile. The poem appears to
contain several forms characteristic of the later koine (5 oUvbepa, g elpepa),
as well as the prosaic iepaywyois (77), alongside more elevated compounds
like girolépupos (1) and eUdios (2).

1[327] lwpomwédTan “drinkers of undiluted wine.” Heavy drinking was
common among the Macedonian elite (cf. Asclep. *44 with Sens’s note)
and may have special resonance in a poem celebrating a Macedonian
queen. kai ToUTo: the conjunction locates the rhyton among a
series of other objects, and the phrase as a whole implicitly places the
poem celebrating it in a broader tradition of dedicatory epigram; cf.
I7m. @rAolequpou: i.e. Zephyritis; cf. 385-8n.

2[g28] «0U8ins: the adjective may be used of persons and gods in the sense
“mild, gracious,” but here it refers specifically to Arsinoe-Aphrodite’s
role as protectress of sailors at sea and bringer of fair weather (Pos. 9.2,
119.5-6 AB). i8eT': exhortations to “look” at an object are characteris-
tic of ecphrastic epigrams; e.g. 25, 173.
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3[329] épxnoThv Bnodv: from the New Kingdom on, the Egyptian dwarf-
god Bes was associated with music, dancing, and wine, and he is commonly
represented dancing or playing an instrument, especially the double
aulos, lute, or tambourine; cf. Dasen 1993: 55-83, esp. 77-80. os
Aiyuv fixov: cf. Call. fr. 1.29 of AiyUv fiyov; see introductory n.

4[330] oaAmila: Bes is represented as blowing a trumpet (cf. 6 kwdwvos).
The verb contributes to the subversion of the values and imagery of
the Aetia prologue: in Aristophanes’ Frogs (966, 1042), from which
Callimachus drew much of his aesthetic terminology, the loud sound of
the trumpet (e.g. Il. 18.219) was associated with Aeschylus’ bombastic
poetry rather than the sort of fine sounds Callimachus endorses. The
odAmy§ was associated with sacrifices in Egypt and elsewhere (cf. Call.
fr. 75.61 Zeus émi calmiyywv ip& Bofir déxetan, Pollux 4.86 fomi 8¢ . . . kai
iepouyikdv [sc. odAmrypa] émi Buoions AiyutTtiors Te kai Apyeiois kai Tuppnvols
kai Pwpaiors) and would have special point if the poem is imagined as cel-
ebrating a ritual occasion. kpouvol Trpos puciv oiyopéivou “when the
spout is opened for pouring,” cf. LS] kpouvds 4. mpds puov etymologizes
putév. The basic meaning of xpouvés, “spring,” prepares for the reference
to waters of the flooded Nile (7-8). At Call. A. 2.111-12, Callimachus
associates his poetry with a trickling spring in opposition to the rushing
Euphrates: here, by contrast, the sound of the “spring” and of a river are
likened to each other.

5—-6[331—2] The guttural alliteration (xpuctou &t yéywvev | kd8wvos kpou)
may evoke the brash sound of the trumpet. TroAépou: the usual func-
tion of a trumpet blast is to signal the start of battle. ouvinua .

ouvlBepa “signal”: if the text is correct, the well-established form ouvlnua is
conjoined with the newer form cuv8epa, otherwise first attested in the later
koine and rejected as a proper Attic form by Thomas Magister p. 332.2,
but analogous to eUpepa in g; collocations of different forms of the same
word are common in Hellenistic poetry. Athenaeus transmits the unmetri-
cal oUvbnpa in 6, however, and it remains possible that a different word has
been displaced; Jacobs emends to aUppola, but the plural is less welcome.

7-8[333—4] “. . . just like the ancestral song, dear to sacrifice-bearing ini-
tiates, which the Lord Nile invented from his divine waters.” The refer-
ence is apparently to the sound of the water of the Nile rushing into a
Nilometer (a structure designed to measure the height of the river), and
the sacrifice-performing initiates are probably the participants in a festival
celebrating its flooding; see Kenny 19g32: 190—1, Bonneau 1964: 361—420.
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The sound of wine poured from Ctesibius’ rhyton is thus compared to
that produced by another piece of engineering, though in this case one
in which the sound is made by inrushing rather than outrushing lig-
uid. &va . .. Beicwv: as a personified deity, the Nile was associated and
ultimately identified with Osiris (cf. Fraser 1972: 1.263), and commonly
connected to Isis, with whom Arsinoe was identified (Bonneau 1964:
242-74, Fraser 1972: 1.299—43). €Upe pédos: the Nile is represented as a
poet; cf. 334. Knoipiou: Ctesibius of Alexandria, inventor of a num-
ber of hydraulic and pneumatic devices, including the water-pump and
the water-organ (cf. West 1992: 114-18), worked in Alexandria during the
reign of Ptolemy II; see Orinsky, RE1x.2 2074-6, Kenny 1932. tUpepa:
the word links Ctesibius’ invention to the Nile’s musical “discovery” in 8.
The form, a variant of the more common eUpnua, is first attested in the
Hellenistic koine and is condemned as un-Attic by Phryn., Ecl. 420 (cf.
Hdn. De pros. cath. 1.95%.9—10).

9-10[335-6] These verses pick up the language of 1-2: 1 ~ g ToUTo, 2 ~ 10
BeUT(e), 1—2 KaT& VMOV . . . Apoitvdns ~ 10 vnéd Ténde Trap’ Apoivédns. &AA&:
the particle is common in commands and exhortations to mark “a tran-
sition from arguments for action to a statement of the action required”
(Denniston 14).

LXIX. Hedylus AP 5.199 (2 GP)

Dedication of clothing by a woman after sex at a symposium. The poem
combines elements from sympotic and amatory epigram, on the one hand,
and dedications, on the other. It begins as an account of an event occur-
ring at the party, though the language leaves the precise meaning initially
ambiguous (1-2n.); only in the second couplet does it become clear that
a dedication is being recorded. The narrative is a sequel to Asclepiades
XX, on Nicagores’ lovesickness, and redeploys elements of it: both poems
open with oivos and mention wpowéoeis and love, but in xx, Nicagores’
mendacity is revealed by his frequent toasts, whereas here his toasts are
deceptive and successful; and while in Asclepiades wine leads Nicagores
to nod his head, here alcohol contributes to Aglaonice’s post-coital sleep
(see Giangrande 1968: 151-2).

The epigram is constructed in such a way that the loss of Aglaonice’s
virginity seems initially to be the welcome (cf. 2 ©8Us) result of verbal
seduction by Nicagores (whose name may suggest rhetorical facility)
at a symposium, but it is slowly revealed to be the result of violence
(Pretagostini 2000). The second couplet is framed as a dedication of
A&pupa, a word normally used of military spoils, and thus initially seems
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to represent Aglaonice as a sexual conqueror, but in the final couplet
these spoils are defined in terms that treat her as the victim. The precise
items dedicated are named only in the final couplet. The movement from
seduction to violence is reflected in the distorted mirroring of the first
couplet by the last: 6 Umvou corresponds to 1 katekoimoav, but the verbal
persuasion suggested by 1—-2 wpoméoes . . . oM is replaced in the final
line by oxuAudv.

Though the lemma claims that Aglaonice was a hetaera, Tap8eviwv in
the central couplet reveals that the dedication commemorates the loss
of her virginity; her role at the party remains unclear. Dedications upon
the loss of virginity do not appear to have been standard practice, and
the poem may be understood as a variant of dedications of clothing to
Artemis by women who have successfully given birth. At [Theocr.] 27.55-
6, a girl complains that the sexually aggressive Daphnis has torn her gir-
dle, which he in response characterizes as a first offering to Aphrodite; cf.
Hdt. 2.181.4—5.

1-2[337-8] olvos... Trpoméoeis. .. épws:cf. §5—-60ivos... ¢pav... Tpomdoeis.
The sequence suggests a progression in which drinking led to profes-
sions of love and finally sex. The hexameter seems initially to represent
Aglaonice’s sleep as the product of alcohol alone; the link between drink
and sleep is commonly mentioned in sympotic contexts (e.g. Thgn. 470).
Only in the pentameter do enjambed ai 86Aiat and €pws reveal that the occa-
sion involved other events. KaTtekoigioav: contrast 87 éviotaoe, where
Nicagores nods his head drunkenly. That sleep often stands as a metaphor
for death (cf. 261—-2n.) initially leaves open the possibility that Aglaonice

has died. AyAaoviknv ... Nikayépew: 2 man whose name denotes his
skill with words has overcome a girl whose own name means “splendid
Victory.” ai 86Mar: contrast Asclep. 86, where Nicagores’ many toasts
(ol ToMai . . . mpomdoeis) reveal his true emotional state. tpws . ..

Nikayépew: the expression is ambiguous, since the dependent genitive
might be either subjective (“Nicagores’ eros”) or objective (“eros for
Nicagores”). For whom the experience was “sweet” is equally unclear.

3-4[339-40] fis wépa . . . | kéivranr “by whom [i.e. Aglaonice] . . . are
dedicated.” pupois: perfumed oil was regularly distributed to guests
at symposia (cf. Olson-Sens on Archestr. fr. 60.4) and also widely used
in erotic contexts (cf. Ar. Lys. 938—47, Eccles. 525 oUxi Beiton yuvn) k&veu
uupou). iT1 ... puddvra: i.e. the dedication was made just after the
event it commemorates. mapbeviwv . . . wéBwv: the adjective may
be either subjective (“a maiden’s desire”) or objective (“desire for a
maiden”); contrast the unambiguous uses at Asclep. *34.4 = Pos. ¥*126.4
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AB, Leon. AP 6.202.1-2. Adgupa: commonly used in dedicatory con-
texts of spoils taken from a defeated enemy, e.g. Aesch. Ag. 577-9, SEG X1
1212a Zupokdo[ior &md] Axpayavtivwy Adgupa. Here, by contrast, it refers
to the clothes taken from the dedicator.

5[341] cavéaia ... piTpar: the items, the first not particularly intimate and
the second more so, are listed in the order in which they would have been
removed in preparation for sex; cf. Ar. Lys. g5o0. MaAakai . .. piTpat:
expressions in which the adjective is separated from its noun by a nominal
phrase in apposition occur occasionally in Greek (Archil. fr. 196a.49-50
véov, fipns émfAucw, xpda, Aesch. Ag. 119, Eum. 302) and become popular
in Latin poetry (e.g. Virg. Ecl 1.57); see Solodow 1986. The erotically
charged adjective padakai is pointed in a description treating women’s
clothing as if it were armor stripped from an enemy. MaoT@V ékSUpaTta
“items stripped from her breasts.” #&x8upa is elsewhere attested only in the
scholarly tradition (e.g. Zen. 11 g5 AePnpis 8¢ éoTi . . . ExBupa ToU Spews).

6[342] oxuAu&v: cognate with oxUMw (“tear, rend”), and appropriate to
sexual violence and the forceful tearing of Aglaonice’s clothes from her
body. The noun (common in LXX) comes to be virtually equivalent to
UPBp1s, with which it is sometimes paired (e.g. P.Tebt. 79o.11 ued’ GBpews kai
oKUApoU). maptUpra: that dedicated objects might testify to an event
finds a parallel at e.g. CEG 798.1-2 pvépa . . . <xai> pépTupa vikas | . ..
éoTacav, but in conjunction with okuAu&®v the word suggests testimony in
a criminal matter.

LXX. Hedylus ap. Ath. 11.472f-3a (5 GP)

An exhortation to drink. The poem seems to respond to Asclep. 16 Sens,
which opens with an address to the poet, who is apostrophized by name;
here the corresponding apostrophe comes in the last line. The poem
self-referentially calls attention to its place in a broader literary trad-
ition. After opening in a manner evocative of sympotic elegy and lyric
(e.g. Thgn. 763, 1042, Alc. frr. §46, 352), the speaker reflects on his own
exhortation, explaining that in drinking he might be able to produce
refined poetry (&wos). The second couplet, in which he asks an unnamed
addressee to drench him with wine and command him to “play,” rewrites
initiation scenes in which a poet is given water to drink (cf. 3—4n.). On
this reading, the final clause can be understood as the product of the initi-
ation imagined in the previous verse, and an embodiment of the values
inscribed in the first couplet.
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The aesthetic terminology of 1-2 is identical to that used by Callimachus
to describe the refined poetry he admired and aimed to produce. At the
same time, the privileging of wine as a source of inspiration may partic-
ipate in a discussion about the proper quantity of wine to drink at the
symposium, as well as about the relationship of wine and water to differ-
ent poetic forms. The later reception of Callimachus associated him with
water-drinking, and he seems to have connected water with poetry in his
Aetia and hymns (cf. 646n.). The distinction drawn between his &oi8ai
and sympotic poetry (i.e. epigram) in Epigr. 35 shows, however, that for
him the distinction between water-drinking and wine-drinking was gener-
ically determined: although some passages of Callimachus connect water
to &oidai (esp. h. 2.105-12), wine was for him the appropriate vehicle for
the production of epigram. None the less, in the Aetia, the poetic persona
advocates moderate consumption of wine at symposia (fr. 178.11-12),
whereas this epigram playfully celebrates drunkenness as the source of
inspiration (cf. AP13g.29). Hedylus seems elsewhere to associate wine with
the aesthetics advocated in the Aetia prologue (cf. 329n.), probably in
response to a perceived Callimachean association of refined composititon
with water. See Sens 2015, 2016.

1[343] véov: cf. 141-2n. Tap’ oivov “in a drinking party.”
2[344] ebpon’ &v . . . &mwos “find something to say,” but also “create a
poem”; cf. 334. AetrTov ... pehxpov: the collocation recurs at 32—5 (of

the poetry of Aratus) and, with Aerraiéos in place of Aemrtds, at fr. 1.16, 24.

3—-4[345-6] In asking his companion to soak him with wine, the speaker
casts his addressee in the role of an inspiring deity like the Muses who
initiate Hesiod by giving him a draught of the Hippocrene in Hellenistic
versions of their encounter (cf. 646); this detail, not found in Hesiod’s
own version in the Theogony, probably has Callimachean roots (cf. Sens
2015). xatappexe “drench,” in the common metaphorical sense
“give me large quantities to drink.” kadoig: large jars, said by Hero
Mechanicus (Geom. 23.63) to be equivalent to half an amphora, for trans-
porting or storing wine. Xiou: Chian wine was very highly regarded
(cf. Olson-Sens on Archestr. fr. 59.17). maile, | "H8vAe: by embed-
ding a common form of sympotic exhortation (e.g. Amphis fr. 8.1 Tive,
maile) in a direct command, the epigram highlights its engagement with
the literary tradition: the speaker imagines himself in dialogue with an
unnamed companion speaking the traditional language of the sympo-
sium. piod ijv: exhortations to drink are often justified by the need
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to enjoy life while one can (e.g. Sens 2016). Here, the speaker takes the
topos in a new direction: a sober life is unpleasant. és xevov: the expres-
sion, common in Hellenistic prose (esp. LXX, NT), implies “without pur-
pose” and “without effect,” but may also suggest the speaker’s dread of an
empty wine jar.

HERACLITUS

A single epigram is attributed to Heraclitus in the Anthology, as part of a
clear sequence of poems from Meleager’s Garland. It seems likely that its
author is the Halicarnassian poet honored by Callimachus (L1). Nothing
certain is known about his life or other work; Swinnen (1970) suggests
that he may be the Heraclitus mentioned in inscriptions as a Ptolemaic
proxenos.

LXXI. Heraclitus AP 7.465 (1 GP)

An epitaph for Aretemias, who died in childbirth. The poem is divided
into two equal parts, each directed to a passing stranger (g 6doimépe,
getv’) but very different in their use of voice. In 1—4, the speaker is not the
deceased or her tomb, as usual in such contexts, and is hard to distinguish
from the poet (cf. Hunter 1992). In context, the yp&uua to be deciphered
(3—4) is simultaneously the imaginary inscription and the poem itself, and
the emphasis on the freshness of the grave (1, 2nn.) which attracts the
speaker’s attention stands as a self-reflexive comment on the epigram’s
novelty (cf. 343). The second part enacts the process of reading: the
words of the poet merge seamlessly into an embedded epigram of a tradi-
tional type (e.g. CEG 483) in the first-person voice of the deceased. The
dead woman, whose otherwise unattested name, Aretemias, may be meant
to suggest her virtuous character, describes her life in a straightforward
and restrained way that reveals her excellence and role as a wife (7-8).

1[347] épTioxatrros “freshly dug”; not elsewhere attested. METWTTWV
“brow”; the “face” of the grave-marker is personified as wearing garlands
(of people, cf. Anacreont. 18.6—7 oTepdvous 861e ofs mukdlw | T& pétwma,
Ach. Tat. 1.1.7).

2[348] puAAwv “leaves,” probably of myrtle (cf. Eur. El g24, 512), from
which funerary garlands were made. Aubaleis: i.e. “half-wilted,” and
still recent; only here. otépavor: for the garlands in funerary rites, cf.
104N,
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3-4[349-50] “Deciphering the writing, traveler, let’s look at the stone
to see whose smooth bones it says it covers,” i.e. i8wuev Tivos Aeupd doTéx
6 métpos gati mepioTéMew. The complex, interlaced word order fore-
grounds the process of discernment and interpretation required of the
reader. Siaxpivavres entails both “distinguishing” the writing from
the garlands covering the grave and “deciphering” it, though the latter
sense is not exactly paralleled elsewhere. The aorist participle denotes
action simultaneous with the main verb (cf. Smyth §1872c2). Aeupd
“smooth” (cf. 720n.), a variation of the conventional epithet of bones,
Aeukd (e.g. Il 16.347). mepioTéAAewv: in its ordinary sense “clothe” the
verb picks up the commonplace idea of the earth cloaking the deceased
(cf. 127m.) but transfers it to the stone.

5—6[351-2] Aretemias summarizes her identifying information in a
rapid, asyndetic series of clauses (cf. CEG 7707 Avrip&v Trathp p' épuoev,
AT6is iy xopa w&[T]pa | dvopa AToMédwp[os]), with enjambment between
the verses. The syntactical simplicity of these clauses, the first two con-
sisting of two words each, the second two of four words each, contrasts
with the complexity of §—4. EUgpovos: a speaking name (“Kind”)
reflecting the harmony of Aretemias’ marriage. Wdivwv oUk &uopos:
the litotes (cf. Pi. Nem. 6.14) is a “brave understatement” (Hopkinson)
but also reflects Aretemias’ pride in the social status she has attained by
having children.

7-8[353—4] As often in real epitaphs, the dead woman’s principal con-
cern is for her husband. Siooa: sc. Téxva. TO Mév Alirov &vdpi:
cf., e.g., CEG 576.3—4 & wo®' Um’ &divwy oTovéevTi katépthto ToTHW! |
OpPavoV £y pueydpols Taida Airoliox Toagel. modnyov | ynpws “as a foot-
guide for his old age”; for the genitive, cf. Lyc. Alex. 385 Aapmrfipa . . .
TOv Todnyétny okétou “a lamp, guide through the dark.” &vdpi . ..
woaios: of these words for “husband,” the former reflects the physical
and emotional component of marriage, the latter its legal status; the
implication is that these two are in alignment (contrast Soph. Trach.
550—1 TalTa oUv goPolpar pfy Tools uév ‘HpaxAfis | éuds koAfiton, Tfis 8¢
vewTépas &vnp). Hunter (1992) suggests that wéoios might hint at the
other meaning of mwéois, “drink,” and evoke the sympotic connotations
of the wreaths mentioned in 1-2. uvapdouvov: referring not to the
preservation of the memory of the deceased, as is typical in epitaphs,
but to Aretemias’ recollection of her still-living husband. That the child
will remind her of him suggests their resemblance and so implicitly
demonstrates her fidelity.



168 COMMENTARY: LXXII, 355-7; NICIAS

NICIAS

Nicias, of whom eight epigrams are preserved in the Anthology (a ninth,
AP11.398, is implausibly ascribed to him by P1), is almost certainly the phy-
sician and poet addressed by Theocritus as an admired friend and a resi-
dent of Miletus (xc1v, Idylls 11, 13, 28.6—7). Z** Theocr. 11, p. 240 Wendel
calls him an epigrammatist from Miletus and an associate of the physician
Erasistratus. The epigrams share a number of connections to the works
of Anyte (e.g. 357n.); these more probably reflect Nicias’ engagement
with Anyte’s epigrams than the other way around (cf. Sens 2006; contra
Bernsdorff 2001: 110-17). Three of his poems purport to be dedications.
The rest treat aspects of nature and the rural landscape; the literary self-
reflexivity of at least some undermine the case for their being inscriptional.
Homeric language is frequently reworked, and even those poems that
seem most traditional are linguistically creative (cf. Cairns 2016: 279-80).

LXXII. Nicias AP 6.127 (2 GP)

A dedication of a weapon or armor in the temple of Artemis by a retired
soldier. Epigrams recording a retiree’s dedication of the tools of his trade
are very common in the Anthology and probably reflect an occasional real-
life practice (cf. Rouse 19o2: 70-1). Here the object, which speaks in the
first person, is never directly identified, but its feminine gender suggests
that it is a shield (&ois). The gender suits a resident in Artemis’ temple,
though there is also a contrast between the speaker’s long experience in
war and the songs of maidens to which it now listens. The essential infor-
mation, including the names of the dedicator and the divine recipient, is
reserved for the second couplet; in the first, the speaker seems to treat its
location among choruses of maidens as a surprising event (cf. 46n.).

1-2[855-6] “It turns out that I too, having escaped Ares’ hateful conflict,
was destined to listen to choruses of maidens.” uéAov &pa acknowledges
a reality that the speaker had not previously expected (cf. Denniston

36). For xai, cf. 17n. otuyepav . .. “Apnos: in Homer, Ares himself
is oTuyepds, cf. Il. 2.485, 18.209. moTe “eventually.” éxrpoMiTroloa:
cf. Od. 8.515 xoitov Adyov ékmrpohiTrévTes. xop®dv Trapfevicwv: choruses of

virgins played an important part in the cults of a number of divine figures,
including Artemis.

3[357] Aptémbos mepi vaov: the prepositional phrase suggests the
movement of the chorus around the temple (cf. Call. h. g.240 Tepi . . .
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wpxhoavto); Nicias probably borrows from Anyte AP 6.912.3 8eol Tepl
vady, of children teaching a goat to give them rides in the temple precinct.

4[358] Aeuxév . . . yiipas: a tragic collocation (Soph. Ajax 624, Eur. HF
910); cf. Simias 230 Twohidn yhpai. xeivou: i.e. Epixenos. v Hpas
itape péAn: an allusion to /1 4.313-15, where the damage done by old age
(&AA& of yiipas Telper Spofiov) explains why Nestor’s limbs (youvaf') are no
longer mobile.

LXXIII. Nicias AP 6.270 (3 GP)

A thanksgiving dedication of Amphareta’s head coverings to Eileithyia;
cf. xL1Iv introductory n. The first couplet names the deity, the dedicator,
and the dedicated objects; the second provides an explanation of the gift.
An apparently Doric dialect patina is overlaid on diction that evokes or
varies Homeric language; there is an allusion to a contextually relevant
passage of the Iliad in which the mourning Andromache throws off her
head coverings (cf. g—4n.).

1[359] xpndspva . . . xaAuTTpa: usually treated as synonyms by ancient
critics (cf. Llewelyn-Jones 2003: 28-32) but here distinguished, with
xaAUTrTpa probably denoting the fine veil that covers the face and xp#depva
a covering for the head, back, and shoulders. USaTtétooa xaAUTTTPA:
the adjective suggests “flowing” as well as “translucent”; at Theocr. 28.11,
Nicias’ wife is said to weave \d&Twa Bpéxn. The phrase varies the Homeric
Mmapiy . . . xadumrTpny (e.g. IL 22.406; cf. A.R. §.445, Od. 1.334 Mmap&
kphdepva), where the adjective (lit. “oily”) has a similarly extended sense.

2[g360] Amphareta has placed her headdress and veil on the cult statue
of Eileithyia. That some items of clothing dedicated in celebration of
the birth of a child were used to clothe the cult statue is reflected in the
inventory lists for Artemis’ sanctuary at Brauron (cf. Wise 2007%: 221), and
in Pausanias’ claim (7.23.5-6) that the statue of Eileithyia was veiled at
Aegium. Teds . . . UTrip xepaAds: the placement of the possessive adjec-
tive finds parallels in direct addresses to gods elsewhere in Hellenistic
poetry (e.g. Asclep. *36.1 Sens = Pos. *128.1 AB oty . . . wap’ fiéva, Call.
fr. 18.9 ofv . . . kot aiowiny, 260.46 Teév oTE . . . Bupdv). xdran Utrép
xepaAds: an inversion of the Homeric formula ot} 8’ &p' Urrtp xepaiiis: Umép
kepaAds is in a traditional verse-position (cf. Mimn. fr. 5.6, Tyrt. fr. 11.26).
xeital is not simply equivalent to avékerran: the garments have been placed
upon the statue’s head.
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3[361] cs ot ... éxaléooaTo “since it was to you that she appealed with a
prayer.” oi: dative; probably “(throw away) to her benefit” rather than
narrowly with the preceding word (“grievous to her”).

3-4[361—2] Aeuyadéas . .. Aoxiwv “the grievous doom of birth pangs,” i.e.
death in childbirth. «fijpes with defining genitive is modeled on Homeric
xfipes . . . BavaTolo (Il 2.302, etc.). The tone of &divwv . . . Aoyiwy, in which
the adjective contributes little additional meaning, is elevated (cf. Eur.
Ion 452, Euph. fr. 11.11-12 Powell). ar’ ... TijAe PaAeiv recalls 71
22.468 Tiide &' &md xpaTds PdAe déopata [“headdresses’] oryardevra (of
Andromache in grief), where p&Ae was Aristarchus’ reading for the vulgate
xéev. With «fjpas as object, the phrase varies expressions such as kakas &'
&mo kfjpas &Aadke (Thgn. 13), kakas &woé kiijpas &udvar (Thgn. 767).

POSIDIPPUS OF PELLA

Posidippus of Pella is named as an epigrammatist (té1 MMooeidimmowt T
¢mypappatotoid IMeAdaiwt) in an inscription from Thermon from 264
or 263 BCE (IG 1x*.1 17.24) and is probably the man mentioned with
a certain Asclepiades in a Delphic proxeny inscription from 276/275
or 279/272 (FD m1 g.92). His epigrams celebrating the foundation of
the Pharos lighthouse (late 280s) and the temple of Arsinoe-Aphrodite
(before the death of Arsinoe in 270 or 268) suggest that he had achieved
prominence in Alexandria by the late 270s. He remained active until at
least 252 (cf. Thompson 2005: 278—9).

The epigrams preserved in the Greek Anthology are mostly sympotic
and erotic; a few are funerary or ecphrastic. Epigrams transmitted by
other means, however, reveal a diversity masked by Meleager’s selection.
A papyrus now in Milan containing a collection of over a hundred of his
epigrams, most previously unknown, provides precious information about
the poet and his role in Alexandria. The epigrams are probably all by
Posidippus: the only two known from other sources are by him, and indi-
vidual epigrams are separated only by a line (paragraphos) without the
authorial ascriptions found in some other multi-authored anthologies.
Stylistic comparison between the epigrams preserved on the papyrus and
those in the Anthology is of limited utility for the question of authorship:
Meleager’s selection probably offers only a partial picture of the poet’s
range (see below).

The poems on the papyrus are organized by genre into groups, which
are given titles. These include dedicatory (dvaénuatik&) and funerary
poems, though the latter are subdivided among three sections (¢miTUppic,
sepulchral epigrams; vauayikd, cenotaphic poems; tpémor, “character”
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epigrams, apparently illustrating different personality types). There are
also other types, some poorly attested in the Anthology: descriptions of
gemstones (MiBik&); accounts of bird-omens (oiwvookomikd); ecphrastic
epigrams on statues (&vdpiavtotronkd); celebrations of equestrian victories
(irmkd); and treatments of miraculous cures (iauatiké&). The collection,
apparently copied within a few decades of the last datable epigram, shows
signs of artful arrangement both within and among sections. It also partic-
ipates in the construction and propagation of the image of the Ptolemaic
court: a number of epigrams directly honor members of the family for
their achievements, for the benefits they bestow as deified royalty on
Greeks in Egypt, and for their patronage of the arts; others do so by
implication. Some, including those on engraved gems and those on stat-
ues, may be productively read as self-reflexive comments on Posidippus’
poetic program (cf. Introduction section 4e).

Posidippus’ sympotic and erotic epigrams share a number of links with
epigrams by Asclepiades. For the most part, these reflect engagement
by Posidippus with Asclepiades rather than the other way around, but
assessment is complicated by uncertainties about the authorship of six
epigrams, whose ascriptions name both poets as alternatives. Only one
poem from the Milan papyrus clearly reworks a passage of Asclepiades
(see 417-19n.).

Posidippus’ epigrams are stylistically variable. His diction is some-
times less straightforward and more highly ornamented than that of
Asclepiades and Callimachus (cf. Magnelli 2007: 170-1). The stylistic
diversity of the Milan poems, which some scholars have found less pol-
ished than those in the Anthology, casts light on Meleager’s preferences
and their influence on modern taste. The poems on the papyrus are on
average longer than those selected by Meleager. Both groups have similar
metrical qualities, sharing with most other epigrammatists a preference
for dactyls, especially late in the hexameter, and a disregard for “Tiedke’s
Law” (Introduction section 4h[i]). Like Asclepiades, Posidippus allows
some violations of other “Callimachean” metrical norms; these are slightly
more frequent in the larger corpus of the Milan papyrus (cf. Magnelli
2007: 181). Both parts of the corpus are notable for allowing a substantial
amount of enjambment between distichs; cf. Fantuzzi 2002.

LXXIV. Posidippus *131 AB (AP 7.170 = 21 GP)

Three-year-old Archianax falls into a well. The epigram is attributed
to Posidippus in Pl, but in P it is copied twice, once with an ascription
to Posidippus and again with an ascription to Callimachus. It plays on
the euphemistic language of epitaphs in order to manipulate readers’
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sympathies. Its opening is constructed in such a way that readers share
the mother’s urgent desire to know whether she has saved his life (4), but
the multivalent language of the final couplet avoids complete resolution:
the reaction of the mother, who knows the answer, is omitted, and the
language and the evocation of the Hylas story hint poignantly at an alter-
native outcome in which the boy has not died (cf. Tueller 2016: 291-2).
The final couplet would, however, suit a gravestone with a relief of mother
and child.

An epitaph from Notion on a boy who died under similar circumstances
(SGO103/05/04) uses the epigram as a model; see Hunter 2019a.

1[363] TailovTa: a pathetic detail.

2[364] €idwhov . .. kweév: i.e. his reflection; cf. Eur. Med. 1162 &ypuyov
€ike. ¢reoraoaro “drew (him) in.” The regular use of the verb of sub-
stances absorbing liquid is here reversed: the reflection in the water draws
him in (cf. Sens on Asclep. ¥36.4 = Pos. *128.4 AB).

3[365] &1&Bpoxov “wet through.” fipraoe: this verb more often refers
to the sudden snatching of the deceased by death (e.g. 143).

4[366] “. . . looking to see if he had any bit of life left.”

5[367] NUugas . . . oUk éninvev: the slippage between the literal use of
vupgat of the goddesses of springs and the metonymic meaning “water”
(e.g. Nic. Ther. 629) makes the phrase ambiguous: it may mean either that
the boy did not die in the well and defile the goddesses or that, because
his mother pulled him out, his corpse did not corrupt the water. The ref-
erence to nymphs in this context evokes the story of Hylas, pulled into the
water by a spring-nymph or nymphs who had fallen in love with him (cf.
AR. 1.1221-39, Theocr. 13.43-54). 6 vAmios suggests not just youth
but thoughtlessness.

5—6[367-8] émi youvois | paTpés “on his mother’s lap”; cf. Il 22.500
¢ youvaot matpds, of Astyanax, and especially Theocr. 14.59 Nupgpat
uéEv ogeTépols émi youvaot koUpov Exotoan, of Hylas. youvors is an otherwise
unattested variant of youvaoi, generated by back-formation from genitive
youvwy, common at line end in Homer (e.g. Il. 1.407). 7Tév pabUv Utrvov:
Babus is common of real sleep (e.g. Arist. Prob. 876a24-5) but not else-
where used of the sleep of death. The definite article and the expectations
generated by genre suggest that the phrase refers to death, though Ttév
could point to “the kind of sleep that is appropriate to a three-year-old”
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(Tueller 2016: 232). éxe1 responds to the verb of the indirect question
in 4.

LXXV. Posidippus 102 AB

An epitaph for a laconic Cretan; cf. Call. L11, to which it seems related.
The poem appears in the section of the Milan papyrus labeled tpéTor,
a group of funerary epigrams that seem to illustrate different character
types. The speaker is initially presented as a simple misanthrope like
Timon (Lviin) or Hipponax (xxviir); only in the final line does he reveal
that his taciturnity reflects the discretion of a man buried away from his
homeland. The poem’s dialect is an important part of its characterization.
Two forms, figoat(e) and Piddpyw, show phonology characteristic of the
subset of “more severe” Doric dialects (cf. Introduction section 4g), of
which Cretan was one; the forms thus fit the ethnic identity of the speaker.
There are also Ionic forms, conceivably suggesting a foreigner’s attempt
to avoid exposing his status; cf. Sens 2004.

1-2[369—70] The speaker wonders why the passerby has done exactly
what epitaphs conventionally request; e.g. CEG 28 &v8pwre, 6<s> oTeixeis
ko’ 686V ppaciv EAKA>a pevovdv | oTiith kai oikTipov. The series of questions
resembles the Homeric Tis wé8ev eis avdpv: (e.g. Od. 1.170) and tragic
queries such as Eur. Jon 257-8 Tis 8 &; wé6ev yiis HMbes; éx Toias wé&Tpas |
mépukas; Cf. GVI 1904.15-16 fiv &' ¢pém, mapodeita, Tis fj Tivos, fiv 8¢ kelbel |
TUuPOsS. tornTe “did you stop?” oUk ... iavUav: irritation about the
interruption of figurative “sleep” is a fopos in epitaphs for misanthropes;
cf. 450n. figoaT’: aorist of é&cw.

3[371] wapa ofjua: cf. 275, Pos. 61.1 AB ioxe médas Tap ofjpa.

4[372] dMyopphuwv “taciturn”; only here. ws &v émi feving “as (one
would be) in a foreign land”; cf. Pos. g4.2—g AB Zmwerydpevos | cos &v émi
getvns kai 68o1mépos, Smyth §1766a. Taciturnity is prudent for foreigners:
cf. Apostol. 12.21d “it is better for a stranger to stay silent (o1yav) than to
cry out.”

LXXVI. Posidippus 1oo AB

Zeno regains his long-lost sight shortly before dying. The poem appears
among the iapatiké, describing miraculous cures, but unlike others from
the section, makes no reference to the agency of a god and hints only
obliquely at incubation, in which a patient seeking a cure spent the night
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in a temple, usually of Asclepius (cf. Renberg 2016). The epigram evokes
the language and themes of funerary epigram, and plays upon the inter-
section of three closely related phenomena — sleep (1n.), death, and
blindness: Zeno, on the verge of falling into the permanent sleep of death,
has his sight restored, but his subsequent death ends his living sight and
allows him to “see” Hades, the Unseen. Readers’ initial expectations are
thus temporarily disappointed: after the specification of Zeno’s age, they
will naturally expect information about a death, which is deferred by the
surprising news of briefly restored vision (cf. gn.).

1[373] fvik’ E8ea: the nature of the compulsion on Zeno is not initially
clear; that his destined sleep is death is revealed later. ToV flouyxov
Utrvov iaueiv: the sleep of death, but also in context initially suggesting the
practice of incubation, which could be used to treat blindness; e.g. IG1v*.1
121.33—41, Ar. Wealth 400-14. fiouxos is not elsewhere found in euphe-
misms for death, but is unsurprising of sleep (e.g. Anacr. PMG 431.2).

2[g374] TéumrTov ém’ eikooTddn . . . Bépa “for twenty-five years”; for 8¢pos in
this sense, cf. IMEGR 39.4.

3[375] éySwrovraiTns: cf. 39—40n. Zenolived to extreme old age. Uyins
yéver': the phrase occurs regularly in cure inscriptions from Epidaurus
(e.g. IG1v*.1 121.47-8, 122.18-19, 124.7) and in the Hippocratic corpus.

3-4[375-6] Aéhov . . . PAéyas: if the lacuna in 4 is correctly supple-
mented, the phrase is richly resonant. 8is means that Zeno sees the sun
only twice - i.e. two days — more, but it is also appropriate to a man who
had vision in two periods of his life. The language plays on the common
metaphorical use of fjhiov PAémrewv to mean “live” (e.g. Eur. Med. 1927,
Men. fr. 599.1). Tov Bapuv . . . Aidnv picks up 1 Tov fiouxov Utrvov.
Bapus, used of “grim” Hades in some slightly later funerary epigrams (e.g.
SGO o5/01/40.1, 08/06/11.3), is very common of literal sleep and of
the metaphorical sleep of death (e.g. Theocr. 22.204). €18’ Aidnv: an
oxymoron playing on the folk etymology of Hades as the “Unseen” (&i81s).

LXXVII. Posidippus 33 AB

Aristoxenus dies in battle after dreaming he will marry Athena. The poem,
found in the section of the Milan papyrus containing omen-epigrams
(olwvookomikd), incorporates epitaphic elements into a narrative about
the grandiose and self-destructive misinterpretation of a prophetic sign.
Aristoxenus takes his dream literally, and his delusion leads him to die
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fighting an entire enemy phalanx and to contend with the gods. The epi-
gram plays with the conventional representation of death as sleep, with
the literal and figurative senses of divine names, and with the topos of the
marriage to death.

The poem is divided into two movements marked by 1 évimviov and 5
aveypodpevos. Each couplet covers a different aspect of the story: the first
summarizes the dream and Aristoxenus’ reaction; the second recounts
the dream; the third his waking response; the fourth its consequences.

1-2[377-8] psiov ... peyddwv: Aristoxenus’ foolishly ambitious response
to a dream “greater than his station,” i.e. promising greater things than
he had a right to expect, evokes and violates Pittacus’ sage advice that it
is better to marry at one’s own level; cf. [Aesch.] Prom. 887-go cogds fjv 3¢
Tp@dTOS . . . SiepuBoAdynoEY | b 16 kNBelioal kaB' fauTdv dproTedel pakpd, With
2 ad loc.; at Call. Epigr. 1, a man wondering whether to marry a woman
TAouTwl Kal yevelit xat' épé or one who has surpassed him (wpoPépnxe) is
advised to stay in his lane (v kat& cautdv £Aa). ‘Wpxés: 1.e. & Aprds
(so written in the papyrus). Arcadians commonly served as mercenaries
in the Hellenistic period. They were an ancient people (cf. the Delphic
oracle ap. Hdt. 1.66.2, A.R. 4.263-5 with Hunter’s note) whom some con-
sidered unsophisticated (Philostr. VA 8.7.12; cf. Dover on Ar. Clouds 398);
the ethnic designation may thus have a mocking point apart from its suit-
ability to a warrior; cf. Dickie 1996: 332-3. peyddwy . .. wpiysto “he
aspired to greatness” (e.g. Plut. Alcib. 14.8, D.S. 18.60.1).

3[379] Abqvns yauppds: an impossible status (cf. HHAphr. 7-8), to which
it is hybristic to aspire. Artemidorus (1.80) observes that dreaming of
intercourse with Athena, Artemis, or Hestia always portends death. tv
Aiég oixwi: of Ptolemy’s posthumous assumption to Olympus at Theocr.
17.17-18 xdd ol xpuoeos Bpdvos &v Aids oikwt | SéSpnTan.

4[380] «U8av . .. wavvuyos varies the Homeric ed8ov mavvixiol/ wavviyiov
eUdewv (e.g. Il 2.2, 24, 61). The phrase may suggest an extended night
of sexual activity (Thgn. 106g), but here ultimately predicts the eternal
sleep of death (cf. 261-2n.). Xpuotiwt ... v BaAépwn recalls Mimn. fr.
11a.2 xpuoéwt kelaran &v Bardpwr: cf. Asclep. *36.2 Sens = Pos. *126.2 AB
Kumrp1dos xpuoéwv épyduevol BaAdpwv.

5(381] fpr & &veypdpevos: cf. A.R. 2.1228 fip1 &' &veypopévolow edkpays
&ev oUpos, on the moming after Peleus has reminded the Argonauts of
their martial prowess (cf. 1222). Swv . . . @dAayyr: Aristoxenus
imagines that with the support of his divine patron he will, like an epic
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hero (e.g., Il. 13.145-54), be able to handle an entire enemy battle-line
alone. Tpocépiaye “he tried to engage with.”

6[382] Probably “believing that he had the spirit of Athena in his
breast” rather than “inasmuch as he had ...,” but playing on the idea
that gods can endow a warrior with 8uuds in order to destroy him; cf.
Il. 16.68g—9go, of the foolish (686 vfymos) Patroclus deluded by Zeus,
“who easily takes away victory, whenever he himself rouses a warrior
to fight; it was he who then sent spirit into Patroclus’ breast (8uuov évi
othBeoov &vijkey).” év ppevi Bupov Exwv: cf. Hes. Th. 239 EupuPiny
T' &d&pavTos évi ppeai Bupov éxoucav. Early epic uses the plural gpeoi in
similar expressions.

7[383] Tév . . . épicavra: to imagine oneself worthy of a marriage not
even a real god could attain was a provocative act (cf. Theopomp. FGrH
115 F g1, Rhianus fr. 1.14 pv&atan 8" edmnyxuv ‘Aéfvny, of a man who errs by
contending with the gods). péAas ... Apns “grim Ares”; cf. 11-12n.
The phrase is not a banal personification of war (cf. Aesch. Ag. 1511) but
makes concrete the image in 8eois épicavta. kaTekoipioev: here meta-
phorical, mirroring the literal sleep with which Aristoxenus’ misfortune
began.

8[384] The evocation of g by sound and sense (dixeto ~ MeT’, Weudns
vupgios ~ ABfvng yauPpods, eis Aidew ~ g ‘OAupTriou év A1ds oikwi) underscores
the irony: instead of rising to the home of Zeus on Olympus and marrying
Athena, Aristoxenus descends to the underworld home of Hades, where
he will experience a different sort of sleep. yeudns vupgios “a false
groom,” in that he “marries” only in the euphemistic metaphorical lan-
guage of death; young men are sometimes said to experience marriage
in Hades, though less often than girls are. The phrase serves the same
function as do paradoxical collocations in which a noun is modified by a
cognate alpha-privativized adjective; e.g. Eur. Hec. 612 viueny T &vupgov
TopBevov T &mépbevov, Soph. El 1154 pfitne dunTwp.

LXXVIII. Posidippus 116 AB (12 GP =P.Louvre 7172 [P.Firmin-Didot])

On the foundation of the temple of Arsinoe-Aphrodite by Callicrates,
admiral of the Ptolemaic navy. The epigram appears in a fragment of a
multi-genre, early second-century anthology of texts from the Serapeum
at Memphis; it is there juxtaposed with another epigram of Posidippus
(115) celebrating the construction of the Pharos lighthouse by another
Alexandrian official, Sostratus of Cnidus. Both emphasize the benefits
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and security that the Ptolemaic building program provides to vulnera-
ble Greeks, and show that “Egypt is not a barbarian land” or “a mere
Macedonian possession; it is a civilized, cultured, and celebrated place,
peopled by Ptolemaic Greeks” (Obbink 2004: 22, 2005: 106).

The founder of the temple, Callicrates of Samos, son of Boiscus, was
commander of the Ptolemaic navy from the 270s to the 250s, and the
first priest of the cult of Alexander and the Savior Gods, inaugurated in
Alexandria in 272/271. He also dedicated a temple of Isis and Anubis at
Canopus. Two other epigrams by Posidippus commemorate his dedica-
tion of the temple at Zephyrium by addressing an audience of prospective
worshippers (39, 119) who will benefit from the “fair sailing” provided
by the goddess; cf. Introduction section g. All three epigrams enact the
creation of the cult and provide instructions for worshipping Arsinoe (cf.
Ambiihl 2007: 280-2). This one opens by specifying the temple’s location
in a way that suggests its centrality in the new coastal landscape. Thereafter
it gives the titles by which the occupant will be called, in the process per-
forming the act of naming that it recounts (&véuacev . . . dkoucopévny): a
general reference to the windiness of the locale (&veucdea) is followed by
a more specific identification of the prevailing breeze as Zephyr, and by
the revelation that Arsinoe-Aphrodite will henceforth be known by a cult
title derived from it. Finally, it identifies the groups who should come to
worship there and who will benefit from the new goddess’s patronage.

That Arsinoe is addressed as queen as well as identified with Aphrodite
suggests that this epigram was composed before her death in 270 or 268.

1—4[385-8] These lines locate the temple at the midpoint between two
of the best-known and most important landmarks of the Egyptian coast,
the famous island of Pharos, a place of shelter for ships already in Homer
(Od. 4.358-9), and the westernmost mouth of the Nile at Canopus,
which also served as a port. It thus has a central place among other har-

bors; cf. 10n. ®apins &ktiis “the coast of Pharos”; Pharos is low-lying
(115.3—4 AB). KavwTrou: perhaps more likely a noun than an other-
wise unattested adjective. év Teprpalvopéivel KUMaTl X&pov: i.e. from

its position on the promontory, the temple appears to be surrounded by
water. The expression plays on HHAphr. 100, where Anchises promises
the disguised Aphrodite that he will construct an altar for her é&v okomij,
Teprpatvopévar évi xwpowt: Callicrates actually does so. TroAuppnvou
ABuns: here, as often, Libya is a synecdoche for the north coast of
Africa (e.g. Hdt. 1.46.2, Call. fr. 228.51). Its richness in sheep was well
known (e.g. Od. 4.85—6). The thematic form of the adjective is a rar-
ity (only at Od. 11.257 in the Homeric poems, which otherwise have
ToAUppTV). xnAnv: here a strip of land creating a breakwater (LS] 11 2);
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the island of Pharos is so called at Pos. 115.4, but there may be special
point in the use of the word (literally “hoof”) in proximity to a reference
to sheep. Tradov Légupov: Italy, source of the westerly Zephyr, is rep-
resented as the western boundary of the world. The wind (associated with
Boreas at /l. g.5) is here represented as blowing from the northwest.

5—6[389—90] BaciAicons | ... Apowéns Kumpidos: cf. Lx introductory n.
The benefits to be provided by divine Arsinoe are concretely connected
to the policies of the royal court. ZequpiTiv axoucouévny “who will be
called by the cult-title Zephyritis,” a vital piece of information for the pro-
spective worshippers named in the following verses.

7-9[391-3] Arsinoe-Aphrodite’s patronage of young Greek girls and sail-
ors reflects her dual role as patron of marriage and protectress of those
at sea. Though sailors were notorious for frequenting prostitutes in ports,
they are here united with pure girls by the goddess’s protection. ayvai
... BuyaTipes: i.e. unmarried girls. Sacred laws at the entrances of sanctu-
aries often prescribe that those who enter must be pure in specific ways
(e.g. by abstaining from sex); cf. Robertson 2014. The language is per-
haps mimetic of ritual; cf. 336, Call. h. 2.8 oi 8¢ véor poAmfv Te kai &5 xopdv
gvTUvaobe. &Aos . . . &vdpes: an inclusive description covering fisher-
men, merchants, and members of the Ptolemaic navy. 6 ... vavapxos:
Callicrates’ professional responsibility for the fleet, emphasized also at
39.4 and 119.4 AB, gives him a vested interest in providing safety for
those at sea.

10[394] TavTés xUpaTos eUAipevov “as shelter from every wave.” The shel-
ter provided by the temple from waves of every sort (including both literal
ones and those on the metaphorical journey over the sea of love toward
successful marriage) links it to the physical harbors of 1-2.

LXXIX. Posidippus 36 AB

Dedication of a linen object to Arsinoe; cf. XLIV introductory n. The
poem illustrates the proper interpretation of and response to a divine
sign (Ambiihl 2007: 283); as the first of the dvafnuatikg, it establishes a
thematic bridge to the immediately preceding group of omen-epigrams
(oiwvookoTikd); contrast LXXVII.

Arsinoe appears to Hegeso in a dream-epiphany as a warrior fresh from
fighting but still feminine and appealing. She is simultaneously cast as a
participant in Ptolemaic foreign policy and as a patron of an individual
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Macedonian girl; the specification of Hegeso’s virginity perhaps implies an
interest in marriage (cf. Bing 2009: 246—7). The geographic and ethnic
details of the poem suggest an integrated, cosmopolitan world in which
an object made from an indigenous Egyptian material in the Greek city of
Naucratis is brought to Arsinoe’s temple by a Macedonian girl (Stephens
2005: 236-7).

The gift, apparently a strip of white linen, resembles a Macedonian
royal diadem, and on the Pithom Stele, a hieroglyphic inscription of the
deeds of Ptolemy II, Arsinoe is described as “wearer of the white crown”
in the entry for Year 12 of Ptolemy’s reign (274/273). The precise ideo-
logical and historical significance of the object here is not wholly clear,
however; cf. Stephens 2005: 236-40.

The poem is structured in ring composition, in three movements. The
first and final couplet together (1 oo ~ 77 o1, 2 Bucowov . . . Ppéy’ ~ 7
Asu<y>¢avov kavévioua, 2 &ykertar ~ 8 Bijke) identify the donor, the recipi-
ent, and the dedicated object; the two central couplets narrate the back-
ground. Each section is marked by a second-person pronoun referring to
Arsinoe (1, 3, 7). The first three couplets each contain a direct address to
the goddess (Apowédn . .. ¢iAn . . . D1A&SeAge).

The gift is described in unfamiliar, abstract diction, and the tone of the
poem as a whole is elevated.

1[395] 8i& oToAiswv “through its folds.” avepoUobBan “for blowing
through” (epexegetic), an oblique reference to the breezes associated
with Arsinoe-Aphrodite’s temple at Zephyrium (cf. 385-8n.).

2[396] pucowvov . .. Ppéyu’: apparently a straight (cf. 7n.) linen object,
perhaps a head scarf, an otherwise unparalleled sense of Bpéyua (ordinar-
ily “front of the head”). There may also be a hint at a (false) derivation
from Bpéxw, “wet,” in reference to the fluidity of the object (cf. 359n.)
or to the fact that it will be used to wipe away the goddess’s sweat (gn.).
Linen was commercially grown in Egypt for trade on the international
market. awé Nauxpartios: Naucratis was a Greek city and center of
commercial activity about 70 miles south of Alexandria on the Canopic
branch of the Nile.

3[397] yAuxuv i8pé&: Arsinoe continues to smell sweet after battle; cf. the
athletic, feminine Athena at Call. h. 5.23-8.

4[398] éTpnpav: the adjective was originally associated with slaves, and
its use of divine labors is bold; it was variously understood as meaning
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“quick,” “manly,” “active,” “effective,” “trusty,” and “fearful” (Hsch. o1515,
2 0d. 1.109). Tavoapévn kapatwv: the phrase appears in the same
verse-position in Leon. AP6.289.8, of women dedicating their equipment
on retirement from wool-working; Posidippus instead applies it to the
divine recipient.

5—6[399—400] identify Arsinoe’s toils as military. Her epiphany in arms
suggests an active role in Ptolemaic military and foreign policy (cf. IG
11°.1 g12); the idea is reinforced by ®iAadeAge. Her participation in war-
fare locates her among a series of Macedonian queens (e.g. Olympias,
Eurydice, and Cynane) who fought in battle. Aphrodite, with whom the
deified Arsinoe was identified at Zephyrium, was sometimes depicted
in arms, and Athena was regularly so represented. ws ipavn<sd: i.e.
sweating from exertion. ®1A&8eAge: the title was probably used even
before Arsinoe’s death, when Ptolemy II formally established a cult of
Arsinoe Philadelphus (cf. Fraser 1g72: 1.217 with 11.467). SoupaTog
aixunv varies the Homeric 8oupds | adxun (1. 6.319—20) and is here a syn-
ecdoche for the entire spear.

7[401] Aeu<x>éavov “white-woven,” a hapax formed like oiéavos (A.R.
3.646) and evéavos (Mosch. 4.75). kavoviopa: literally “product of
using a ruler,” a rare word (elsewhere only in Phanias AP 6.295.3), here
referring to a straight piece of cloth and perhaps suggesting the skill with
which it was produced.

8[402] Trapbivos: cf. 391—3n. Maxké[Tn: the dedicator’s ethnic back-
ground, emphasized by its final position, contributes to the implicit
appeal for the Macedonian Arsinoe’s favor; cf. 404n. and, for similar rhet-
oric, 29 I1—-2n.

LXXX. Posidippus 87 AB

On an Olympic chariot victory by Berenice I. This and the following
epigram, appearing in succession at the end of the immxé&, are linked by
theme. Both evoke a famous inscription (CEG 820 = AP14.16) by Cynisca,
daughter of Archidamas II, sister of Agesilaus II, and victor at Olympia
in 396 and again in 392. That poem accompanied a statue group repre-
senting Cynisca, her charioteer, and her team (Paus. 5.12.5, 6.1.6), and
celebrated her status as the first woman to win the event: “My forebears
and brothers were kings of Sparta, but I, Cynisca, winning with a char-
iot of swift-footed horses, set up this image, and I assert that I am the
only woman in all Greece to have taken this crown.” Posidippus’ epigram
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explicitly treats Berenice as eclipsing the glory of her Spartan predeces-
sor. As one of the few Greek states led by a hereditary dyarchy, Sparta
was a model from the old Greek world for Macedonian kingship (cf. Pi.
Pyth. 1.62-6, on the foundation at Aetna). Much as in the archaic period
Alexander I claimed Argive origins for the Argead line in order to jus-
tify his participation in the Olympic Games (Hdt. 5.22.1-2), the linkage
between Berenice and the Spartan princess implies continuity between
the old and new worlds and marks the legitimacy of Ptolemaic rule. That
Cynisca received heroic honors after her death makes her a fitting ante-
cedent and model for Berenice, who was posthumously deified in 268 (cf.
Fantuzzi 2005: 253-68).

The Doric dialect typical of the iwmk& which celebrate victories at
Olympia matches the local dialect of the place, but also contributes to
the broader affiliation between the Spartan Cynisca and the Macedonian
Berenice; cf. Introduction section 4g, Sens 2004, Hunter in Fantuzzi-
Hunter 2004: 375-7.

1[403] w[&Aor1] 6’ . .. éoUoa: i.e. before they were depicted as statues,
with the underlying ecphrastic point that the chariot-team itself has been
transformed into art.

2[404] TI[1]Jo&[T]ar: residents of Pisa, the area that included
Olympia. Maxétas: the proud focus placed on the Macedonian ori-
gins of the royal family here (cf. 78.14 AB) locates the Ptolemaic victories
in a line of successful Olympic competitions by earlier Macedonian kings,
and so suggests the legitimacy of the family as successors to Alexander
the Great and his ancestors; cf. Fantuzzi 2005: 251-2. ayayopu[e]s
otipavov “we brought the crown.”

3[405] [To]AuBpuAnTov “much chattered about.” 8puAéw, from which the
adjective is formed, connotes babbling, confused speech; the compound
is somewhat derisive. -ntov, initially written by the scribe and then mistak-
enly altered to hyper-Doric -atov, is the correct Doric form for an adjective
formed from a verb in -¢w.

4[406] xpéviov “longstanding.” kU8os &@eidopeba: i.e. by nullifying
Cynisca’s claim to be the only female Olympian victor. There is an allusion
to Il. 22.18 péya xdos deeiAeo, spoken by Achilles to Apollo, who has just
pointed out the difference between his divinity and Achilles’ mortality:
the phrase corresponds to and caps Aapeiv otépavov at the conclusion of
Cynisca’s epigram (CEG 820.4), and suggests Berenice’s superior status.
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LXXXI. Posidippus 88 AB

On Olympic victories won by Berenice I, Ptolemy I Soter, and their son,
Ptolemy II Philadelphus; cf. Lxxx introductory n. In addition to engaging
with the Cynisca epigram, the poem draws on the encomiastic, and more
specifically epinician, trope that excellence runs in families. The speaker
is not the victorious queen but her son, and whereas Cynisca had defined
herself in relation to the male members of her family, Ptolemy focuses on
the &petny of both sides of his family, culminating in his mother’s victory,
which implicitly benefits her son.

1-2[407-8] “My parents and I are the only three dynasts to win
Olympian victories with our chariots.” Emphasis on uniqueness and pri-
ority (mwp&To[1] . . . kai pdvor) is an encomiastic convention (cf. Arist.
fr. 673). The Ptolemaic boast is broader than Cynisca’s (CEG 820.3—4
povav &' Eué papl Yuvaik@®dv . . . AaPeiv oTépavov). BaotAfies . . . kai yovées
kai éyw recalls CEG 820.1 BaciAfies époi TaTépes kai &deAgoi but converts
Cynisca’s reference to her royal line into an assertion of familial athletic
arete.

3—4[409-10] “I, by Berenice the son of Ptolemy, sharing his name,
Eordaean offspring, am one of them, and two are my parents.” The lines
explain, in chiastic order, 2 kai yovées kai éyw, with variation of prosody
(yovels, yovées). ouwvupos reinforces the picture of continuity and
resemblance. ‘Eopdaia: an area of central Macedon, birthplace of
Ptolemy I, which Ptolemy II, though in reality born on Cos, claims as his
own.

5—6[411-12] These lines function as a priamel in which the great glory
of father and son serves as foil for the superior achievement of the

mother. Tpds . .. kAéos “I add my renown to the great renown of my
father,” a heroic ideal; cf. Il. 6.446 &pvUpevos TaTpds Te péya kAdos A8’ Eudv
auToU. eike . . . &ppatt picks up the language of Cynisca’s boast in

CEG 820.9—4 pévav &' ¢ué gt yuvaikdv [cf. yuvé] | EAAGSos ek méoas Tévde
AoPelv oTépavov. ToUto péya: the terse ending (cf. Call. Epigr. 6.4)
avoids claims to uniqueness or priority; despite Cynisca’s earlier victory,
Berenice’s victory is a major accomplishment.

LXXXII. Posidippus 63 AB

On a statue of Philitas (cf. pp. 121-2) by Hecataeus. The poem is the
second epigram in the thematically unified &vdpiavtomouxé, of which
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the lacunose first epigram opens by instructing readers to “imitate these
works” (62.1 pipfoac8e 148’ Epya), a phrase that may be taken to refer
both to the statues treated in the subsequent poems and the epigrams
describing them. The section plays on the analogy between statues and
the epigrams in which they are described, and implies that both share
similar aesthetic qualities (cf. Gutzwiller 2002a, Sens 2005: 209-16),
including novelty, precision, refinement, and a tension between grandeur
and sublimity on the one hand and AemtéTns on the other (Prioux 2007:
109-11; cf. Porter 2011).

This epigram develops the analogy. Hecataeus and Philitas are described
in similar terms, the former as precise in the finest details and committed
to capturing Philitas’ true appearance, the latter as “having the greatest
care” (5 axpopépipvov), a reference to Philitas’ notorious poetic perfec-
tionism (cf. adesp. FGE 134); the juxtaposition of the adjective with a
reference to Hecataeus’ artistry (5 6Ami . . . Téxvmi) links the activities of
sculptor and poet. At Theocr. 7.39—48, Simichidas adduces Philitas as a
model of the literary skill to which he aspires, and he claims to despise
those who seek to produce grand structures or compete against Homer;
the implication is that good poets, including Philitas, do not do so. In
this respect Hecataeus, who represents his subject as he is without add-
ing girth or height, resembles Philitas, who was associated with thinness
through the refinement of his poetry (Aewtétns, for which cf. 323-5n.)
and consequently sometimes represented as physically slender. The epi-
gram thus asserts both a sculptural and a poetic program: both Hecataeus
and Philitas were similarly refined, and so by implication is Posidippus’
account of their work.

Hermesianax (fr. 7.75—-8) mentions a statue of Philitas dedicated by the
Coans. Whether this epigram refers to the same statue is not clear, but it
seems likely that Posidippus has Hermesianax’ account in mind (1n.); cf.
Prioux 2007, Hardie 1997.

1—-2[413-14] “Hecataeus precisely formed this bronze to be identical to
Philitas in every respect, down to the last detail.” kat& wé&v8’ ‘Exataios prob-
ably looks to Hermes. fr. 77.7777 mepi mévta ®iditav at line end; the allusion
helps assimilate the artist Hecataeus to his subject (cf. above). For the
critical language, cf. D.H. Dem. 13, 6Aos éoTiv &kpiPtis kai AemwTdS kol TOV
Auciakdy yopakTiipa kpépaktal gis Svuya. a]xp1pns refers to the artist’s
precision in representing specific details (Pollitt 1974: 1293) and is a mark
of his refinement and skill (cf. Arist. Nic. Eth. 1141a9-11). &xpous . ..
gis dvuxas “to the tips of his toenails,” i.e. “from head to toe”: Hecataeus
pays attention to the smallest detail. An obscure aphorism attributed to
Polyclitus observes that the job is hardest “for those for whom clay reaches
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the nail” (Plut. Mor. 86a yoAemwwTaTov 16 Epyov ois &v es dvuxa & TTNAdS
&eikntar; cf. Mor. 636¢); cf. Prioux 2007: 34—42.

3[415] xai pe]yédbea xa[i oaJexi “in height and body type”; cf. 177-8n.
Here the two nouns correspond to the features implied by the adjectives
in the phrase ueifova xai mé&ooova in passages where Athena beautifies
Odysseus (e.g. Od. 6.230): by contrast, Hecataeus makes no improve-
ments to Philitas’ form (cf. 4n.) by augmenting his famously frail frame
(Hermes. fr. 7.77-8, Ael. VH g.14; cf. Cameron 1991, Bing 2009: 14-15).
The final epigram of the &vépiavtomouka (70 AB) seems to oppose the
“fleshy” (c&pxiva) works of Polyclitus to Lysippus’ sculptures, treated in
the opening poem as the epitome of modern style. Siwas: i.e. “hav-
ing sought to capture”; cf. Pi. Isthm. §/4.21 Upetépas dpeTds Upvwr Siwke
(where the usage derives from the image of the chariot of song).

4[416] &' fpwwv ... idéns: Hecataeus’ unwillingness to apply idealized,
heroic qualities to his subject suits Hellenistic poets’ broader interest in
humble individuals and their occasional treatment of traditional heroes
in less than heroic terms.

5[417] Tév é&xpopépruvov “the most careful man”; cf. Dion. Cyz. AP7.78.9
&xpa pepruviioas, of Eratosthenes. The adjective, a hapax, picks up by sound
and meaning the language of 2 (&]xpipns &xpous) and suggests exacting
artistic toil and precision similar to that of Hecataeus.

5—7[417-19] 8A[m x]aTep&faTo . . . Eoikev: a reworking of Asclepiades’
description of Lysippus’ statue of Alexander at 47-9, where a similar
phrase occupies the same relative positions, also shortly followed by
X&Akeos. In that poem, Alexander transcends the limits of humanity and
challenges Zeus; here the subject is explicitly human, in contrast with the
deified Ptolemy of g—10. mpléoPuv: Hellenistic poets regularly repre-
sent earlier authors as old men to suggest their priority in the tradition as
well as their antiquity and prestige (cf. 8 6 yépwv, 501, Leon. APl 306.1,
307.1, Call. fr. 75.76, Hunter 2001: 250). The representation of older,
non-idealized subjects was also common in Hellenistic art. &Anbeing
épBov [Eéxwv] xavéva “having the straight yardstick of truth.” Posidippus
defines the standard for artistic creation as the accurate, unadorned rep-
resentation of physical appearance (Gutzwiller 2002a: 47-8). The phrase
is probably borrowed from Timo of Phlius SH 842.2, who highlights
the subjectivity of his view (cf. 1 &g por katagaivetan eiven) while insisting
on its truthfulness (cf. Prioux 2007: 45-6). kavéva reframes the proper
standard for the creation of sculpture in the “Canon” of Polyclitus, where
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the artist proposed a set of ideal, numerical proportions. The nature of
“truth” in art was the subject of considerable controversy (Pollitt 1974:
125—38, Stewart 2005). That art can produce and distort truth is as applic-
able to literature as it is to statuary; cf. Hes. Th. 22—34, Theocr. 7.44 w&v
¢’ &Aabeion memAaouévov . . . Epvos (cf. introductory n.), Call. fr. 75.76
TpéoPus ETNTUMINT pepeANuévos. avdnoJovrt & fowkev: though uncer-
tain, the supplement depends on the structural and verbal parallelism
with 49 and is supported by the importance of the imagined voice of an
object as a marker of its realism in other ecphrastic contexts (cf. g2, A.R.
1.763—4). dowt TrowkiMetar fAfer “with so much character is he art-
fully depicted.” Z* Il 18.590 (&v 8¢ xopdv ToikiAAe TePIKAUTSOS SpPLyUTELS)
understands woikiAAe there to refer to Hephaestus’ artistic precision
(éyxaTeokevaoe 8¢ émueAdds); an ancient account of Sophocles’ artistry con-
nects it to characterization (Vita Sophoclis 20 HBoorel Te kai oikiMel kai TOTS
¢Tivoniuact TeEXVIKGDS XpfiTat).

8[420] EuywuxJos: cf. Theocr. 15.82-3 cs ETup’ éoTdkavTt kai s ETup’
gvdvelivry, | Euyuy’, ok dvupavTé.

9-10[421-2] complement 1-2, naming Hecataeus and Philitas; here
Ptolemy and Philitas frame the couplet (cf. 2 émAace ~ 10 &ykertau, 1 TéVSe
~ g ®8¢). Unlike Hermesianax, Posidippus does not specify the commu-
nity in which the statue is set up but instead focuses on the divine king’s
patronage, which is represented as a source (cf. éx) of artistic creation and
serves a role played elsewhere by the Muses; cf. Belloni 2008. Ptolemy was
tutored by Philitas and, like him, was born on Cos (Suda ¢332); the final
specification of the poet’s ethnicity may hint at a further reason for the
king’s support.

The printed text assumes no change of speaker. Scodel (2003) sug-
gests &yke]au, in which case the couplet contains the words that Philitas
is to speak. On this reading, the embedded speech would differ from
others imputed to statues, which generally embody or reflect on some
aspect of the representation (e.g. 50). 80U . .. PaoiAfios: cf. 5—7n.,
389—9on. As a god and king, Ptolemy differs from the humble Philitas,
but the implication is probably that the characterization is as accurate
as Hecataeus’ depiction of his subject is. Cf. the treatment of Ptolemy as
fiuiBeos at Theocr. 177.145-6 and of Hieron as a hero at Theocr. 16.80-1
&v & alTols lépwv TpoTépors ioos fpweaar | {covvuTa Movuciwyv tiveka
implies both “in honor of the Muses” and “because of his literary abil-
ity” (cf. “Simon.” AP 7.25.1-2, of Anacreon, T6v &pbitov eivexka Mouaéwv |
UuvotrdAov). K&1og &vnp: cf. Simon. fr. 19.1, of Homer, Xios . . . &vfp.
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LXXXIII. Posidippus 65 AB (APl 119 = 18 GP)

On a bronze statue of Alexander by Lysippus; cf. x11 introductory n. The
epigram is transmitted via the Anthology butalso appears in a multi-author
Hellenistic anthology preserved on a papyrus (SH g73) and among the
avdpiavromoukd. Its conceit is that the sculptor has so accurately captured
the king’s appearance that the speaker understands why the Persians fled
from him. Like Lxxx11, the epigram analogizes the character of the artist
to that of his subject.

In the Milan Posidippus, the poem has a Doric coloring lost in the later
tradition. The spoken dialect of Lysippus’ homeland Sicyon was Doric,
and the speaker is thus represented as part of the same linguistic commu-
nity as the sculptor he addresses; cf. Introduction section 4g.

1[423] mA&ora “sculptor.” The vocative in -& (also In 2 Texvita) as
opposed to -& might be a Doric feature. 8apoalia: Lysippus’ cour-
age contrasts with the flight of the Persians in 4; it lies in his innovative
approach and in his ability to produce a fierce portrait without flee-
ing. “Boldness” was also an important (ethically ambiguous) attribute
of Alexander; cf. 47n., adesp. APl 121.1-2. xeip: used in ecphras-
tic contexts of the skill of artists, especially in producing accurate like-
nesses of their subjects (cf. Headlam on Herodas 4.72, Pos. 7.3, 14.2,
62.3, 67.2 AB), but here deployed more boldly in apposition to the
artist himself.

2[424] 8&ie: apparently “skilful” (< *8&cw: cf. Epicur. fr. 183 Usener daiws),
but also evoking the standard use of dnios, “hostile,” as an epithet of fire
(e.g. 1l. 9.347). Both suit the creator of a statue with a fiery glance. TtUp

opiit “has a look of fire,” as at e.g. Od. 19.446 wip & deBatuoiot
Bedopkaws. opfii is Doric present indicative (Buck §41, Introduction section

48)-

g3l425] v . . . &8eu: “which you set down over the form of Alexander”;
the statue gives the impression that Lysippus has used as a model the
king’s actual form, rather than the wax-covered clay molds used in ancient
bronze-casting (cf. Mattusch 19g6: 20-6). oU Ti ye “not in any way
at all” (cf. Pl. Phaedo 81d, Arist. Phys. 258b22), implicitly correcting (ye)
contrary views. The rejection of the conventional idea that the Persians
were cowardly (cf. Hall 1988: 123-5, Briant 1989) elevates both the van-
quished foe and Alexander’s conquests.

4[426] ouyyvopa: sc. toti: “it is forgivable,” a prosaic usage (cf. LS]
C). Bouoi . . . Aéovra evokes Alexander’s leonine appearance, which



COMMENTARY: LXXXIII-LXXXIV, 426-8 187

only Lysippus was said to be able to capture (Plut. Mor. 335b); it gestures
at Homeric passages comparing warriors to lions attacking cattle: e.g. I
5.101, 12.299 Atov8 &g Bouaiv.

LXXXIV. Posidippus 15 AB (20 GP)

On the image of a chariot on a snake-stone seal. The poem is preserved
by Tzetzes and in the Mfika of the Milan papyrus. Epigrams on highly
wrought miniature gems, little attested before the discovery of the papy-
rus, play on the original material context of epigram as a form designed
for inscription on stone. Several of them focus on the engraver’s skill in
producing an elaborate image on a tiny surface, and so may be under-
stood as self-reflexive comments on the poet’s own production of a
refined, miniature artifact (see Schur 2004, Elsner 2014). The Ai8ik& have
also been read in political terms: the stones derive from many places in
Alexander’s former empire, and the section as a whole constitutes a map
of Ptolemaic imperial ambitions (Bing 2005) that treats the sources of the
dynasty’s wealth as coterminous with Alexander’s domain. Some poems
have a background in technical literature; this epigram shares points of
contact with an account of the fantastic stone attributed to the Hellenistic
geologist Sotacus by Pliny, NH §7.158 (cf. §—5, 7-8nn., Smith 2004: 112-
17); it also plays on the belief that the stone magically improved vision
(Ptol. Chenn. ap. Phot. Bibl. 150b.20-2).

The poem describes a work of art on a stone which was alleged in a
probably near-contemporary work to have been impossible to carve
(7-8n.); the artistry is thus doubly marvelous. It also suggests the capacity
of ecphrasis to make an image visible verbally: here, the image carved in
the stone is only visible when expressed in secondary form, and the view-
er’s experience is defined by what he cannot see at first glance (6). In this
context, the double entendre involved in yeU8¢i xeipds (5) is programmat-
ically significant.

1[427] oU TroTaués kedddwv perhaps plays on Migik& which specify rivers
as the source of their gems (e.g. 7.1-3, 16.1 AB). ToTapods keA&dwv is a
Homeric phrase (Il. 18.576; cf. Theocr. 17.92, of rivers under Ptolemaic
control). émri xeideorv “against its banks”; but the noun’s literal sense
“lips” fits the focus on the snake’s head in the next clause.

1-2[427-8] 8paxovros | ... xepaAn: the mythical snake-stone was thought
to have derived from a serpent’s brain (Pliny, NH §7.158). EUTTWY WV:
snakes are often described as bearded (e.g. Nic. Ther. 4438), perhaps in
reference to the fact that some expand their neck in a defensive posture.
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3-5[429-31] The claim that the stone resembles a fingernail with white
marks fits Sotacus’ description of it as white and translucent (ap. Pliny,
NH g7.158). Tukva @aAnpiéwvta “densely streaked with white.” The
phrasing is modeled on Il 13.799 xupT& paAnpidwvTa, of waves. &ppa:
the image perhaps hints at the method of acquiring the stone: those hunt-
ing the snakes that produced it allegedly traveled in chariots (Sotacus
ap. Pliny, NH 37.158; cf. Gutzwiller 1995: 388). kat autoU “down
into it.” Utrd Auyxeiou PAéppaTos “with the aid of vision like Lynceus”;
more usually, the artist’s hand is the means of production (see next n.).
Lynceus, son of Aphareus, who possessed such extraordinary sight that he
could even see underground, is here an analogue for the artist who carved
below the surface of the stone an image invisible from above. yeUdel
xepos: the primary meaning is “a mark on the fingernail,” in reference to
the size and color of the stone; the phrase also evokes the capacity of artistry
(xeip: cf. 423n.) to produce realistic falsehood (yeU8os). &rmromAactiv
“when formed as an image,” i.e. in the impression formed from the seal.

6[432] xata wA&Teos “on its surface.” oUk &v idois TrpoPddous: the
viewer’s failure to see “projections” (because the image is in relief) con-
trasts with the carver’s supernatural vision.

7[433] m “for which reason.” falua . .. péya: the greatness of the
speaker’s amazement contrasts with the smallness of the object.

7-8[433-4] moéxbou . . . oUx éudynoe is a significant figura etymologica:
despite his toil (uéx8ou) on the object, the carver did not strain (épdynoe)
his eyes. T&s arevifovoas . . . kopas “his intently staring pupils.”

LXXXV. Posidippus 139 AB (AP 12.131 =8 GP)

A cletic hymn to Aphrodite. The wit depends on the subversion of the
elevated form and diction by the revelation that the speaker is a widely
available hetaera. The dialect is inconsistent: the repeated Doric rela-
tive pronouns in the opening couplet followed by a pair of Ionic forms
(Zuping, ) in the second part may contribute to the point. With the text as
transmitted, Doric forms of the relative pronoun referring to the goddess
and suiting the elevated, “choral” opening contrast with the Ionic form of
the relative referring to the hetaera.

1-2[435-6] Invocation of a god by reference to multiple cult sites is a
conventional hymnic feature; e.g. Ar. Lys. 833—4, Theocr. 15.100-1, Men.
Rh. p. 334.26-32 Spengel. Cyprus, Cythera, and Syria are mentioned
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more often as Aphrodite’s cult sites than is Miletus (cf. Theocr. 7.115-
16), which became a Ptolemaic possession in 279 and may have political
resonance here. érroixveis “visit” (cf. Hsch. e5489); a rare verb other-
wise restricted to lyric contexts (Bacchyl. 10.1, Aristonous, Paean to Apollo
11-12). kaAov . .. Samedov: a high-style periphrasis; cf. e.g. Eur. Hel.
207-8 immwékpoTa . . . d&meda.

3[437] éA8ors TAaos: the purpose is never explained, but it is reasonable
to infer that the speaker seeks the goddess’s assistance with someone with
whom she has become enamored (e.g. Sappho, fr. 1).

4[438] oikeiwv . . . TwpobUpwv “the doors of her house”; there is perhaps
an obscene double entendre (“from her own genitalia”; cf. Asclep. *g5.2
Sens = Pos. *127.2 AB edimmwv . . . émwi mpoBUpwv, Henderson 1991: 137).

LXXXVI. Posidippus 135 AB (AP 12.45 = 5 GP)

The speaker urges the Erotes to shoot him. The poem combines elements
from two of Asclepiades’ epigrams addressing the Erotes: in one, they
assume Zeus’s role; in the other, they are represented as thoughtlessly
destructive children who remain unaffected by the speaker’s suffering.
Here, by contrast, the speaker sarcastically represents their victory as a
grand conquest that will change their status among the gods; in reality,
he poses no challenge and the gods will not benefit from defeating him.

1[439] vai vai ... "EpwTes: borrowed from Asclep. 17.5 Sens, where the
speaker urges the Erotes to shoot him with thunderbolts rather than
arrows. The repetition vai vai is ironic encouragement.

1-2[439—40] oxotds . . . | keipar “am set up as a target.” gl aua
TroAAois: Posidippus makes explicit the iniquity implicit in other epigrams
where plural Erotes attack an individual; cf. §3—4n.

2[440] &gpoves: i.e. the Erotes would be “foolish” to spare the speaker and
pass up the opportunity for glory. Posidippus restores the ordinary mean-
ing of &ppwv, which Asclepiades uses in the unusual sense “heedless.”

2—4[440-2] fiv . . . i086xns “For if you defeat me, you will become famous
archers among the immortals for controlling large quivers,” playing on the
typical Hellenistic representation of the Erotes as small children armed
with miniature weapons. Since Eros/the Erotes conventionally have
power even over Zeus, the idea that shooting the speaker will alter their
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reputation is absurd; the larger point of peydins is that it will have taken
numerous arrows to bring him down. With évouacToi contrast the rep-
resentation of Eros as an “unspeakable” (&patov) evil at A.R. §.129. The
lines rework Asclep. 83—4. SeomroTan: as at Soph. Phil. 262 ‘HpakAeicov
BeomoOTNS . . . OTTAWY.

LXXXVII. Posidippus 138 AB (AP 12.120 =7 GP)

A pledge to resist Eros: the speaker will use reason to reject love while
he is sober. The depiction of Eros as an armed combatant appears early
in Greek and is developed in Hellenistic and Roman literature (cf.
Murgatroyd 1975). The speaker’s defiance resembles the combativeness
of other lovers who speak too freely or behave recklessly when drunk (e.g.
Anacr. PMG 396). Readers may therefore initially expect that the speaker
is inebriated; the second couplet reveals that he is not. The wit derives
from the contrast between the speaker’s broad resistance and his subse-
quent acknowledgment that it will be temporary: the common association
of erotic epigrams with the symposium and the conventional idea that
love is all-powerful (Soph. Ant. 781 "Epws &vikate uayav) suggest that his
sobriety will not last long.

The epigram finds a counterpart in another in which Posidippus privi-
leges the symposium over Stoic philosophy (129 AB). It has been under-
stood as a comment on Stoicism’s ability to overcome passion (Gutzwiller
1998a: 162), but Posidippus may be playing with contemporary philo-
sophical ideas more broadly (Fantuzzi in Fantuzzi and Hunter 2004: 345,
Prauscello 2006: 517 n. 34).

1[443] evomA& “I am well armed.” Another military verb, 8wpfooopar (lit-
erally, “put on armor”), can have the metaphorical sense “get drunk” (cf.
Ar. Ach. 1184—5 with Olson’s note); possibly the metaphor extended to
other words in the same semantic range, and if so, the verb contributes
to the initial impression that the speaker is fortified with wine rather than
reason. oU8’ amrepoUpan “and I will not give up the fight”; cf. Plut. Lyc.
22.5, Pomp. 2.4, of soldiers and leaders desisting from battle.

2[444] 8vnTés éwv: concessive; i.e. though fighting as a mortal against a
god. unkéTi: Eros has attacked the speaker on earlier occasions, per-
haps successfully. Tpbéoaye “approach.”

3[445] away’ éxdorov “lead me away in surrender”; cf. lyr. adesp. fr. 1.12—
14 Powell Kimrpis | #x8oTov &yer pe x> | woAUs “Epws TapoaAaBav. Contrast 2
TpooAYE.
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3-4[445-6] viipw . .. Aoyiouév: for the connection between sobriety and
rational decision-making, cf. Epicur. Menoec. 132 viigwv Aoyiopds, Plut.
Mor. 656¢ (summarizing Arist. Prob. 871a11-18) “it is characteristic of
the sober man to make rational decisions (xpivew Tév Aoyiopév) well and in
accordance with reality.” Line 4 picks up 1 in ring composition, and Tév
Tapatafdpevov Tpds at Aoylopdy Exw in f defines what the speaker means by
EUOTTAG. TapaTtafauevov “arrayed,” a military term (e.g. Thuc. 1.29.5
Tapatafdpevol Evaupdxnoav).

THEOCRITUS

Theocritus seems originally to have been from Syracuse and to have begun
his literary career by the late 280s or early 270s. An appeal to Hieron of
Syracuse for patronage (poem 16) probably dates to about 275. A connec-
tion to Alexandria is suggested by several poems directly praising Ptolemy
II Philadelphus, his wife Arsinoe, and his parents (14, 17), and by oth-
ers honoring the Dioscuri (22) and Heracles (24), who were important
for Ptolemaic self-representation. The bulk of Theocritus’ extant corpus
consists of thirty-one “idylls” (the last preserved only in a papyrus frag-
ment), short, highly refined poems mostly composed in dactylic hexame-
ter, though 2831 are in Aeolic meters. His works are generically diverse
and innovative; they include hymns, encomia, and narrative poems on
mythological subjects (“epyllia”), but the most innovative and influential
of them are hexameter “mimes” set in the countryside or the city and con-
sisting of dialogues or monologues by herdsmen, laborers, or city-dwellers
of relatively low social standing. The refined and often elevated diction
and meter of these poems contrast with the humble status of their speak-
ers, whose words sometimes resonate ironically against literary models.
The so-called “bucolic idylls” are written in an artificial poetic dialect over-
laying Doric on epic morphology. These imagine an idealized country-
side in which humans and the natural world are closely intertwined; the
tranquility of this rural landscape contrasts with the lovesick anguish fre-
quently experienced by its herdsmen, who seem more preoccupied with
the composition of song than with pastoral duties. Though the bucolic
idylls share common elements and themes, these are not yet treated as
basic expectations of the genre, as they are in later pastoral. These poems
sometimes seem to comment self-reflexively on their genre and its crea-
tion, and indeed some non-bucolic idylls assume the existence of bucolic
poetry and its themes (e.g. Theocr. 22.27-74). This is equally true for
some of the epigrams ascribed to Theocritus.

Twenty-two epigrams are appended to the Ambrosian manuscripts
of Theocritus. These poems also appear in the Anthology, some with
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ascriptions to other poets; a number of epitaphs are assigned to Leonidas
in AP 7, apparently as the result of an error leading to the mis-ascription
of an entire series (Gow 1952: 11.525—7). The Anthology includes sev-
eral others ascribed to Theocritus, and one without attribution appears
in a sequence of epigrams bearing his name. Meleager does not men-
tion Theocritus in his prefatory poem, and the epigrams included in the
Anthology probably derive from a later collection.

In the Ambrosian manuscripts, the epigrams are organized by theme
and form three groups: those with bucolic themes; epitaphs and dedica-
tions; and those in non-elegiac meters (cf. Gutzwiller 19g8a: 41-5; Rossi
2001: §67-70). The boundaries between these sections are permeable:
both the “bucolic” and the non-elegiac groups include epigrams that
manipulate the conventions of sepulchral and dedicatory epigram in
sophisticated ways. That fact is relevant for the question of authenticity;
Suda 8166 locates the epigrams among the poems that “some ascribe”
to Theocritus. At least one poem seems to reflect a post-Theocritean
approach to bucolic themes (cf. Rossi 2001: 148-9), but for most there is
no reason to exclude Theocritean authorship. Their style, form, and con-
tent are typical of epigrams from the early third century. xc1v is almost
certainly genuine.

LXXXVIII. Theocritus 19 Gow (AP 13.3 = 13 GP)

An epitaph for Hipponax. The choliambic meter, closely associated with
Hipponax in antiquity (e.g. Call. fr. 191), assimilates the speaker to the
poet. The epigram plays on fictive epitaphs for misanthropes by depicting
Hipponax not as indiscriminately hostile (contrast xxviir), but as a dis-
cerning judge of character and capable of kindness toward the deserving.
It has been argued that Theocritus is participating in a broader debate
about Hipponax by casting him in a positive light (cf. Rossi 2001: 299—
301), but other depictions are not necessarily critical. Theocritus in any
case articulates a nuanced vision of iambic abuse, which is directed only
at those who deserve it (Rosen 2007: 470-1).

1[447] wouootroids: see 485.
2[448] ¢i piv Tovnpods: sc. éooi.

3[449] xpnyvos . . . Trap& xpnoTdv: it is more common for forms of the
same word to be used in similar contexts; e.g. CEG 547 "ATTis fiv XpnoTds
kai xpnotd[v ey lev[nbn], Fehling 1969: 218-19. xpfyvos is here “good,”
though some ancient scholars believed it meant “true” in its single
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Homeric occurrence (Il. 1.106), and Hellenistic poets use it in both
senses. It was associated with Ionic speech, especially in choliambs (cf.
Phoenix 6.4, Herodas 4.46, Call. fr. 193.30); and it suits the voice of the
Ionian Hipponax’ tomb; it may have been used by him. xpnotés, com-
monly applied to the deceased in epitaphs (cf. 457-8n.), is here trans-
ferred to the passerby.

4[450] 8apoiwv: cf. Leon. 135 &rpéua, an adverb literally meaning “with-
out trembling” (< Tpépw “tremble [with fear]”) but implying “without
making a disturbance.” amoppifov “nod off.” Elsewhere, passersby are
cautioned against, or scolded for, awaking a “sleeping” misanthrope (cf.
135-6, Zenod. or Rhianus AP 7.315). Z Od. g9.151 derives Bpilew, falsely,
from Bopu igew, “sit heavy,” or pet& Bopav ilew, “sit after eating,” and its con-
junction with ka8ileu is thus perhaps a figura etymologica.

LXXXIX. Theocritus 15 Gow (AP 7.658 = 7 GP)

An epitaph for Eurymedon, who claims that he can judge a passerby’s
character from his reaction to the tomb. Epitaphs sometimes urge the
traveler to “know” something about the tomb or its occupant (cf. 277,
“Simon.” APl 2.1-2 yv&6 QedyvnTov Tpooidiov Tév ‘OAupTriovikav | waida),
and many insist on the high moral character of the deceased. Here, the
dead man will be the one to acquire knowledge, though the implication is
that Eurymedon is good and thus deserving of a special greeting. In con-
trast with epigrams in which the passerby is asked to greet the deceased or
utter certain words (e.g. IMEGR 10.16 “xaipe” Aéyois “koden 8’ &ugimrédoito
kévis,” “Erinna” AP 7.710.9, Damag. AP 7.355.2), here the speaker notes
that only some will be wise enough to do so. Moreover, although it is
conventional for travelers to wish that the dust might lie lightly on the
deceased, here the discerning passerby recognizes that the tomb in fact
does so. The point thus depends on the reciprocal relationship between
the passerby and the deceased: the former’s ability to recognize the lat-
ter’s character reveals his own.

1[451] T vépes . .. wAéov “you grant some greater honor (to)” (cf. Eur.
Hec. 868, [Xen.] Ath. Pol. 1.4). 6 8aAds “the coward,” and thus, more
broadly, “the bad man.”

2[452] doavTws ioov “just the same amount”; ioov contrasts with 1 Aéov.

3-4[453—4] If the traveler can make distinctions between good and bad,
he will congratulate the tomb for lying lightly on Eurymedon. épeis: i.e.
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whenyourecognize Eurymedon’smeritoriouscharacter. EvpupiSovTos:
at Theocr. AP 7.659 (7 Gow) a certain Eurymedon is said to have a seat
“among divine men” and to be the son “of a good father.” xdTan ...
Urip xepadiis: cf. 360n. For the application of xoUgos to the tomb rather
than the soil, cf. SGO 08/05/01.8. Tis {epfis . . . xe@adfis: a similar
expression occurs already in an inscribed epitaph from the fourth cen-
tury; cf. SEG xL1 226.1 = ZHMA 2361.1 226 T leptv kepart . . . Exel yii.

XC. Theocritus 20 Gow (AP 7.663 = 11 GP)

On a monument dedicated to a Thracian wet-nurse by her former charge.
The theme is traditional: epitaphs erected in honor of nurses by those for
whom they cared appear among fourthcentury inscriptions (CEG 534,
571; cf. Rossi 2001: gop—-14) and Hellenistic literary epigrams; in particu-
lar, this poem resembles Call. Epigr. ro, an epitaph recording burial hon-
ors given a Phrygian wet-nurse by a boy called Mikkos; cf. Diosc. AP 7.456.
Whereas Callimachus’ poem is in elegiac couplets, here a Phalaecian (see
xcv introductory n.) alternates with an “Archilochian asynartete” (four
dactylic feet plus a trochaic tripody, with colon break between them: — s
—w _w_we |-~ —x) to produce an epodic structure in which the
shorter verse precedes the longer (cf. Introduction section 4h[iii]).

The epigram implies a monument on which the honorand’s name
appeared apart from the verse epitaph (e.g., in the form KAeira xpnoipa:
g3—4nn.). Nothing excludes its having been composed for inscription,
but it is probably a fiction inspired by other poems on the relationship
between nurses and their wards. The content is neatly partitioned: the
first couplet records the dedications; the second its consequences for
Clita’s posthumous renown, which her name (“Famous”) suits.

1[455] wixxés: an affectionate diminutive of pikpéds, often used of children
(e.g. Aesch. fr. 47a.813), here perhaps reflecting what the nurse called
the boy when he was young (cf. Call. AP 7.458.2) rather than indicat-
ing his age at the time of her death. ©paiooa: trisyllabic (cf. Herodas
1.1). Thracian slaves, commonly used as domestic workers (cf. Theocr.
2.70, Olson on Ar. Ach. 273), are often addressed simply by an ethnic
designation. That the word is here not a proper name becomes clear only
at the end of 2.

2[456] twi & 68 “alongside the road” (LSJ éni B.1.1); similar specifi-
cations of place, usually with wap& and #yyis, are common in epitaphs
(e.g. CEG 16, 39, 74, 167, 171a = 727). T& 65 is scanned as a cretic,
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with the article unshortened before the initial vowel of the next word;
this has an analogy in Theocritean hexameters (e.g. 4.22), where long
monosyllables sometimes do not stand in hiatus before a word beginning
in a vowel. The cretic instead of a fourth dactyl was a feature of archaic
Archilochians (Hephaest. p. 50.4—5 Consbruch) butis found only here in
Hellenistic examples of the meter. xAmiypaye KAditas “and inscribed
it with Clita’s name.” The verb is ordinarily used of prose rather than verse
inscriptions in the Hellenistic period; the implication is that the (proba-
bly fictional) stele contained the extra-metrical inscription KAeira(s) in
the nominative or genitive.

3[457] @ Tav xapw “will receive gratitude” (Eur. Hec. 830) rather than
the more common sense “be grateful”; cf. Call. Epigr. 5o.4 # ypnis paorédv
Qs &Tréyel xaprras. yuvé avTi scans as three syllables; the middle sylla-
bles experience crasis or aphaeresis (“prodelision”).

3-4[457-8] avTi . .. épeyse “in exchange for the nurturing she provided
the boy.” Attraction of the relative pronoun (properly &, internal accusa-
tive of £8peyev) into the case of its antecedent (thvwv). Ti pav; “How
could that not be the case?”, a common elliptical use (cf. Denniston gg2-
4); more probably a lively rhetorical question by the same speaker than an
interruption by a second person. xpnoipa xaAsitar “she will be called
‘useful’.” The future passive vaAeitan (for the middle in a passive sense, cf.
e.g. Soph. ElL g71) is used as at CEG 24 xépn xexAfigopo aiel. Whether or
not one imagines that Clita was called xpnoipa in an extra-metrical inscrip-
tion (cf. 2n.), the epigram - and its fictional monument - ensures that she
will be so called even in death. The more common adjective in epitaphs
is xpnotés (cf. 475-8n.): the speaker focuses on Clita’s beneficial services
rather than on her character.

XCI. [Theocritus] 25 Gow (Automedon AP 7.534 = Automedon 12 GP =
Alexander Aetolus fr. dub. 25 Magnelli)

An epitaph for the trader Cleonicus, who drowned while sailing out of
season. The poem is similar in theme to L1, though the advice, which
mirrors Hesiod’s (1-2n.), is placed at the beginning rather than the end.
Its position has generic consequences: recommendations made at the
opening of epigrams sometimes occur in sympotic contexts, and urge the
enjoyment of the present moment since life is short; at the end of the
first couplet, a reflection on the brevity of life is converted into a reason
for behaving with caution. In the remainder of the poem, the pathos of
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Cleonicus’ death is tempered by the speaker’s implicit contempt for his
commercial activity, and perhaps by the final play on words.

The epigram is not transmitted in the Theocritean manuscripts, and
Planudes writes only the first couplet with an ascription to Theocritus. P
says the epigram is AitwAoU AuTouédovtos. Automedon, author of twelve
epigrams in the Garland of Philip, is alleged to be from Cyzicus (AP
11.46), not Aetolia; some have followed Jacobs in assuming that the origi-
nal attribution was to “Alexander Aetolus or Automedon.” There is in any
case nothing that excludes a third-century date.

1-2[459-60] A reworking of the instructions given at Hes. WD 618-30,
where prospective sailors are advised to put up their ships during winter
and wait for seasonable sailing. &vBpwTre: so at the opening of epi-
grams, e.g. CEG 28 &vBpwe’ 35 oTeixets. Teprgeideo “preserve,” a rare
compound (A.R. 1.620, Isyllus 26); the speaker treats life as a commodity
to be risked cautiously, in implicit contrast to Cleonicus’ hasty pursuit of
profit. Tap' @pnv: 1.e. outside the sailing season, ignoring Hes. WD
630 auTds 8’ copaiov pipvely TAdov els & kev EABNI, 641-2 Epywv pepvnpévos elvat
| copaicov TavTwY, TEPt vauTiAing 8¢ pdAioTa. kai os: i.e. even if one avoids
sailing out of season.

3[461] 8eidaie: see 465n. Mimapnv ©Odoov “wealthy Thasos.” Thasos
had gold mines (Hdt. 6.46—7) and was famous for its wine (Archestr. fr.
59.15), which was traded in distant markets in the fourth and third cen-
turies (Tzochev 2016).

4-5[462-3] Ameiyeu: Cleonicus’ haste leads him to ignore the danger.
KoiAng . .. Zupins: the collocation regularly refers to the entirety of Syria
except Phoenicia, but here it might refer more specifically to southern
Syria below the Eleutheros river, as subsequently in Seleucid documents
of the second century; cf. Cohen 2006: 27-41. &uTropos ... éumopos: the
epanalepsis (cf. 467n.) suggests surprise that Cleonicus has risked his life
for financial gain (cf. 257n.).

5—6[463—4] 8Vowv . .. ouykaTédus: chiastic, with the first and last words
corresponding and TTAei&dos adtfiv mirrored by o1t TIAewdd. The
morning setting of the Pleiades (i.e. the date when they appear to sink
below the horizon just before daybreak) marked the start of astronom-
ical winter and the end of sailing season (cf. 259-60n., Aratus 265 with
Kidd’s note). 8Uowv . . . auTiv “at the time of the very setting of the
Pleiades.” The singular is commonly used for the constellation as a group.
TrovToTrop@v: TTovToTopéw is @ Homeric hapax at Od. 11.11 (TovTomopelw
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at Od. 5.277, 7.267). a¥tiin TTAa&d “along with the Pleiades themselves.”
The singular TMAei&s sometimes stands for the entire constellation when it
refers to the time of its heliacal rising; cf. Asclep. ¥42.1 with Sens’s note.
The comitative dative with adTtés (Smyth §1525), here reinforced by ouv-
(ouykaTédus), varies expected usage, since the construction is more typi-
cally applied to ships and sailors in descriptions of naval misfortunes (e.g.
Xen. HG6.2.35, A.R. 2.749, Theocr. 22.18 adToiot vauTiiot).

XCII. Theocritus 6 Gow (AP 9.432 = 22 GP)

An address to Thyrsis, who has lost a young goat to a wolf. The epigram
blends linguistic and thematic elements found in bucolic idylls (cf. 1, g,
5—6nn.) and in epitaphs, including those on pets and other dead animals
(cf. v introductory n.) and cenotaphs in which the body of the deceased
is absent. Its symmetrical structure emphasizes the parallel responses of
the human and animal worlds to a death: the first and last couplets are
linked by language (1 ~ 5 Ti T6 TAéov, 2 dBupduevos ~ 6 oixopévas) and by the
idea that mourning is futile; 5—6 engage in the “pathetic fallacy” that the
natural world is experiencing grief parallel to Thyrsis’ (1—2), while g—4
report the death in elevated, even tragic, terms.

1[465] & Seidane: a variation of the Homeric & 8aAé (e.g. Od. 14.361).
Inscribed epitaphs often begin with expressions of sympathydirected at the
deceased or a family member (e.g. CEG 591.9-12). ©upat: the name
of a herdsman and master singer in Theocr. 1. Ti 76 mAéov “what is the
use?” [double closing quote] (cf. 61). For the idea, cf. Philemon, fr. 77,
esp. 6—7 &&v Te KA&nis &v Te pfy, TTopeveTA. | Ti oOv Toiets TAéoV; kataTtafels
“turn (your eyes) to liquid”: cf. 66n. The compound, used of melting
snow in a simile describing Penelope’s tears at Od. 19.204-5, occurs of
lovesickness at Theocr. 7.76, 11.14.

2[466] &i1yAnvous: a stylistically elevated hapax, functionally equivalent to
“two,” since the second element is otiose in context. wTas “eyes.”

3[467] oixeTan . .. oixer' és “AiSav: tragic language, as at Theocr. 4.26-7,
where the coming demise of Aegon’s cattle is treated in the language of
human death (Baoedvton kai Tai Boées . . . | eis Aidav). The repetition (epana-
lepsis), here adding pathos, is a marked feature of Theocritus’ style (cf.
Dover 1g71: xlv). & xipapos “the young she-goat,” slightly older than
a kid; the article points to a specific animal recognizable in Thyrsis’ flock,
as at Theocr. 1.6. T6 kaAdv Tixos: the narrator speaks as if the kid were
Thyrsis’ own child.
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4[468] Tpaxus “savage.” xoAdfs: perhaps “jaws” rather than “claws,”
since wolves seize with their mouths; the evidence is problematic for that
sense, however, and it may be unnecessary to expect biological precision
(cf. [Opp.] Oyn. 3.313 dvixegow Epapyev). Theocritus may have misun-
derstood the use of the word at Eur. Hec. go—1 §Aagpov Alxou afovi xaAdt |
opalopévav and Phoen. 1025 xaAaiof T* dpooirois, where it probably means
“claws” (cf. Mastronarde on Phoen. 1025, Gregory on Hec. go) but could
be interpreted as “jaws” (cf. £ ad loc.). apesriage “grabbed hold
of,” Doric aor. of dupimé{w. The compound is otherwise unattested, but
the uncompounded verb means “seized” at /L 16.510 xeipi 8" £Acov Erriele
Ppaxiova and Theocr. 4.35 &ys m&éas, of a herdsman bringing a bull from
the mountains.

5—-6[469—70] The sounds made by Thyrsis’ dogs (a natural response to
a wolf) are interpreted as an act of mourning matching the human lam-
entation in the first couplet. ai 8i xUves xAayysuvTi: the verb is third
person singular present indicative of the otherwise unattested xAayytw.
Xenophon distinguishes between xAayyt and GAaypds, “barking,” of dogs
(e.g. Oyn. 4.5, 6.17), and the verb may connote “making a wailing cry”
rather than “bark,” in which case the animals’ reaction matches their
human owner’s (cf. 2 &dupdpevos). m™vag | . . . oixopévas: reversing
Theocr. 4.15-16, of a neglected calf, THvas ptv 8% Tor T&s mdpTIos alrh
MAaimran | Tdoria: both passages evoke the language of epitaph. tivas is
Doric genitive singular = (&)xefvng. éoriov oUbt Tippa “neither bone
nor ash.” o08¢ with the second element of a negated pair sometimes
implies an omitted ov before the first; cf. Denniston 1g4. The implication
is that Thyrsis would have honored his goat with human funeral rites if its
body was available: the Greeks buried the bones with the cremated ashes
of a dead person (D X IL 4.99); cf. 64.

XCIII. Theocritus 1 Gow (AP 6.336 = 5 GP)

Rural offerings to the Muses and Apollo. Gow, citing epigrams accompany-
ing frescoes in a house on the Via Stabiana in Pompeii, thought the poem
accompanied an image (cf. Gow 1952: 11.527, GPh11.527-8). The demon-
stratives (1, 5), however, are as appropriate to the voice of a herdsman
within a bucolic poem as to that of a viewer of a representation; the epi-
gram is a generic experiment in which dedicatory features are integrated
into a rustic scene playing on the conventions of Theocritean bucolic.
The diverse models for the poem’s language include Sappho, Anacreon,
and tragedy; there are several thematic and linguistic connections with
Theocritus’ bucolic idylls. It may plausibly be read as a programmatic
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assertion of the poet’s literary ancestry and influences (cf. Gutzwiller
1998a: 43, Rossi 2001: 125—9).

1-2[471-2] T& pédax . . . Tails ‘Ehxwviaoiv: for the connection of roses to
the Muses, cf. 187-8n., Sappho, fr. 55.2—3 Ppddwv | Tdv &k Thepias. Spocders
too has Sapphic ancestry (cf. fr. 71.8, g5.12, Simon. PMG 519.52.5, Eur.
Tr. 833). The goatherd of Lycophronides PMG 844.1 offers dedications
of roses and other plants. kaTamukvos: a prosaic adjective describing
the dense mat formed by thyme. éxeiva: “bucolic” speakers similarly
use the demonstrative to describe their landscape; cf., e.g., Theocr. 1.1-2
& TriTus, airdAe, THva | .. . peModeTal, 7-8 TO kaTaXES | TV ... KaToAsiPeTan . . .
Udwp. xeitar: “has been offered” (i.e. &véxertan).

3[473] ueAapguAdor Sagvar: cf. Anacr. PMG 443 TuedaupuMwt Sagvat
XAwpdt T' éAaial TavTaAilert. Tiv: see 293n. TTub1e TTarav: this invo-
cation of Apollo is otherwise attested only in a magical papyrus (PGM

3.250—1, 259).

4[4'74] Aedgis . . . wéTpa: a tragic periphrasis (cf. Soph. OT 464, Eur. Andr.
998, Ba. 306) for Delphi. ToUT6 To1 &yAdioe: probably “gave this to you
as an adornment,” with the verb used as in carm. pop. PMG 851b.1 Page
ooi, Bakye, Tdvde Moloav &yAailopev. The close juxtaposition of the second
person dative pronoun to1 with Tiv in the preceding verse is supported by
the identical variation at Call. fr. 24.3—5 Tiv 8 dva yéAws &vepioyeto AUt |
elodke Tol TpiTmolov veldv dvepyopévat | . . . dvip &RéAnoe; cf. GVI1859.7. The
verb might have the secondary, botanical sense attested by Hsch. a5gp
&yAciler 8&MAer (cf. Antiph. fr. 294), in which case the meaning would be
“made this plant grow for you,” but the point is essentially the same. ToUto
refers to the laurel, though the noun to be supplied is not obvious.

5[475] Pwpov ... aiuagea: i.e. will be sacrificed; e.g. Lyc. Alex. gg2, Steph.
Byz. eg2. kepaods Tpayos: cf. 25n., Theocr. 1.4. 6 umaids “the white
one.” The specification is typical of the way in which animals are identi-
fied in bucolic poetry (e.g. Theocr. 4.20 6 Talpos 6 Tuppixos, 5.99; of white
goats, Theocr. 3.5, 5.147 oUTtos 6 Aeukitas & kopuTTidos). paids is other-
wise attested in the compounds péroupis (Call. A. 6.110, Hsch. p20o7) and
padotrépavos (Hsch. p2o4).

6[476] Similarly, a cow eats the shoots of an olive tree at Theocr. 4.44-5
T&s yap EAaias | TOv BoAAOY TpdyovTL. Tepuivlou: the terebinth or tur-
pentine tree. Apollo was worshipped as Termintheus at Carian Myous (cf.
Lyc. Alex. 1207), which was controlled by Miletus (for the importance of
which, cf. 435-6n.) in the Hellenistic period.
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XCIV. Theocritus 8 Gow (AP 6.337 =1 GP)

On a wooden cult-statue (§éavov) of Asclepius commissioned by Nicias.
The poem commemorates a dedication in thanksgiving for the god’s
patronage, but its focus is on the commissioning and artistry of the object;
in this sense, it combines features of both dedicatory and ecphrastic
epigrams.

The poem plays on the reciprocal relationships between Nicias and
Asclepius and between Nicias and the sculptor Eetion: Nicias, who was a
poet as well as a physician (above, p. 168), has benefited from the god’s
patronage in his medical art and is in turn a generous contributor to his
cult; this relationship is emphasized by the ring composition of 1-g (cf.
gn.). Through the god’s benefaction, he can afford to pay the sculptor
generously for an expensive artifact, into which the sculptor pours all
his own skill: the ambiguous language of 5 calls attention to the analogy
between Eetion’s skill as a sculptor and Nicias’ as a physician, and the
analogy is underscored by the parallel placement of the datives Nikicn and
‘Hetiwvi in g and 5.

In focusing both explicitly (5—6) and by implication (g) on Nicias’
resources and his lavish spending, Theocritus teases him for his wealth, as
he does at the end of poem 11. The shift from the grand, epic language
for Asclepius’ arrival and Nicias’ devotion (1-3) to the technical language
of contracts (5) contributes to the playful tone.

1-2[477-8] Beginning in the late fifth century, the cult of Asclepius
spread rapidly through the Greek world; for the theme of the god’s
arrival, cf. Isyllus 65-6, 73, Aston 2004: 21—2. The prospect of friend-
ship with Nicias is tendentiously represented as the motive for the estab-
lishment of the Milesian cult, which must have predated him. 6 ToU
TMainovos vids: i.e. Asclepius, son of Apollo. Mafiwv was originally a dis-
tinct god (Hes. fr. go7), but the name came to be used of both Apollo
and Asclepius himself (cf. Headlam on Herodas 4.1). inTiipt voowv
avdpi: elevated phrasing with parallels in the description of Asclepius
himself at HH 16.1-2 intfipa véowv AckAnmodv &pyop’ &eidew | uidv
AToNwvos Tov gyeivaTo Sia Kopwvis (cf. Pos. g7.1 AB inthpia . . . vouowv)
and Il. 11.514 inTpds . . . &vnp. ouvolgduevos “to be together in friend-
ship” (cf. Hdt. 4.114.4).

3[479] It is left unclear whether Nicias’ daily propitiation is the cause of
Asclepius’ arrival or its consequence. ¢’ nuap “daily”; cf. Od. 18.137.
Hellenistic inscriptions attest to daily offerings (OGIS 332, Nilsson
1945: 64), but the point is probably to emphasize Nicias’ zeal and his
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resources. fuécoov “offerings of incense,” an epic form (Il. 6.270,
9.499, A.R. 1.353, 860). ikveitan “beseeches,” a common sense of the

verb, with the idea of movement picking up Asclepius’ arrival in 1 (f2A8¢)
and so suggesting their reciprocal relationship.

4[480] &1’ e0wbous . . . xéSpou: the sweet smell of the cedar (from which
goava were regularly carved; cf. Paus. 8.17.2) marks the quality and value
of the offering (cf. Arist. Econ. 1353b26). yAyat' “arranged to have
carved.”

5—6[481-2] The lines are an elaborate development of the (typically brief)
indications of the name of the artist sometimes found in inscribed epigrams
(e.g. SGO06/02/05.4—5 & bt Téxva | owiou) or, more frequently, appended
separately below dedications. Hetiwwvi: the artist cannot be identified
securely with the Eetion of Amphipolis whose statue is the speaker of
Call. Epigr. 24, and his probable dates do not align with those of the mid
fourth-century sculptor or painter mentioned at Pliny, HN §4.19. X&piv
yAagupds xepos “in gratitude for (Eetion’s) refined skill.” The phrase
overtly refers to Eetion’s artistic ability and suggests the elegance of the
finished product (cf. 423n.), but it is equally applicable to Nicias’ medical
practice (“in gratitude for his (medical) art”). &xpov UtrooTas | pioBov
“having promised him the highest payment,” an unusual detail (though cf.
“Simon.” FGE 63) which suggests Nicias’ beneficence and good judgment
(cf. Theocr. 16.22-33), while slyly teasing him for his wealth (cf. Theocr.
11.81 with Hunter’s note). Physicians were notorious for charging high
fees, and Asclepius himself was faulted for his greed (Pi. Pyth. 3.54-60,
Wickkiser 2013: 627-31). Upionu with an accusative is regularly used in the
technical language of contracts and agreements. T&oav &pfike TEXVNV:
cf. Himerius 68.4 “(Phidias) didn’t always sculpt Zeus, or forge Athena in
weapons, but he exerted his artistry (&gfike Ty Téxvnv) on other gods.”

XCV. Theocritus 22 Gow (AP 9.598 = 16 GP)

On a statue erected by the people of Rhodian Camirus in honor of their
townsman Peisander, author of the epic Heracleia. Peisander’s poem, said
to date to the seventh or sixth century or earlier (cf. Suda w1465), con-
sisted of two books and recounted some of Heracles’ labors, including his
killing of the Nemean Lion and encounters with the Lernaean Hydra, the
Hind of Cyrneia, and the Stymphalian Birds (cf. Huxley 1969: 100-5).
The regard in which it was held in the Hellenistic period is shown by
Peisander’s inclusion in the Alexandrian canon of epic poets; Clement of
Alexandria, by contrast, claims that the Heracleia was wholly plagiarized
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from Peisinus of Rhodian Lindus (Str. 6.2.25). The date at which Camirus
erected a statue in Peisander’s honor is unclear, but is likely to be
Hellenistic and may have been conceived as a response to Peisander’s
treatment of the Ptolemies’ alleged ancestor Heracles (for civic commem-
orations of local poets, see Wallis 2016: 34-81, Rossi 2001: g2—-8). There
would then be an implicit analogy between Peisander’s honorific treat-
ment of Heracles, whose divine lineage is underscored in the first line,
and the island’s recognition of Ptolemy I, honored as a god and called
>wThp, “savior,” by the Rhodians in thanksgiving for his role in relieving
Demetrius’ siege (D.S. 20.100.2—4). At the same time, Peisander’s treat-
ment of Heracles mirrors the poet’s honorific treatment of him elsewhere
(cf. 17.20-7, 24 passim).

The poem is composed in two parallel movements, the first recounting
Peisander’s treatment of Heracles (1-5), the second the Camirans’ subse-
quent commemoration of the poet (6—8). These are linked by the juxta-
position of accusative object and nominative subject in 1 and 6 (tév ToU
Zoawdg 68" Upiv uidy Gvnp ~ ToUTov 8" aUTov 6 d&pos). Such juxtapositions are
typical of inscriptions commemorating the erection of honorific portraits
(Ma 2013: 24-30); but because the poem delays both Peisander’s name
and the main verb until g—4, who &5’ . . . Gvfp in 1 is and what he is doing
to Heracles are not initially clear. The epigram thus sets up a parallelism
between sculpture and poetry and blurs the boundaries between them
(cf. Wallis 2016: 188—g2). It also implicitly reflects on Theocritus’ poetry
and its merit: its final line recognizes the posthumous honors that poets
can attain even centuries later, and so emphasizes the continued vitality
of the past in the present.

The Doric dialect matches the language spoken at Rhodes; although
the predominant coloring of the Heracleia was Ionic, Peisander seems to
have included Doric forms (cf. fr. 12 Bernabé, Huxley 1969g: 104). Unlike
Theocritus’ epigram for Hipponax, the meter differs from that used by its
honorand: it is in stichic Phalaecians (00 — v~ — ¢ — o — x, where 00 repre-
sents the “Aeolic base,” i.e. — x, X —, or w), elsewhere used in combination
with other meters in Theocritus’ epigrams (xc, AP 7.663; cf. Call. Epigr.
38); SEG XXXIX 1334 is a learned, late third-century, inscription in stichic
phalaecians from Pergamum (cf. Kerkhecker 1991, Lehnus 19g6).

1[483] T6v ToU Zavés . .. viév: Heracles’ descent from Zeus, though a
standard feature of his mythology, was emphasized in official Ptolemaic
documents (e.g. OGIS g4, linking Ptolemy II through his father’s line to
“Heracles, son of Zeus”). vpiv: i.e. the implied readers of the epigram
and of the Heracleia.
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2[484] Both epithets evoke the killing of the Nemean Lion, which
as the first of Heracles’ labors must have been related early in the
Heracleia. Arovtopayav: attested only here; cf. Aecovtayy(a) in
293. éfuxaipa: the primary sense is “dextrous,” in reference to the fact
that Heracles killed the lion using only his hands, but the word commonly
has the negative sense “quick with the fists,” “rash” (e.g. Lys. 4.8 4€Uxep
Mav kai wapowos, Nicom. fr. 1.33 d§Uxep koUk éykpatiis) and here playfully
gestures at more negative depictions of Heracles as an ill-mannered and
intemperate glutton and drunkard (e.g. Ar. Frogs 503—33). Strabo claims
that the Heracleia was the first poem to represent Heracles wearing the
lion-skin and carrying a club (15.1.9; cf. Suda w1465); Megaclides says
that this outfit was first attributed to Heracles by Stesichorus and associ-
ates it with bandits (ap. Ath. 12.512e-f; cf. Rossi 2001: 332-3).

3[485] wp&Tos . . . poucotroidv: interest in the person to introduce a
particular feature into literature is a component of a broader ancient con-
cern with “first discoverers” that is reflected in a number of fourth-century
catalogues of inventions and that was a prominent feature of Hellenistic
scholarship (cf. Kleingtinther 1934, Arnott on Alexis, fr. 27.1—2, Rossi
2001: 88—9). The insistence on Peisander’s primacy may respond to a
competing view of its originality (cf. introductory n.). éravwde “from
the past”; cf. Theocr. 7.5.

4[486] ouvéypayev: the word appears in ancient biographies of writers and
can apply to compositions in both verse and prose; e.g. Suda a1916 (of
Anacreon) cuvéypaye Tapoinid Te péAn kai iGpPous; cf. k227, of Callimachus’
Pinakes, “records of those who shone in all forms of learning and of what
they composed (cuvéypayav).”

5[487] xdooous éferoévacey . .. &ibrous “and he recounted all the labors
that Heracles completed,” not “and he specified the number of the labors
that H. completed.” Elsewhere in Theocritus, éxmovéw is used of the com-
position of poetry (77.51). eiwr': often of poets; e.g. Ar. Peace 1096, Pl.
Phaedo 112a.

6-8[488-90] “The people set up this man himself, making him bronze,
many years and months later; I tell you this so that you may know it clearly.”
It is common in Greek inscriptions for statues to be treated as if they were
the individuals they represent; cf. Mednikarova 2003. aitév evokes the
ecphrastic commonplace that the statue has thoroughly and accurately
depicted its subject (cf. 173n.), despite being made of bronze (cf. Theocr.
AP 9.600.3—4 x&Akedy viv &vTi dAabwol | . . . &vébnkav); cf. Tueller 2008:
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179-80. 6 8&uos: i.e. of Camirus. ws cag’ idfjis: whether the
phrase is a parenthetic comment on the speaker’s claim (“I tell you this so
that you know it clearly”; cf. Theocr. 15.91 ds £idfjis kai ToUTo, Kopivbion eipés
&vwbev), or explains the Camirians’ purpose in erecting the statue (“they
set it up so that you might know him clearly,” where the second person
would be generalizing) is grammatically ambiguous, though the former
fits the ecphrastic context well: the speaker assures his audience that the
Camirians have captured Peisander in his entirety; cf. xcvI introductory
n. monoas: the verb with short first syllable (whether or not the iota
was written) was characteristic of Attic drama and the Hellenistic koine but
absent from early epic. It results from treating the original iota of woifw as
a glide (“internal correption”; cf. Olson—-Sens on Archestr. fr. 1); once so
perceived, the letter was easily omitted. TroAAois unoiv émode kAviauTois:
the inclusion of pnoiv adds little in the case of a statue dedicated centuries
after Peisander’s death; perhaps the phrase is merely a generic expression
for “a long time”; cf. [Gal.] Def. med. 19.389.12—14 Kithn xpéviov véonua
£0T1 TO peTaf&Mov . . . év unol kai éviauTois.

XCVI. Theocritus 177 Gow (AP 9.599 = 15 GP)

On a statue of Anacreon. The poem blends aspects of funerary and ecphras-
tic epigrams. The opening couplet addresses a passing &vos and asks him
both to pay attention to an artifact (cf., e.g., GVI 1254.1-2 8épkeo Tav
&picapov, 65o1mdpe, T&v Bepevikas | eikdva Tas peréas, &v Tdgos oUTos Exel) and
convey information about it to his own homeland, as in epitaphs in which
the deceased asks the passerby to bring news of his death to his family (e.g.
Lv). Subsequent couplets engage more directly with the ecphrastic idea that
an artifact has almost fully represented a person, but transfer it to the mouth
of the passerby, whose hypothetical reported speech in g—4 lacks only one
piece of information in order to provide a complete picture of the poet.

The allegedly complete description of Anacreon is in fact partial.
Anacreon was a popular subject for Hellenistic poets, who emphasize
his interest in sympotic and erotic matters. Two ecphrastic epigrams by
Leonidas (API 306, 307) invite consideration of an unspecified image of
the poet, drunk, missing one sandal, and singing of boys. This epigram, by
contrast, provides no information about the appearance of the image and
focuses on a small subset of the interests that the Hellenistic scholarly and
literary traditions connect with him. The final assertion that a comment
about the poet’s interest in boys is all that is necessary to complete the
depiction of him resonates playfully against ecphrastic descriptions that
emphasize the verisimilitude of an image (cf. Bing 1988: 121, Rossi 2001:
284-5, Prioux 2007: 16-18).
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The poem is composed of couplets consisting of an iambic trim-
eter without resolutions (cf. Leon. APl 307, on Anacreon) followed by
a Phalaecian hendecasyllable (xcv introductory n.), a meter used by
Anacreon (PMG 397); the effect is to produce a couplet in which the
first verse is one syllable longer than the second, and in which the iambic
rhythm of the second half of the Phalaecian echoes the basic alternation
of heavy and light syllables in the previous verse. The Doric dialect (cf. 1,
2nn.) distinguishes the voice of the speaker from that of Anacreon and
other natives of Teos, who spoke Ionic (cf. Ar. Thesm. 163).

1[491] 8&cau: cf. 25, Leon. APl 306.2 (on Anacreon) 6&eo. The Doric
form (Attic/Ionic 8éacar) of the aorist middle imperative is metrically
guaranteed.

-~ 13

2[492] oroudd “seriously, attentively,” though the ordinary epic sense “in
haste” may lie in the background, evoking epitaphic addresses acknowl-
edging the haste of the passerby and asking him to delay his journey
only briefly (e.g. 37). Ady' . .. EvBms: cf. 265-6. &vBnis is the Doric
equivalent to &éA6nis, but neither it nor émwév, for which most witnesses have
the Ionic equivalent ¢y, is metrically guaranteed.

3[493] év Téwi: Anacreon’s birthplace (e.g. Hdt. g.121.1, Ar. Thesm. 161).

4[494] “most extraordinary of earlier poets” (lit. “if there was anything
extraordinary of earlier poets”). Here €l 11 mepicodv, in which the adjective
is neuter in agreement with 11 (cf. especially Theocr. 7.4-5), is function-
ally equivalent to a superlative. wSotroidv: only here; for Anacreon
as composer of adai, cf. Crit. 88 B 1.1—2 Tév 8¢ yuvaikeicov peréwv TALEoV TS
o1 A1dé&s | HBUv Avaxpeiovta Téws eis EAAGS' dviiyev, Suda a1916 “his life was
directed at love for boys and women and at songs (&184s).”

5—6[495—6] These lines play on the idea that the absence of speech is all
that keeps an image from being entirely realistic: here it is the speech of
the viewer, and the focus is on the accuracy of the description rather than
the accuracy and truthfulness of the artistic representation. Trpoocbeig:
cf. g1—2n. ToTéBnK’. Tolg violowv &Seto: Anacreon’s interest in young
men is an important feature but not the exclusive focus of his biography
in Hellenistic epigrams (cf. Leon. APl 306.7-8, Diosc. AP 7.31.1, SGO
08/01/47), which often also mention his bibulousness. ipeis ATpekiws
“you will describe accurately.” The phrase recalls epic uses of the adverb
followed by a verb of speaking (e.g. Il 2.10, 10.413), but épeis evokes the
ecphrastic topos of imagining what a hypothetical viewer would “say” in
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response to an image (e.g. Theocr. 1.42, Herodas 4.32—4). élov TOV
avdpa: cf. 92, 413-14n.

DIOSCORIDES

Dioscorides flourished in the latter half of the third century. Several of
his roughly forty extant epigrams have to do with Alexandria (xcvi, AP
6.290, AP11.363). At least some points of contact between his epigrams
and those of Damagetus, Rhianus, and Antipater of Sidon are likely to be
the product of engagement with his work by those poets.

The epigrams cover a range of themes and creatively rework traditional
forms and topics. Several erotic epigrams, though (pace Fraser 1g972: 598)
not so different from some poems by Asclepiades (6 Sens) and Posidippus
(*127 AB = Asclep. *35 Sens) in their “extravagant voluptuousness of
expression” and “highly sensuous vocabulary rich in compound adjectives,”
are explicitly obscene where his predecessors rely on innuendo; on these,
see lordanoglou 2004. A series of mock epitaphs for poets together con-
stitute a cycle offering a mini-history of drama (cf. xcvii, ci1 introductory
nn.). These combine features of funerary epigram with material drawn
from the scholarly tradition (cf. Acosta-Hughes and Barbantani 2007: 439-
40), and treat the older style of archaic and archaizing poets as innovative;
contrast LXX. Several epigrams deal with the cult of Cybele (cf. c introduc-
tory n.), and some others treat stories about Spartans (Xcvix, cI1); both
groups include poems incorporating dedicatory material in a wider nar
rative or dialogic context. There are also ecphrastic and satiric epigrams.

Some poems are written in the Ionic koine, others in Doric. Dioscorides’
metrical practices, though less restrictive than Callimachus’, resemble
those of most Hellenistic epigrammatists in observing “Callimachean”
norms for the hexameter, especially in the latter half of the verse (cf.
Introduction section 4h[i], Magnelli 2007%: 181). Galdn Vioque 2001 con-
tains a full-scale commentary on the corpus.

XCVII. Dioscorides AP 7.708 (24 GP)

A mock epitaph for Machon, author of comedies in Alexandria in the
first part of the third century. The poem belongs to a cycle of five epi-
grams constructing a history of the theater (Fantuzzi 2007a); the others
treat Thespis, Aeschylus (cv), Sophocles, and Sositheus. Athenaeus pre-
serves fragments of Machon’s comedies and substantial sections of his
book of Xpelan, humorous anecdotes in iambic trimeter featuring para-
sites, hetaerae, and other characters typical of comedy; see Gow 1965,
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Kurke 2002. This epigram is modeled on Simias XLvIII, urging ivy to
grow on the tomb of Sophocles in recognition of his literary excellence
(ebpabin). The reworking of a theme earlier applied to an Athenian play-
wright enacts the contents of the poem, which argues that Machon’s con-
tribution lies in recreating elements from Attic Old Comedy. Machon’s
interest in the oldest comedy mirrors Dioscorides’ focus on early drama
(cf. ci1 introductory n.); the poem celebrates the reuse of ancient ele-
ments in a novel context. The final lines set up an equivalence between
Egypt and the cultural capital of the classical period, and so establish
Alexandria as the heir of a still living (cf. 1—2) tradition of comedy that
originated in Athens.

1[497] xwuwiSoypapwi: a technical term used in the scholarly tradition
(e.g. 2% Ar. Clouds 296), though xwuwid(1)otmoiéds is more common (PL.
Ap. 18d, Phaedo 770c, etc.). xouen kévi: epitaphs often express the
wish that dust might lie “light” on the deceased (e.g. IMEGR 10.16), and
the address (cf. Zenod. or Rhianus AP 7.315.1 = Rhianus fr. incert. 76.1
Powell yagpopt) kév1) implicitly assumes that this wish has come true for
Machon.

1-2[497-8] Tév . . . ¢épois: cf. 237—2n. The image is that of the earth
awarding (¢épois) a prize of victory to Machon. ¢iddywv occurs only
here. Utrép TupPou {@vta: the juxtaposition of the prepositional
phrase and participle emphasizes the vitality of the ivy and, since the plant
is a symbol of victory, the continued flourishing of Machon’s poetry even
after his death.

3[499] xUu@wva: a playful double entendre. kigwv literally refers to a
wooden collar for criminals and was used as a term of abuse (“good for
nothing”) befitting Machon’s own abusive manner (cf. Suda k2800, Z Ar.
Wealth 476), but it was also an article of women’s clothing (Posidipp. Com.
fr. 45), a meaning subsequently confirmed by waAipmAuTtov and picked up
by 4 hueicoas. TraAipmmAuTov “rewashed.”

3-4[499-500] 1 . . . Adiyavov: the precisely interlaced (ABABA) word
order shows an artifice that suits the focus on Téxvn here. NuQ@itcas
“you cloaked”; cf. 506n.

5—6[501-2] Machon’s imagined response (Zpe?) is directed at Athens. It
anticipates and rejects the criticism that Machon is derivative by adducing
the spontaneous growth (wépuke) of bitter Attic thyme on the banks of the
Nile, but also asserts Egypt’s (occasional) competitiveness even in a genre
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particularly associated with Athens. See introductory n. 6 TrpéoPus:
cf. 417-19n. tpei: cf. 49, 418-19. Kéxpotros ToAi: the periphra-
sis for Athens finds close parallels in Attic drama of the classical period,
including Aristophanes (fr. 112.1 & wéA ¢iAn Kéxpotros; cf. Clouds §o0-1,
Wealth 7772—3, Eur. Hipp. 34, Ion 1571); it is thus especially appropriate in
Machon’s claim to sharing features with Old Comedy. fotTv 67" “some-
times” (Smyth §2515), a crucial qualification: Machon is a member of a
select group. év Mouoais: suggesting “in the Museum”; cf. Herodas
8.72. Sp1uv . .. 8Upov: i.e. comedy. Thyme, sometimes described as bit-
ter (Hp. Nat. Mul. 7.330.8 Littré) — the Attic variety was especially so (Arist.
Prob. 9g2rag) — was associated with Attic style (Luc. Hist. Conscr. 15, Quint.
12.10.25). 8pipw may imply that Machon’s work includes some of the harsh
personal abuse found in Old Comedy (' Ar. Clouds 64 Spwéa . . . xai
&oteia T& TS Kwpwidias okoppata, Gabathuler 1937: 87—9o) or obscene
and scatological jokes, which were characteristic of fifth-century comedy
but not of later periods (Konstantakos 2015, esp. $3-6). It is less likely
that Machon has combined formal features of Old Comedy (choral songs,
polymetry) with the content of New Comedy. Further discussion in Webster
1963: 537—43, Gow 1965:4—5, Fantuzzi 2007a: 120, 2007b: 494-5.

XCVIII. Dioscorides AP 7.76 (33 GP)

The tomb of Philocritus, a retired sailor, is flooded by the Nile so that his
body is lost at sea. The poem is related to epigrams in which a drowned
man complains about the location of his tomb in proximity to the sea
(e.g. Asclep. go Sens), and to those in which sailors survive the sea but
die paradoxically on land (cf. xx1v); here Philocritus dies uneventfully
on land only to end up as though shipwrecked. The change in his for-
tunes is illustrated at the structural level by ring composition, with the first
and last couplets corresponding in language and theme: 5 kai {wos pév
épeuye mikpnv &Aa restates the opening éumoping Mgavta PiAdkprtov, while
the remainder of each couplet describes Philocritus’ “tombs,” the first
in the earth and the second in the water. The final clausula of the first
and the last hexameter opens with a temporal adverb (1 &p1i 8" ~ 5 viv
8¢), 5 koAugfeis reframes the action of 2 #puye, and 6 vaunydv . . . Tégov
corresponds to eiver and Tégwt in comparable positions in 2. The central
couplet narrates the disruption of Philocritus’ first grave.

1-2[503—4] The lines contain a compressed chronological account in
which the moment of Philocritus’ death is left implicit: having retired
(Mgavta) from trading, he had just begun farming (&pdtpou | yeudpevov)
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when he (died and) was buried at Memphis. §eiveor: Philocritus set-
tled in Memphis as an expatriate, but the word also prepares for his
subsequent reburial at sea, since in epigrams shipwrecked sailors are reg-
ularly said to be washed up and buried on foreign shores (e.g. Leon. AP
7.661.9). Méugis: for the personification of the city in which a per-
son is buried, cf. 245-6n. fxpuype Tagowi: this and similar collocations
occur frequently in epitaphs; e.g. CEG 528.2, 607.

3[505] Neidoto ToAUs péos: a variation of the more common Hellenistic
expression péyas péos (e.g. Call. h. 2.108 Accupiou ToTauocio uéyas
pdog). USatt A&Ppwi: a Homeric collocation (/I 16.385 AaPpdTaTov . . .
U8wp: cf. 15.625, 21.270-1, A.R. 2.594 xUpaTi A&Bpwt), but here the etymo-
logical connection with Aappdve is pointed.

4[506] Thv éAiynv B&dAov “his small piece of earth,” i.e. his grave; the same
expression is used of a tomb at Leon. AP7.656.1, but here the noun, with
its basic sense “clod,” picks up the reference to the dead man’s time as
a farmer (cf. &pdTou). arrnueiace “disrobed,” a development of the
commonplace that someone who has been buried is “cloaked in earth”;
cf. 127-8n.

5 [507] mxpfv &Aa: the standard term for “salt water,” though here sug-
gesting the bitterness of death at sea.

6[508] vaunyov ... Tapov “a shipwrecked (sailor’s) tomb,” i.e. in water.

XCIX. Dioscorides AP 77.229 (30 GP)

A Spartan father sheds no tears as he buries a brave son. The poem is
one of a number of epigrams on the reaction of Spartan parents to their
sons’ actions in war, including several in which a Spartan mother Kkills a
child who has failed to show valor. These regularly end with the mother
repudiating her son’s behavior; here, the father’s endorsement of it sim-
ilarly reveals his Spartan character. A set of oppositions emphasizes the
symmetry between father and son. Lines 1 and 4, at the beginnings of the
two halves of the six-line epigram, name the son and father respectively,
with 4 émwi upkaifis matching 1 én’ domidos. &Sakpus at the end of the last
hexameter poignantly echoes &mwvous at the end of the first. Finally, the
first words of the poem, naming the son’s home village, Pitana, corre-
spond with the final word Aakedaipuéviov, which reframes Spartan identity
as ethical rather than merely geographical.
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The dialect of the poem, despite its Spartan theme, is transmitted as pre-
dominantly Ionic, with the exception of the opening words tav Thrévav.
The epigram is the model for Aus. 24 Green.

1[509] T&v Thiravav: accusative of motion. Pitana was a village (xcun)
on the banks of the Eurotas. ©paoufoulos: a common Spartan name
(though the local dialect form would be ©pacUBwios) appropriate for a
man who has shown bold resolve in battle. ¢’ &oTridog: the son has
lived up to the code famously embodied in the demand of Spartan moth-
ers that their sons return from war either carrying their shields or on
them (cf. Plut. Mor. 241f f) taUtav f) ¢l TadTas, Stob. §.7.30, Sen. Suas. 2.8,
Val. Max. 2.7 ext. 2). flAvbev: the form, guaranteed by meter, is typical
of epic/lonic, though it appears occasionally in literary Doric (e.g. Pi.
Pyth. 3.99). &rrvous: cf. 289.

2[510] Tpés Apyeiwv: for the traditional enmity between Sparta and
Argos, cf. cI.

3[511] aikvug Trpdobia TavTa: the boy never turns his back to the battle,
so that all his wounds (2 émwrt&) are in the front.

3-4[511-12] 6 TpéoPus | Taid’: the juxtaposition, at the midpoint of the
poem, emphasizes the gravity of the father’s loss in old age; cf. 229—30n.

5—6[513-14] Tynnichos’ refusal to lament his son represents an extreme
version of the commonplace that those who have died courageously in battle
are blessed rather than unfortunate; e.g. Hdt. 1.30.4-5. KAaiéoBwoav:
third person plural present imperative passive (“let . . . be lamented”).
Medio-passive imperatives in -c8woav appear in Attic prose first in the
fourth century (e.g. Xen. Cyn. 4.11, Pl. Laws 6.760a) and become a fea-
ture of the Ionic koinein the third century; cf. Abbenes 1ggo. adaxpus:
that Tynnichus does not cry is both a mark of restraint (cf. Plut. Agis et
Cleom. 48.7, where the public display of tears is treated as un-Spartan) and
a reflection of his pride in his son’s death on Sparta’s behalf (cf. Plut. Mor.
241C oU . . . aUToV Evekev ETekov, fva Umrtp Ta&s ZmépTas &mobdvni, ToUTS por
ouvepn). Tov Kkai éuov kai AaxeSaipédviov: perhaps playing on a tradi-
tion of poems in which Spartan mothers disown their children; cf. Asclep.
*48 with Sens’s note, Tymnes AP%7.4394.8 16 pfy ZwapTas &ov oud’ éTexov.

C. Dioscorides AP 6.220 (16 GP)

A gallus, an emasculated priest of Cybele, is followed into a cave by a lion,
but divine inspiration leads him to beat his kettledrum, and the beast
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runs away. The lengthy narrative culminates in an “embedded” dedica-
tion of both cave and instrument. At sixteen verses in length the poem
is longer than most Hellenistic epigrams in the Anthology, and until
the final dedication it is indistinguishable from narrative elegy. Several
Hellenistic epigrams describe this encounter (“Simon.” AP 6.217, Alc. AP
6.218, Antip. AP6.219, Ant. AP6.237) and others refer to the behavior of
Cybele’s adherents (e.g. Hermes. fr. 8, Leon. AP6.281, Rhianus AP6.173;
cf. Call. frr. 193.34-6, 411 Pf., Alex. Aet. AP 7.709.3), including two by
Dioscorides (AP 9.340, 11.195). Although the goddess’s rites were known
and practiced already in fourth-century Athens (cf. Dem. 18.260, IG 11/
111%.4 1337), greater familiarity with the Near East in the Hellenistic period
seems to have led to increased literary interest in them, perhaps stimulated
by the publication around goo BCE of a detailed discussion by a certain
Timotheus (cf. Bremmer 2004). Hermesianax (fr. 8) tells the story of Attes,
a Phrygian by birth and unable to bear children, who moved to Lydia,
introduced the mysteries of Cybele there, and was killed by a boar sent by
Zeus (for the alleged link between this story and Herodotus’ account of the
death of Atys, son of the Lydian Croesus, on a boar-hunting expedition, cf.
Bremmer 2004); the movement of Attes from Phrygia to Lydia and the dis-
creet phrasing with which his inability to procreate is described resemble
features of Dioscorides’ narrative (cf. gn.). The encounter between gallus
and lion may have Near Eastern roots (West 1969: 117-18), but the form
it takes in Hellenistic epigrams may be inspired by Leon. AP 6.221, where
a lion enters a farmstead to escape rough weather and the residents pray
to Zeus for protection; when the lion leaves without harming them, they
dedicate an artistic representation of the episode to the god (for the rela-
tionship of this poem to “Simon.” AP6.217.1-2, cf. Bonsignore 2013-14:
215—17). For the relationship of this and other Hellenistic epigrams on
the theme to Catull. 63, see Harrison 2005, Harder 2005,

Cairns (2016: g7—-101) argues that the detailed geography of the poem
suggests it was produced to advertise and explain the origin of a specific
sanctuary of the Magna Mater on the road between Pessinous and Sardis,
but the poem’s complex literary affiliations and the fact that Dioscorides
composed several epigrams featuring galli make it unlikely that it served
this pragmatic function. Fantuzzi (2019) argues that it engages with
Hellenistic discussions of the value of the music associated with Cybele:
although the inspiration of the goddess is represented as savage (g &ypix),
the poem ultimately treats her music as powerful and salvific. Speech and
sound feature prominently, as does “wind,” both metaphorical and literal

(2, 4,9).

1[515] Zapdis: Ionic accusative plural (cf. Hdt. 1.15). TMeooivéevTos:
Pessinous, on the border of Phrygia and Galatia to the north of the River
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Sangarius, was the principal site of the cult of Magna Mater (cf. Str.
12.5.9).

2[516] Wild hairshaking was a characteristic behavior of galli in ancient
poetry (cf. Diosc. APg.340.3, Call. fr. 193.34—6, Leon. AP6.281.6, Rhianus
AP 6.173.2, adesp. AP 6.51.8). ixppwv paivopévny: the juxtaposition
emphasizes the gallus’ maddened state. pcivouévny is a transferred epithet,
properly describing the man’s condition but grammatically applied to his
hair; cf. Antip. AP6.219.2 Aucoopavels TTAok&uous. &vépoiot: here literal
“winds,” but anticipating later references to divine inspiration.

3[517] ayvés “chaste,” a discreet allusion to castration; cf. Hermes.
fr. 8 oU TekvoToids (see next n.). "ATus: the name, which was borne
by members of the Lydian royal family (Hdt. 1.7.3, 34.2, 94.3, 7.27.1,
74.1), here evokes Attis/Attes, Cybele’s divine consort whose name was
used by priests at Pessinus. 8aAapntrodos: the word, originally used
of female attendants, here refers to a priest in charge of the cave conse-
crated to Cybele, generally identified in Greek with the Mother of the
Gods, Rhea; cf. Nic. Alex. 7-8 Peing . . . Baddpatr Te kai épyaoTnpiov "ATTew,
explained by the scholia ad loc. as sacred underground places dedicated
to Rhea.

3-4[517-18] &ypix. . . Beugopins “The savage inspiration of his harsh divine
possession was cooled.” The emphasis on the harshness of the experience
discreetly points to the self-mutilation performed by galli. Eyuxtn ...
mvevparta: playing on the basic sense of yixw, “blow,” and its common
extended sense “cool.” véw and its cognates are commonly used of divine
possession (e.g. Hes. Th. 31). XoAetriis . . . feugopins: as applied to an
emasculated and thus chaste gallus, the apparent reworking of Call. Epzgr.
30.4 xahetrijt &' fjvteo Beupopiny, of a lover reduced to skin and bone by
desire, is perhaps ironic.

5[519] oreixovros: modifying § alTou. xaravtes: the cave slopes down-
ward from its mouth.

6[520] vetoas “diverging,” an unusual sense (more usually,
“nod”). Baiév: adverbial, qualifying &meBev.

7[521] Tol: object of dpouoe (cf. LS] épovw 1.2).

7-8[521-2] &vdpdot . .. | Bapoadéors: i.e. even for brave men, by contrast
with the emasculated gallus. Seiua “source of fear”; cf. Soph. Phil. g27,
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Eur. HF 700 8efpata 8npddv. yé&AAwi: the term “gallus,” first appearing
in the third century, was associated by Greek authors with the Phrygian
river Gallus and the eponymous king Gallus who was castrated in an
ecstatic frenzy at the wedding of his daughter (cf. Call. fr. 411, Bremmer
2004). oU8’ SvopacTdév &xos “an indescribable source of grief’; the
phrase resembles Od. 19.260, 597, 23.19, where oiux évopactiiv means
“unmentionable.” Whereas the reaction of a brave man can be described
as “fear,” no suitable word exists to express the abject terror of the gallus
(though it is in fact called &éos in g).

9[523] The reinspiration of the gallus and the consequent change in his

fortunes occur at the poem’s midpoint. avaubog . . . Séous Utro: the
gallus’ fearful silence develops the theme of speechlessness implicit in 8
oUd’ dvopaoTov. aUpm “inspiration”; cf. 4 wvedpara.

10[524] &5 Tov i6v TUpTravov: the Suda (v1167) cites this line to illustrate
the rare use of masculine TUpmavos rather than neuter Tépmavov.

11[525] oU ... puxfoavros “and when it made a deep bellowing sound”
(genitive absolute), in contrast to the gallus’ silence. puxéw, “bellow,”
is properly used of cattle lowing, and though its extended use includes
the roar of lions (Nonn. Dion. 42.148-9) and other sounds (cf. e.g. Il
20.260), it may evoke the many encounters between lions and cattle in
epic. The implication is perhaps that the drum had an oxhide skin.

12[526] éAépwv ... é§UTepov: cf. 639—40n.

13[527] Bapuv: the reiteration of the word (cf. 11 Bapd) might suggest the
reverberation of the kettledrum. ou peivag “not tolerating.” &xoafis
“in his ears,” with Bapiv. tx & tpénoev: sc. Atys; for the phrase cf. A.R.
3.631. The unmarked change of subject calls attention to the suddenness
with which Atys’ voice returns when the lion flees; cf. 161n.

14-16[528-30] The final three verses contain an elaborate “embed-
ded” dedicatory epigram, spoken by the gallus in the present tense
and thus imitating the act of dedication. Zayyapiou: the Sakarya
river in Phrygia, which features prominently in the Phrygian account of
Cybele’s rites as they are recounted by Timotheus. xeideon “banks,” as
often. 8aAauny: i.e. the cave, now dedicated by Atys as a shrine (cf.
gn.) to Cybele. fwaypia “(as) a reward for saving my life,” a rare
Homeric word (/L 18.407, Od. 8.462; cf. Call. fr. 516). AcAdaynua:
i.e. the kettledrum (abstract for concrete). The noun, lit. “chattering,”
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may be inspired by Alex. Aet. AP 7.709 AdAa TUutrava (AdAa Meineke: koA
MSS). It is a hapax legomenon formed from AcAayéw, more typically used of
the prattling of humans (Pi. Olymp. 2.97) and the chirruping of insects
and birds (Theocr. 5.48, 7.139). It would be more appropriate for the
cymbals of the galli (cf. Eryc. AP 6.234.5) than for the deep-sounding

(Bapt . . . Bapuv) drum. avTifepar: i.e. dvaTifepan.

CI. Dioscorides AP 7.430 (31 GP)

Two Argives survey the aftermath of a battle. The epigram participates
in a debate about the Battle of Thyrea (mid-sixth century) between the
Argives and the Lacedaemonians. According to Herodotus (1.82.4-6,
8), 300 men from each side fought to the death, and when the fight-
ing was over, two Argives and one Spartan were left; the Argives, Alcenor
and Chromius, returned to Argos on the assumption that only they had
survived, whereas the Lacedaemonian survivor, Othryades, stripped the
Argive corpses and returned to his camp. A dispute arose about who had
won, since the Argives claimed they were represented by a greater num-
ber of survivors, the Spartans that their opponents had fled the field. The
poem is one of several epigrams on the battle (“Simon.” AP 7.431, Nic.
AP 17.526, Chaerem. AP 7.720, 721, Damag. AP 7.432, Gaet. AP 7.244).
“Simonides” and Nicander support the Spartans, but Dioscorides’ poem,
in rejecting the claim made by Herodotus that Othryades returned to
his camp and remained at his post and by showing the Argives present at
the site in the immediate aftermath of the fighting, seems to endorse the
Argive position (Cairns 2016: 306-13).

That the poem is meant as a dialogue is strongly suggested by the asyn-
deton at the head of 5 and 7. Some editors mark a change of speaker
before & wpéraTop Zed (g), but this is unnecessary and removes significant
structural symmetry: one Argive speaks the opening and concluding four
verses, the other the central distich. The dialogic form is consonant with
some aspects of the poem’s diction, which includes several elements reso-
nant of tragedy (cf. 7-8n.).

The poem enacts the process of reading and making sense of a dedi-
catory inscription. Cf. cxxvI introductory n., Herodas 4.21—4. Here, the
opening queries are answered in chiastic order by 7-10, which pick up
the language the first two couplets (g U’ aipatos ~ 8 aipaTos, 2 TwéATa Awpis
~ 17 &’ &omidos). Without quoting the actual inscription, the Argive reader
paraphrases the essential information contained in it: the name of the
dedicator, Othryades; the intended recipient, Zeus; and the reason for
the dedication (cf. 10n.).
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1-2[531-2] The paired opening questions and the phrase xaf&yev | Evrea
resemble Antim. APg.321.1-3 (=fr. [205].1-g Matthews), on the Spartan
Aphrodite in armor: TimTe péBwv &rAnTos Evuahioto Aédoyxas, | Kimpr; Tis 6
yevoTas oTuyvd kabdye pdtav | Evtea; — but the relative chronology, like

the identity of that poem’s author, remains uncertain. veookUAeuTa:
a neologism. The stripping of corpses forms part of the story told
by Herodotus (1.82.6 okuAetoas ToUs Apyeiwv vekpous). T

avaypagerar; “Whose Dorian shield has been inscribed?”; cf. Introduction
section 4e. The present is here used as a vivid equivalent of the expected
perfect. The severe Doric form 1& (= ToU = Tivos) is appropriate for either
Lacedaemonian or Argive speakers (Introduction section 4g). TEATQ
Awpis: the adjective would suit both Spartan and Argive shields and does
not identify the side to which the shield belongs. The wéAtn was properly
a light shield of Thracian origin that would have been inappropriate for a
hoplite battle in the mid-sixth century (cf. Xen. Mem. 3.9.2), though light
infantry armed with it (peltasts) were a feature of Hellenistic armies; cf.
Fischer-Bovet 2014: 137-8.

3[533] mA&bea “is flooded” (wAnder), perhaps implying an image such as
that at A.R. 3.1391-2, where furrows are said to have filled (wAn8ovto)
with the blood of the Earthborn; cf. 1. 21.218, Eur. HF1172. OupeaTig

. &8e: sc. ya. Aoxité@v: both Sparta and Argos had Adxo1, “companies”
(roxitns of Argives at Aesch. Ag. 1650, Ch. 768), though here the word
may evoke Herodotus’ claim (1.82.8) that Othryades ultimately killed
himself out of guilt, T1&v oi cuMox1TéwY SiegpBapuéveov.

4[534] xépés = xai aués; the Doric form of the pronoun (Buck §119) is
metrically guaranteed. Tol = ol.

5—6[535—6] “Search every fallen corpse, to make sure that no one left still
alive has made a false claim to glory on Sparta’s behalf.” SeSouTtroTa: cf.
Il. 23.679 dedouTrdTos Oidirédao, where ancient scholars debated whether
the participle was used catachrestically to mean “having died” or referred
to a suicidal leap. Here it means “having fallen in battle” (cf. Il. 13.426);
some Hellenistic poets used the verb in the sense “die” without implying
a martial context (cf. A.R. 1.1304, 4.557, Lyc. Alex. 492). &’ éurrvous “still
alive” (e.g. Eur. Phoen. 1442, fr. 936). Aairopevog: passive, as in 4; cf.
Hdt. 1.82.4 UTmeAeirovTo 2§ &vdpddv E§akociwv TpeTs. kU8og #Aapye vobov
“made his glory shine false(ly)”; cf. Pi. Nem. 8.34 “[Misrepresentation]
does violence to the illustrious (16 . . . Aaumpdv) and upholds (&vreiver)
the rotten glory (k8os . . . caBpdv) of the obscure.” &EAauye is transitive
(e.g. Eur. Hel. 1131 &otépa Aduyas), and the phrase as a whole is based
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on the intransitive use in expressions such as A&uter . . . kAéos (Pi. Olymp.
1.23). vébov: i.e. illegitimate.

7-8[537-8]1 “Hold your step. For here on the shield the victory of the
Spartans is proclaimed with Othryades’ dried blood.” ioxe Paoiv: the
speaker has found the perpetrator and there is no need to continue search-
ing. There may be a reminiscence of orders to stop addressed to passersby
in epitaphs; cf. 25n. B&ois is characteristic of tragedy (cf. Olson—-Austin on
Ar. Thesm. 968) and appropriate to the dialogic form. PwvelTa: passive.
For the idea, cf. Aesch. Sept. 434 (of the torch depicted on Capaneus’ shield)
XPUoois 8t pwvel ypdupaoty, “Tphiow TéAw.” fpoupors aiparos: lit. “clots of
blood,” i.e. dried blood; the collocation is common in the medical writers,
but cf. also Aesch. Ch. 533 8pduov oiuatos, Antiph. fr. 55.8. 'Ofpudda:
genitive singular. The speaker has read Othryades’ name on the inscription.

9[539] x& T68e poxdnoas “And the one who accomplished this with toil,”
answering the initial question. otraipe: cf. 5 Eumvous. & TrpodTTaTop
ZeU: a variation of the more common invocation of Zeus as warep (/1
1.544, etc.). Othryades has dedicated the shield to Zeus (cf. [Plut.] Parall.
min. §06b), to whom the speaker refers as the father of the eponymous
founder of Argos and thus his figurative ancestor.

10[540] oTufov “reject with loathing.” The request reverses the more usual
prayer for a god to accept an offering favorably (cf. 294n.). AVIKETW
... puAdTSos: as spoken by the Argive, the phrase must carry the unusual
sense “strife that was not won by the man who claims victory.” Its literal
sense “strife that had no victor” self-referentially suits combat whose out-
come remained controversial. Othryades may be imagined to have asked
the god to accept the armor as gUpPola vikns. UAomis is markedly epic in
color. ouUppoAa: i.e. the &vrea. For the expression, e.g. 326n., Call. fr. 59.7
Pf. vikns oUpporov "loBuiddos.

CII. Dioscorides AP 7.411 (21 GP)

On Aeschylus’ innovations in the manner, language, and staging of trag-
edy. The epigram’s first phrase links it closely to Diosc. AP 77.410, which
purports to represent the work of Thespis and his invention of tragedy;
it initially gives the impression that this poem’s subject will be the same.
Only in g does it emerge that the focus will not be on the texts indicated
by the demonstratives of 1—2 but on Aeschylus’ development of them.
The poem’s account of the development of tragedy from insignificant
amusements broadly mirrors late classical and early Hellenistic accounts



COMMENTARY: CII, 541-2 217

(cf. 5n.), and the diction recalls that of the biographical and literary-
historical tradition (cf. 1-2, gnn.). But the representation of Aeschylus and
his work more specifically evokes the treatment of him in Aristophanes’
Frogs (for this play’s effect on the subsequent treatment of Aeschylus,
see Hunter 200g), though it modifies the opposition there between the
archaizing Aeschylus (cf. Vita 5, where he is said to view archaizing, heroic
grandeur as a desideratum) and the innovative Euripides, by treating
Aeschylus as simultaneously archaic (6n.) and innovative (5n.).

This engagement with Aristophanes raises the question as to what lit-
erary values underlie the poem. In the second couplet, Aeschylus’ words
are implicitly compared to the content of inscribed epigram, and evoke
the inherent contrast between the refinement and limited scope of the
epigram and the grand style of its honorand. Moreover, the praise of
Aeschylean grandeur appears to be at odds with the values expressed in the
prologue to Callimachus’ Aetia, where the contrast between Callimachus’
refined poetry and the bombast of his rivals is couched in language and
imagery deriving from the opposition between Euripides and Aeschylus
in the Frogs. The epigram also appropriates and inverts the critical lan-
guage of Call. k. 2.108-9g, where the copious but dirty Euphrates contrasts
with the limpid spring representing the poet’s own work.

1-2[541-2] The association of the earliest tragedy with rural games
(Taiyvia) and revelry (xduous) reflects an evolutionary view of the genre
resembling Aristotle’s statement that as a consequence of its “satyric” ori-
gins, it began with pikpoi pifor and Aé€is yedoia but was ultimately made
serious (Poetics 1449a19—21). See further Glucker 1973, Fantuzzi 2007a,
Nervegna 2017. ©éombos . . . ToUTo recalls epigrams that begin by
announcing “this is the tomb-/grave-marker of so-and-so,” but here the
referent of the demonstrative is tragedy as a genre; for the fiction that
the epigram marks a volume of poetry, cf. Asclep. 28.1 Sens ‘Hpivvas
oUTos VoS, eUpepa evokes the Hellenistic interest in identifying
the first inventors of individual forms (cf. 485n.; for Thespis as inven-
tor of tragedy, cf. £ Dion. Thrax p. 475.20-1 Hilgard, Clem. Alex. Str.
1.16.79). &v’ UAav: a Hellenistic line end (Theocr. 1.116, A.R. 4.1338,
Nic. Ther. 499), here perhaps playing on the use of the noun in reference
to literary “material.” Taiyvia . . . TeAeroTépous: Aeschylus’ elevation
of tragedy is couched in terms evoking biological maturation, beginning
with child’s play and becoming more fully adult (for teAsiotépous in this
sense, cf. Aesch. Ag. 1504). Touode: cf. 1 ToUTo. TeAeroTépous “sO as
to be more fully formed,” predicate with g é¢Uywoev. The question as to
whether Aeschylus “perfected” tragedy is implicit in the comment of the
ancient Vita endorsing the view that Sophocles was a “more perfect” tragic
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poet (16 TedecxTepos Tpaywidias moinThs ZogokAfis; cf. Quint. 10.1.66-8),
but adding that perfection was easier in the wake of Aeschylus.

3[543] é§upwoev “elevated to stylistic grandeur”; cf. Arist. Poetics 1 449a20—1
&meoepvuvln, Ar. Frogs 1004 mp&dTos TV EAMvewv Tupydoas pruaTta oeuvd.
The compound is novel, but the simplex elsewhere refers to “sublime”
style (Oyos); cf. Longin. 14.1 with Russell’s discussion on pp. XXX—XLII.

3-4[543-4] 6 ... xatapdopeva “the one who inscribed words not cut with
a chisel, but as though drenched/swept downstream in a torrent.” M1
OMIAEVTA ... | yp&ppaTa: an idea drawn from Ar. Frogs 819, where cpideUpaTa

. épywv are mentioned as a Euripidean technique against Aeschylus,
is here reimagined as an epigraphic metaphor (see introductory n.). A
owAn is a chisel of the sort used for cutting inscriptions (cf. Arnott on
Alexis fr. 223.8), xap&oow was the uox propria for cutting letters on stone,
and Aeschylus is represented as a stonecutter grandly updating Thespis’
“invention.” Cf,, in an inscriptional context, CEG 777.ii.3 xop&ypaot
Moucv. Xelp&ppwt &' oia karapSépeva: the language entails both that
Aeschylus’ words are grand and sweeping, not finely hewn — though the
sense (“washed downhill”) is not elsewhere attested for xatdpdw (ordinar-
ily “irrigate”) — and that they are like inscribed letters “made obscure by
the flood,” i.e. as though under (or worn by) water; for inscribed letters
that are difficult to make out precisely, cf. Thuc. 6.54.7. Comparison of
poetic language to flowing water is traditional (cf. Pi. Olymp. 10.g-10),
but the more specific image of the grandiloquent poet as a raging torrent
resembles the characterization of Cratinus at Ar. Knights 526-8, proba-
bly picking up Cratinus’ own self-assessment (fr. 198). At Ar. Frogs 1005
Aeschylus is said to have “sent forth a spring” (kpouvov &gier).

5[545] T& kaT& oxnviv “things having to do with the stage,” a very general
way of referring to the playwright’s contributions, which were described
variously by Aristotle (Poetics 1449a15-18) and in the subsequent bio-
graphical tradition (cf. Them. Or. 26.916d, Suda cug57, Vita Aesch. 14 iy

. . OKNVA éKGouNoEY). MeTexaivigev: a novel coinage, perhaps picking
up the prefix of petapodeiv at Arist. Poetics 1499a20, of the development of
tragedy (Glucker 1973: 87-8). otéua: the personification is common
in Hellenistic poetry, e.g. 559, Theocr. 77.97 é¢yd Moicdv kamupdv oTdug,
[Mosch.] g.72. TavTwy: i.e. “in every respect.”

6[546] 8e§16v: of Aeschylus at Ar. Frogs 1121 (cf. 762); Dover (on
Aristophanes’ Frogs, pp. 13-14) argues that the adjective was already
becoming obsolete as an evaluative term in the late-fifth century; if so,
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it may have an archaic flavor here. apxaiwv . .. Huibéwv: in treating
Aeschylus as one of the ancient heroes, the phrase links him with the
“heroic” manner, subject matter, and dramaturgical practices for which
he was known; cf. Ar. Frogs 1030—44, Vita Aesch. 5, &pxaiov givan kpiveov TO
HEYOAOTTPETTES TE Kal IPWikOV.

CIII. Dioscorides AP 5.55 (5 GP)

A sexual encounter with Doris. Lines 1—2 provide a narrative summary,
culminating in the assertion that the speaker has become immortal; the
final couplet explains that claim by treating the climaxes of Doris and
the speaker in language evoking religious practice. The poem offers an
eroticized account of Doris’ body that focuses first on her buttocks and
legs, then her eyes and breasts. Although the speaker initially represents
himself as the active partner (1 Siateivas), Doris subsequently assumes the
active role, before being represented again in passive terms (8 &§exU6n).

The poem belongs to a tradition of epigrams on sexual encounters, and
picks up the horse-riding imagery of Asclep. 6 Sens; unlike that and similar
poems (e.g. Asclep. *35 Sens = Pos. *127 AB), however, it makes the sex-
ual character explicit before introducing the metaphor of horse-riding.
The principal archaic model is the “Cologne Epode” of Archilochus (fr.
196a), describing a sexual encounter with a young woman. Lines 1-2
recall Archil. 196a.42-3 TapBévov &' év &vBe[ow | TnA]ebdeoor AaPcov, while
7 &meomeiofn Aeukov pévos seems related to the speaker’s account of his
ejaculation at Archil. fr. 1g96a.52 [....]Jov &gfika pévos (where Aeux]ov is a
likely supplement). In Archilochus, however, the girl is a virgin; here she
appears sexually adept. Moreover, in Archilochus the speaker suggests
that the pair might find pleasure “outside the divine thing” (15 wopt§
T6 Belov Xpfiua), i.e. in acts other than vaginal intercourse; here the lan-
guage anticipates the culmination of their intercourse as an apotheosis
(1—2n.; cf. 5—7n.). Finally, in Archilochus the focus is on the speaker’s
own orgasm; here the climax is mutual.

1-2[547-8] The couple’s position, the precise meaning of diateivag
and &8&vatos yéyova, and the relationship of Umép Aexéwv to &vleow v
XMogpois are initially unclear. podomruyov “rosy-buttocked,” a novel
epithet formed on the model of pododdaxTulos, the epithet of Dawn, and
podémnyus, used especially of nymphs and other divine figures in epic and
elsewhere. This association prepares for the metaphorical deification
in 2; for the attributive adjective establishing a theme developed subse-
quently, cf. e.g. Asclep. 20.1 Sens Adpkiov 7| iAépnpos. UTrip  Aeyéwv
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“on the bed” (cf. Colluth. g75 Umvwoucav Utép Aexéwv). Siateivag:
both literally “stretching her apart” and metaphorically “straining her
to the utmost.” &veorv év xAogpois: the meadow is a common place
for sexual encounters in literature (cf. Bremer 1975, Henderson 1976),
but here the flowers imply Doris’ sexual appeal in a general way (cf. e.g.
Solon, fr. 25.1 &6 fipns épatoiow ém’ &vBeor Tandogidiont); the language
may also suggest an obscene double entendre (cf. Archil. 1g6a.29—4
oxfow & on[edpous | k]fmous, Sandin 2000: §45; cf. 67-8n.). The botan-
ical image picks up the first element of podémuyov. &f&vaTos yéyova
develops an idea already implicit in Sappho, fr. 31.1, where the proximity
of the anonymous man to the object of the speaker’s interest makes him
seem like a god.

3-6[549-52] These lines reveal the sexual position to be the xéAng, in
which the woman mounts the man. Nautical and equestrian images
are often intertwined in sexual contexts; in a literal sense, xéAns could
refer either to a trace horse or to a type of ship (cf. Henderson 1gg1:

164-5). Umepouéegor . . . Toooiv “with her very long legs.” The focus
on Doris’ wédes (here, as often, referring to the entire leg) prepares for
the footracing imagery. uéoov: i.e. at the midpoint of the body (cf.

Henderson 199g1: 156). The word for “middle” occurs in the center of
the verse, straddled (cf. Siapaoa) by Umeppuéeoor . . . Toooiv; the rhyme at
caesura and line end emphasizes the symmetry. fjvuoev . . . 86Aixov
“she completed Aphrodite’s long race without deviating from the course.”
For the sexual metaphor, cf. e.g. Anacr. PMG 417.4 fvias 8 éxwv otpéporpi
o’ duei Téppata Spopou, Asclep. 6.5 Sens dxévtnTos TeAedBpopos. AxAvEws
suggests single-minded focus on the task at hand. A &éMiyos is properly
a lengthy foot-race: the sexual act lasted a long time. Sppact vwpa
PAérrouca “with a languid look in her eyes.” Cf. Anacr. PMG 417.1 (of a
girl represented as a mare) Aofov Sppact PA¢émouca. Doris’ look stands in
contrast to the energy implied by what precedes, but vw8pds is sometimes
used of horses (e.g. Ael. NA 15.24) and is appropriate in a metaphorical
equine context.

5—6[551—2] T& . . . wopgUpta: probably a reference to Doris’ nipples, used
synecdochically for her breasts. On this reading, & seems initially to refer
to her eyes and is subsequently clarified only two lines later; some schol-
ars, however, take the phrase to mean “eyes.” NUTE TvevpaTt QUAAa:
the epic conjunction fUte and the theme of the simile evoke the numer-
ous Homeric comparisons of humans to leaves (e.g. Il. 2.468, 6.146-51);
for the wind, cf. Bacchyl. 5.65—7 oi& Te UAA" &vepos . . . Bovel, A.R. 3.968-71.
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7l553] duproaievouévng “as she is made to move up and down on me”;
cf. Asclep. 6.4 Sens koiga Tivacoopévns. The verb is common in nautical
contexts, and here Doris is treated as a boat tossed by the tide (cf. 562n.)
as she sits astride (&ug1-) the speaker. &meomeioln . . . &ugoTipoiowv
“was poured for both of us,” as if a libation to deified figures, picking
up the “apotheosis” mentioned in the first couplet, rather than “in both
our cases.” Both partners achieve orgasm (cf. Asclep. 1.9—4 Sens); some
believed that women also ejaculated; cf. Arist. Gen. anim. 727bg3—4, [Hp.]
Genit. 7.474.16—17 Littré. &moomévdw ordinarily denotes pouring wine,
frequently in the context of religious rites, but here refers to the lovers’
mutual climax and picks up the mock-divine depiction of Doris and the
metaphorical apotheosis of the speaker in 1-2.

8[554] TapéTois ... péAear “with her limbs slack” picking up g Uweppuéecot

. oooiv. Topinui, from which wépetos is derived, is sometimes used
in nautical contexts (cf. Ar. Knights 436 ToU modds mapiel, “slacken the
rope!”), and the adjective is appropriate to the seafaring metaphor (cf.
next n.). é§exubn “was spread out (on the bed)” (cf. AR. 2.902, of
sails), but the basic sense (“was poured out”) continues the idea of pour-
ing out liquid (&mweomeiotn).

CIV. Dioscorides AP 5.138 (2 GP)

The speaker burns with love for Athenion as she sings of the burning of
Troy. Her name would suit a hetaera (cf. 1n.), and the occasion may be
understood as a symposium at which she provides entertainment. Like
some lyric poems, the epigram applies heroic themes and language to
erotic experience, drawing a parallel between Troy, destroyed by the
intervention of Athena, and the speaker, ruined by a woman called “Little
Athena”; it thus assimilates the speaker’s account of his own suffering to
heroic narrative. This parallelism is structurally reinforced by correspond-
ences between the couplets. The clausula of 1 év wupi wéoa is picked up
by év & évi géyyer in the corresponding place in g; lines 2 and 4 open with
an enjambed word and conclude with parallel expressions with the first-
person verb in final position (2 &y kelvm &u' épAeydpav ~ 4 kai Tpddes
K&y &TwAdpeda).

Crinag. AP 9.429 has a similar theme (Nauplius’ fires inspire the speak-
er’s); cf. Iordanoglou 2003: 77-8.

1[555] “lrmwov . . . Moev “sang (the story of) ‘The Trojan Horse’,” with
the first word of the epigram signaling the subject (and perhaps title) of
Athenion’s recitation, as the opening word regularly does in epic. fuoev,
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“sang,” suggests the performance of an epic or lyric narrative, and the
remainder of the epigram implies a poem about the Horse like that rec-
ommended by Odysseus at Od. 8.492-5. The contracted form of the aorist
is not attested in epic or lyric. Afnviov: the name, formally a dimin-
utive of Aénvn, evokes Athena’s role in the construction of the Horse.
Female names in -1ov are frequently associated with hetaerae, but are not
restricted to them. époi kaxév: the personal pronoun can be retro-
spectively understood not only with fuoev (cf. Od. 1.1 &vdpa por &vverre) but
also with kakév, appropriate both to the Trojan perspective on the Horse
(irrmov) and to the speaker’s assessment of his response to it.

1-2[555-6] T&oa | “Ihios recalls the Homeric enjambment &maca | “Aiog
(Il. 22.410-11). Feminine "Ihios rather than neuter *IAiov is almost univer-
sal in Homer. ipAeyopav: metaphorical, as often (e.g. 82). The Doric
form of the first singular imperfect passive is at odds with Ionic keivm and
is not persuasively explained by the fact that Hellenistic scholars recog-
nized the existence of Doric forms in epic; if it is correct, there may be an
evocation of lyric narrative.

3[557] o¥ Seicas . . . wovov “though I did not fear the decade-long labor
of the Achaeans.” The speaker momentarily pauses to reflect on his narra-
tive: his emotional state was generated not by fear for the fate of Troy, but
by £pws (cf. Iordanoglou 2003: 85-6, 2009). Editors have offered various
alternatives to the participle, but the text is probably sound.

3-4[557-8] ivi @éyya | T ToéTe “on that single day” (cf. LS] ¢éyyos
1d), in contrast with the decade-long war (cf. Eur. Or. 656—7 piav Tovfioas
fuépav . . . pt) 8ék’ ékAfioas &mrn), but also suggesting “in that blaze” (LSJ 2).
Whereas epic routinely emphasizes the distance between the present and
the heroic past (e.g. Il 9.558—9 &vdpav | Tédv T6Te), here the expression
effaces the temporal gap between the Trojans and the speaker, who shares
their experience. amrwAopeda: erotic hyperbole, though the claim that
the speaker has already “died” plays on the common type of epigram in
which the speaker is the deceased.

CV. Dioscorides AP 5.54 (7 GP)

Guidance on having sex with a pregnant woman. The speaker’s authori-
tative posture mimics Hesiodic didactic, and the epigram’s structure, with
a universal prohibition introduced by pfirote followed by an explanatory
yép-clause and finally a contrasting (&\A&) positive recommendation,
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condenses features found at Hes. WD 388-404. The admonitory voice
is also reminiscent of sympotic elegies offering instructions on proper
behavior. At the same time, the poem probably evokes lost treatises on
sexual positions like the notorious work of Philaenis (cf. Aeschrion AP
7.345, Diosc. AP 77.450, Archestr. T 4 with Olson-Sens’s note); it may
be a Hellenistic reconfiguration of prose didactic material (cf. Aratus’
Phaenomena and Nicander’s Theriaca and Alexipharmaca).

The last couplet recalls a tradition of texts in which the speaker claims
to prefer boys over women (e.g. Thgn. 1367-8, Pi. fr. 123. 4—9, Eur. Cycl.
583—4, Seleuc. p. 176 Powell, Asclep. *37 Sens = Pos. *134 AB). Here,
however, the issue is limited to a particular circumstance, and the distinc-
tion between heterosexual and homosexual £pws is elided: sex that pro-
duces children and sex with boys are both potential sources of pleasure;
see further Goldhill 1995: 114-15, Iordanoglou 2003: 111-28.

The epigram applies elaborate imagery and language to coarse subject
matter. Its argument is neatly divided into three units that correspond to
individual couplets: the first cautions the audience what not to do, the
second explains the reasons, and the third gives a positive recommenda-
tion. The first and third are verbally linked by 2 Tepmépevos ~ 5 Téptreo and
2 Taudoydvwt ~ 6 &posvéTanda (cf. 6n.).

1[559] yaoTtpoPapii “pregnant,” only here, on the analogy of adjectives
such as yuiopapfis. &vmimrpoowTrov “face to face.”

2[560] TaiSoydvwr . . . Kumpidi: i.e. “sex that leads to childbirth,” in
contrast with 6 &poevomauda Kumrpwv (where Kumpiv means “sexual partner”
rather than “sex”).

3[561] pecoobr: the word’s position at the head of the central couplet mir-
rors its meaning; cf. 549—52n. péya xUpa: the Homeric phrase used
in a Homeric verse-position plays on the double significance of kiua as
“wave” (thus setting up the nautical imagery of 4) and “fetus” (= xUnu«;
cf. LYJ kipa 2). ouk O6Aiyos Tovos “a great deal of toil” (litotes). The
use of wévos plays on its common application to childbirth (cf. Aesch. fr.
99.7-8) and to the experience of sailors in storms and shipwreck (e.g. HH

33.17, Eur. Or. 343).

4[562] “. . . as she is rowed and you are tossed by the swell.” The image of
sex as a sea voyage in which the man is an oarsman and the woman the
vessel is common (cf. Ar. Eccles. 37-9, 1091, Pl. Com. fr. §.4; Henderson
1991: 161-6). For oaAevopévou, cf. 502. The line falls neatly into grammat-
ically parallel and metrically identical halves, the first treating the woman
and the second the man (cf. Hes. Th. 704).
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5[563] wéAwv oTpéwas “turning her around.” podoea1dér . .. muyf: cf.
547-8n. Tépmreo: present middle imperative.

6[564] &nroxov, related to Aéxos, forms a ring with 1 wpds odv Aéyos. The
poem assumes that a pregnant woman with whom a man would have sex
would be his wife. apoevorrada Kutmrpwv: cf. 2n. The context demands
the sense “a male lover,” but the phrase also plays on Aphrodite’s status
as a mother “with a male child.” The formal reversal of 2 Tadoyévwr (in
which Trais supplies the first rather than last element, as here) mirrors the
physical reversal of the positions (w&Av otpéyas): the addressee should
not have sex in the manner that produces mwaides, but in the manner one
has sex with waides.

EUPHORION

According to the Suda (¢3801), Euphorion was born in Euboean Chalcis
during the 126th Olympiad (276—272); studied in Athens; was supported
by Nicaea, wife of Alexander son of the Euboean dynast Craterus; and
subsequently went to the court of the Seleucid king Antiochus III the
Great (reigned 222-187%), who put him charge of the public library in
Antioch. His personal connection to Athens (Helladius ap. Phot. Bibl.
279, p- 532b) seems to be reflected in his literary interest in Attica (cf.
below); Theodoridas (cxvir) claims that he was buried there as an initiate
in the Eleusinian mysteries (the Suda places his burial in Syria), though
that poem was probably composed as a joke during Euphorion’s lifetime.

In addition to two epigrams preserved in the Anthology, Euphorion
wrote numerous hexametric poems, including curse poems ( Thrax, Curses
or Cup-thief, Chiliades), local Attic history (Mopsopia), an encomium (The
Greater Hippomedon), and a number of other works named after individu-
als. His poetry is recherché and often difficult: his diction is replete with
learned glosses, unusual forms, and neologisms, and he often includes
obscure myths or tells familiar ones in novel ways; cf. Magnelli 2002:
5—56, Lightfoot 2010: 191—9. He adheres to most of the Callimachean
restrictions on word-end in the verse (cf. Introduction section 4h[i]), but
his hexameters are markedly more spondaic than those of most contem-
porary poets.

Euphorion’s epigrams show traces of his interest in unusual diction,
novel morphology, and learned local geographical references, but their
language is not difficult to comprehend. Their interest resides in the com-
plexity beneath their superficial simplicity, and in their innovative play
with narrative voice and form.
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CVI. Euphorion AP 77.651 (2 GP)

A cenotaph for Polymedes in the land of the Dryopes. In the first and last
couplets two types of tomb are set in contrast: first, a grave surmounted by
a tree or a grave-marker, and later an empty mound, which is, somewhat
surprisingly, revealed as the speaker (cf. Bruss 2005: 130-2). In epitaphs
the speaker usually professes not to know where the body is, but here the
central couplet locates the corpse with precision, while the false tomb is
placed in a vaguely specified land once visited by the deceased.

1[565] TpnxUs #Aaios: the passage is related to a fragment of Rhianus’
Messeniaca (fr. 55 Powell) wép Te TpnyUv EAcidv Umép Spupdv Te Alkoro,
where EAaiév refers to the town; if Euphorion is the borrower, the allusion
might point to a Messenian location of the Dryopes (6; see 5—6n.). For the
marking of a tomb with wild olive, cf. A.R. 2.842-3. i’ ... kaAUTrTEL
tmesis (cf. Hes. Th. 798 xakév &' &mi kdpa kaAUTTen). keéiva plays on
the more typical use of deictic 8¢ in inscriptional epigrams; the speaker
represents the bones as distant from him.

2[566] xuaveov may imply the metaphorical sense “grim” (e.g. Hes. Shield
249) but is also appropriate in its literal sense, since letters on ancient
grave stelai were painted in a variety of colors, including blue; cf., in a
funerary context, RECAM 11 338 yp&upaot kuavéecor (Roman Imperial
period). ypappa Aaxolica métpn: cf. Alc. AP 7.429.2 ypdppa Aédoyye
AiBos. More often, Aayyx&vw denotes the lot that has befallen the deceased
(e.g. Eur. fr. 360.33, Phal. 219, CEG 24.2 &vti ydpou mop& 8edv ToUTo
AaxoUo’ dvoua, 147, 172).

3—4[567-8] “These [sc. bones] the Icarian wave beats against the shore of
Doliche and steep Dracanus.” Dracanus was a hill in the northeast of the
island of Icarus, which was originally called Doliche. The learned topo-
graphical reference may play on HH 1.1, where Dracanum and Icarus are
juxtaposed as distinct places. For the structure of line g, cf. Il. 2.573 oi &'
Yrepnoiny Te kai aimewty Novdeooav. xpoxaAais: literally “pebbles” and
thus “shore,” a rare noun (before the Hellenistic period, only at Eur. /A
210); there is a contrast between the word in its literal sense and 2 wéTpn.

5—6[569—70] “In exchange for Polymedes’ hospitality, I, the empty earth,
was heaped up in the thirsty pasture-land of the Dryopes.” The cenotaph
has been built by someone the dead man once hosted. évTi ... §eving:
a variation of the more common trope that the deceased lies in a foreign
land (&civn). TToAuundeos: the name of the deceased; the Byzantine
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lemmatist of the Anthology claims that the cenotaph is anonymous, and
some editors have preferred Saumaise’s oAukndeos. 1 xeawvn xBwv:
kewn is “empty,” i.e. without a body. Hellenistic hexameters ending in a
monosyllable usually have bucolic diaeresis and a dactylic fifth foot (e.g.
539), but Euph. fr. 418.17 Boupévtns Ais and the common Homeric line
end eUpeia xBcov make Reiske’s emendation xevefy unnecessary; cf. Magnelli
2002: 79. wykwlnv “I was heaped up”; the verb and its by-forms are
used in the sense “bury” in Euripides (Jon 388, Or. 402) and appear with
some regularity in Hellenistic funerary contexts (cf. Alex. Aet. fr. 3.33
with Magnelli’s note). ApuéTrwy . . . Potavais: the Dryopes were said
to have been expelled from their ancient homeland in central Greece
(between Malis and Phocis) by Heracles and the Malians, and to have
settled in Messenia, the Argolid and Euboea, and on Cythnus and Cyprus
(cf. Finglass 2012: 40-2); the reference to their territory thus does not
directly locate the tomb. Swpaov: i.e. “dry”; cf. AR. 1.1147-8 &véBpaye
Bupddos . . . | 2k kopugfis. The botanical coloring of Potévas picks up the
reference to the olive at the opening of the poem.

MNASALCES

Mnasalces is named as the author of eighteen epigrams; one other is
doubly ascribed to him or Leonidas (AP 6.110). Two additional epigrams
appear in an organized collection along with four of his known epigrams
in P.Kolnv 204 (cf. Gutzwiller 19g98a: g1). Little is known of his life, except
that he was from Sicyon (Ath. 4.163a, Str. 9.142); he may be honored in
a decree from Oropos (IG vi1 g5 = 1.Oropus 17). He seems likely to have
been a contemporary or near-contemporary of Theodoridas, whose mock
epitaph for him (AP 13.21) makes best sense if he was still active.

Mnasalces’ extant poems are all funerary and dedicatory; though cvir
could have been composed for inscription, most are obviously fictive
and experimental with those genres in various ways. Anyte’s influence is
particularly marked, but they also engage with epigrams by Asclepiades,
Nicias, and others; the depiction of the bucolic world in c1x gains particu-
lar point if it was produced against the backdrop of Theocritean bucolic.
See further Bernsdorff 2001: 122—3.

CVII. Mnasalces AP 7.171 (8 GP)

An epitaph for Poemandrus. The theme of the poem - that birds are
now safe to rest on a plane tree where the dead man used to fowl - is
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related to that of Call. Epigr. 62, where Cretan goats are said to be safe
from weapons dedicated in the temple of Artemis. The opening couplet
plays on epigrams in which the speaker invites a traveler to rest in a rural
locus amoenus, with the bird’s wings taking the place of the traveler’s tired
limbs (cf. 1, 2nn.). The epigram as a whole juxtaposes peaceful bucolic
“rest” with death through the parallel position of &umaicer and dAeto at
the heads of the two couplets.

1[571] &umravosr . . . Boov Trrepov: cf. Anyte AP 228.1 &iv', Ud T&v TTTEAéQY
TeTpupéva yul' &vdrauoov. kai T&de: cf. 17n. Kkai. 8oov TrTepov: by
which the fowler would have caught the bird in the past; cf. 608n. iepos
épvis: cf. 609(n.), where the phrase describes a captured blackbird and
prepares for a particular allusion to Alcman; if the two passages are
related, Mnasalces’ poem, in which it has no such allusive function, might
be thought the later.

2[572] Umrép . . . TAaT&VOU: a variation of the conventional focus on the
area under a plane tree; the bird, sitting on the tree, takes the place of the
resting traveler in epigrams such as Hermocr. APl 11.1 i(ev Umd oxiepav
TA&TQvov. adeias: the tree is “sweet” — a key term in the bucolic locus
amoenus (cf. Theocr. 1.1-3) — for the pleasure it provides to the bird and
other visitors through its shade, its scent, or the sound of its leaves.

3[573] Tloipavépos 6 MahAios: the rarely attested name, suggesting
“Herdsman,” befits the occupant of the rural setting here imagined; the
ethnic might be a play on the word for sheep (properly pfjdov in Doric but
sometimes appearing with hyper-Doric & in MSS).

4[574] if6v . . . xevapevos: cf. 589—9gon.

CVIII. Mnasalces AP 7.242 (7 GP)

An epitaph for men who have died for their country in conflict. The
poem touches with great elegance on several of the commonplaces of
public memorials: that the deceased perished as liberators; thereby won
praise; and should serve as examples for others. The words are ordered
artfully (1-2n.), with attention to phonetic effects (gn.), and with the
last verse picking up the first in ring composition (1 oide w&Tpav ~ 4
Touod'. . . Umép TaTpidos); conventional expressions are varied in subtle
ways (1—2n.). Nothing excludes it from having been designed for a real
communal grave.
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1-2[575-6] The structure of both verses mimics their content: other than
the initial pronoun, the hexameter is chiastically ordered (ABCBA), with
the noun &eopév and its adjective moAudakpuv surrounding ém’ abyéwnt like
a bond on a neck; in the pentameter dvogepav . . . kévwv surrounds a verb
meaning literally “put around.” TroAUSakpuv . . . Seopov: the adjective
is common in epic (e.g. Il 17.544); the noun is used as at CEG 789.5-6
Papiv &md Seoudv EAdvTes | ppoupds Aokpoiotv TeGEav EAeubepiav. puopevol
“while fighting to protect,” standard language in public epitaphs for the
war dead (e.g. CEG 131.4; cf. “Simon.” AP 7.442.2, “Aesch.” AP 7.255.1-

2). Svogepav . .. kéviv: a variation of archaic collocations of the adjec-
tive with yfj/yain (Hes. Th. 807, Thgn. 243). The epithet is used of grief
at 2. aupeparovro “they put on,” as if the earth were an item of cloth-

ing (cf. 127-8n.); a variation of expressions with gwuw; cf. “Simon.” AP
7.251.2 BavaTtou augePaiovTto végos.

3[5%77] The line (for which cf. Il 6.446 &pvipevos Tatpds Te péya kAéos
78’ éudv avTol) is assonant. &Ma mis aoradv: cf. Archil. fr. 13.1-2 (of
civic grief) xfndea pév oTovdevTa, MepikAees, oUTe Tis AoTAOV | peppdpevos Batinig
TépyeTat oUdE oA, dAAG often introduces exhortations and commands at
the end of speeches, where it marks the transition from the reasons for
action to the action required; cf. Denniston 1g§-15.

4[5%78] Cf. 3—4n.

CIX. Mnasalces AP 9.324 (16 GP)

On a syrinx dedicated in a sanctuary of Aphrodite. The poem resembles
a group of epigrams (e.g. Leon. AP 9.320, APl 171) in which the speaker
wonders about the apparent inappropriateness of a dedication. In par-
ticular, it shares a close formal and verbal resemblance to an undated
epigram attributed to a certain Antimachus (AP g.321) on a dedication
of armor to Aphrodite; that epigram similarly opens with a series of ques-
tions, cites the elements appropriate to the goddess, and concludes with
a set of commands. Here the speaker, who represents himself as located
within the precinct (1 &d¢), expresses surprise that the instrument has
abandoned its pastoral home; in attributing agency to the syrinx, the
poem omits the role played by the shepherd, who is mentioned only
obliquely and may be supposed to have fallen in love and, abandoning
his pastoral duties, offered the instrument to Aphrodite, like the shep-
herd of Lycophronides PMG 844, who, distracted by love, dedicates his
equipment to a god.
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The epigram may be read against Hellenistic bucolic poetry and the
pervasive presence of erotic suffering in Theocritus’ idealized landscape
(cf. above, p. 191). The speaker’s insistence on a stark divide between the
worlds of the shepherd and of Aphrodite are, for the reader of bucolic,
humorously tendentious. The speaker’s pejorative characterization of the
shepherd’s Muse as &ypia, however, is more likely to be ironic and playful
than to represent hostility on the part of the poet. Instead the epigram,
and especially its final restriction of the “rustic Muse” to the mountains,
exploits tensions characteristic of contemporary pastoral poetry, includ-
ing the tension between its rustic subject matter and its elegant language
and between the calmness of nature and the turmoil of its residents (Sens
20006: 165; cf. Fantuzzi 2016: 285-6).

1[579] & oUpry§: addresses in which the article plus the nominative takes
the place of a vocative often mark the speaker’s social superiority or are
peremptory in tone (Sansone 19g3: 205). Ti To1 “why, I askyou...?”
(cf. Denniston 545); To1 appeals for the addressee’s attention.

1-3[579-81] ©8¢ ... 8 ... ©&": the emphatic epanalepsis is a bucolic
mannerism (467n.) and thus ironic in context. Agpoyéveiav “to
(the sanctuary of) Aphrodite.” A Hellenistic name for the goddess (first
attested here; cf. 683, Mosch. Eur. 71, Bion fr. 11.1) emphasizing her
connection to the sea by birth and thus the incongruity of an instrument
designed for the mountains in her precinct. époucag suggests eager-
ness on the part of the personified syrinx. &1rd Trolpeviou XeiAeos: i.e.
from the shepherd who used to play it; cf. Theocr. 1.129 ék knp& cupryya
kaAdy Tepi xeiros EAikTay, “PL.” AP 9.823.4, Alc. APl 226.

3—4[581-2] The speaker defines the world of the syrinx by its physical
features (mpdves . . . &ykea), but that in which he resides by emotions
(‘EpwTes | . . . TTéBos). oU...oUutr (= olte . .. oUte) is common in
poetry (cf. Denniston 509-10). €9’ “any more,” i.e. “here.” TavTa
. . . TTébos “love and desire are all there is”; cf. Theocr. 14.47 Aukos viv
TavTa. "EpwTes: cf. §2n. & ... aypia Molo’ suggests “rustic” song,
but the adjective also implies “uncultivated, unsophisticated” in contrast
with the more urbane world of the speaker. év éper: the conventional
home of shepherds (Theocr. 3.46; cf. Sens on Theocr. 22.46) and the
locus for bucolic composition (e.g. Theocr. 7.51). pevéitw: the text is
uncertain. Pl's vépetau is possible, but an imperative finds some support
from “Antim.” AP 9.321.5-6 xd&fes . . . it (cf. introductory n.); the emen-
dation pevétw is suggested by P’s pévetan, though vepérw “let the rustic Muse
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drive her flocks,” with the verb used absolutely (e.g. Od. g9.233), would
make a neat bookend to the opening reference to the syrinx; cf. Call. fr.
112.5 Té MoUoal ToM& vépovTi BoTd.

RHIANUS

The scholar-poet Rhianus seems to have lived in the second half of the
third century. The Suda (p158) reports that he was originally from Crete,
though some traced him to Messene, probably by conjecture from his
work (see below). The Suda further records that he started as an overseer
of the palaestra and a slave but became a grammarian, and that he was
a contemporary of Eratosthenes. Neither his role in the wrestling school
nor his servile status can be confirmed; the former claim may derive from
epigrams that reflect an interest in well-oiled young men. That he worked
in Alexandria at some time is likely. In addition to epigrams, he produced
critical editions of the Homeric poems; the fragments preserved in the
scholia are particularly focused on matters of diction. He wrote substantial
epics, including a Heracleiad in fourteen books; a treatment of Achaean
history, the Achaiika; and the Messeniaka, on the Second Messenian War.
The last likely narrated a night raid by Aristomenes (cf. FGrH 265 F 42),
perhaps modeled on that of Odysseus and Diomedes in Iliad 10; like the
Iliad, it treated only part of the war. Rhianus’ engagement with Homeric
themes finds a complement in his style and diction, which seem more
straightforwardly epic than those of poets like Callimachus; its novelty is
marked less by the invention of new words and forms than “by the con-
scious choice of words and style and by delicate allusions” (Pfeiffer 1968:
149). Ten epigrams are unambiguously ascribed to Rhianus, and another
(AP 7.315) is alternatively ascribed to him or to a certain Zenodotus.
Some are dedicatory and sympotic, but the most notable are Rhianus’
pederastic poems, which play on the contrast between epic language
and erotic content. The literary models for these are wide-ranging and
include epigrams by Leonidas, Callimachus, and Asclepiades (e.g. 605-
6n., Cameron 1995: 299).

CX. Rhianus AP 6.173 (7 GP)

A dedication of hair by Achrylis upon retirement from service to Cybele.
The links between the epigram and Diosc. ¢, on a dedication by a gallus,
seem more likely to reflect reworking by Rhianus than the use of the epi-
gram as a model. Unlike Dioscorides and other epigrams on priests of
Cybele, Rhianus represents the cooling of Achrylis’ madness as the end
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of long professional service to the goddess; the epigram thus belongs to a
group recording the dedication of tools on retirement; cf. cxxxII intro-
ductory n. Both the dedicator’s name and the feminine forms that run
through the poem suggest that Achrylis is female, but if, as is possible,
3 yoMaiwt KuBéAns éAoAUypaT: refers to her cry rather than that of male
co-celebrants, the epigram may play with gender by using female forms to
refer to a castrated priest, as perhaps in Call. fr. 761 y&Mai unTpds dpeing
AdBupoor Spopddes, | als Evtea TaTaysitar kai x&Akea kpdTaAa, and subse-
quently in Catullus’ Attis poem (63).

1[583] AxpuAis: no Greek names beginning in Axp- are attested, though
other female names in -uhig are. Emendation to the plausible Greek name
Apxulis (e.g. D.S. 14.52.5 ApxUdos) is, however, perhaps not necessary in
the case of a Phrygian. faAauntrédos: see 517m. Trepi TrEUKQAS: per-
haps “among the pine trees,” which played an important part in the rites
of Cybele and Attis and were particularly connected with the castration of
the latter (cf. Lancelotti 2002: 84—5, 8g—go, Bremmer 2004), rather than
“among the torches.”

2[584] Cf. Eur. Bacch. 455—6 (of Dionysus) mAdxapos . . . | yévuv ap’ adthy
kexupévos. Unbound hair is a conventional attribute of Cybele’s worship-
pers (cf. 516n.). Itis iepds because it is to be dedicated to the goddess (cf.
5). ToAA&ki: epigrams often emphasize the regularity with which an
object was used before its owner retired and dedicated it (e.g. Mnasalces
AP6.125.3-4, 128.3).

3—4[585-6]1 A difficult phrase which might mean “adding (8oUoa) the
sound from her mouth, unpleasant on the ears, to the cries of Cybele’s
galli” or “with the cry of a gallus of Cybele, giving to the ears the unpleas-
ant sound from her mouth”; see introductory n. The passage is closely
connected to 527, where the literal sense of fapuv seems more naturally to
fit the sound of a kettledrum than it does the ecstatic cries of a celebrant
here. For the aorist participle 8otca, here also used in an unusual sense,
cf. doUs &vépoiot Tpixa in 516. yaAAaiwt: first here. &TT6 OTOMATWV:

cf. 238n.

55871 &1kAis1 “door.” The word was originally an adjective modifying
TUAay, 8Upat, and the like; in the Hellenistic period it served as a noun in
both singular and plural (cf. Asclep. 12.1 with Sens’s note). The reference
is probably to a mountain cave (cf. the note on épeim below), and the
humor lies in the application of a term suited to domestic architecture to
a rural dwelling. épeim: Cybele is often so described (e.g. Eur. Hipp.
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144, Hel. 1301-2 dpeia . . . p&tnp . . . 8ev, Call. fr. 761) and although the
position of the word favors taking it with 8i1kAid: rather than 8efys, it logically
applies to both the goddess and her home.

6[588] @ecpuov: of the “heat” of divine possession; contrast 517-
18n. AUoong represents the priest’s ecstatic state as a negative, destruc-
tive force. avéravoe oda: i.e. ceased her frenzied leaping; for the
expression, cf. Od. 23.298 Taicav &p’ dpxnbucio Tédas.

CXI. Rhianus AP 12.93 (3 GP)

Boys are like a maze. The speaker addresses an unnamed second per-
son, who is imagined as a participant in the erotic viewing that the poem
describes; second-person verbs (2, 77, 8) thus implicate the reader in a
community of épacTtai (cf. Fountoulakis 2014: 295-6). The first couplet
contains a generalized observation (1-2) that is balanced by a farewell
to the boys in the last (11-12). The central section offers three exem-
pla, the first two occupying a single couplet each (3—4, 5-6), the last two
couplets (7-10). The epigram thus represents a simplified and miniatur-
ized “Catalogue of Boys,” reflecting a form more elaborately attested in
Phanocles’ elegiac "EpwTes f) kahoi and the 'Hotor of Sosistratus or Sosicrates
of Phanagoreia (SH 732; cf. Cameron 19g5: 382), which recounted
homoerotic myths. The first two exempla are introduced in parallel lan-
guage (3, 5 Tt . . . Tfjt) that suggests the formulaic repetitions of catalogue
poetry; there is variation at the opening of the third (fiv). Each of the
individual sections of this catalogue is metrically unified by enjambment,
with a sense-pause after each one. Though the speaker expresses desire,
he shows no trace of the erotic misery of many epigrammatic épaoTai,
and despite the opening claim that boys are to be found at every turn, his
final wish for their maturation treats the passage of time and their transi-
tion from boyhood as positive events rather than as a threat to them (cf.
Murgatroyd 1989: 310-13).

The poem seems to be the model for adesp. AP 12.88.3—4; Giangrande
(1g67: 21) argues that it is the model for AP 12.129, attributed to Aratus.

1-2[589—9o] The opening generalization is explained by the rest of the
couplet and illustrated by the examples given in the body of the epigram;
for a similar technique, cf. §5. AapupivBos “maze”; the speaker cannot
turn in any direction without encountering an attractive boy. n...&v
“wherever.” ©s . .. TpooapTrixeTal reverses the usual representation
of the épactns as a hunter (cf. Lvii, 299n.). Fowling is a form of hunt-
ing appropriate for boys (cf. Bion, fr. 13.1-2; Long. 3.5-6), who here
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captivate the speaker. i1 “birdlime,” a sticky substance, commonly
made from mistletoe, that was used to capture small birds; cf. 574, 607,
Reed on Bion, fr. 13.5. For the idea that an attractive person was like bird-
lime for the viewer, cf. Timoth. Com. fr. 2.1 6 TTepwTOS €05 dupdTwv "Epws
with Kassel-Austin’s note. TrpoocapTtréxeTan “is held.”

3[591] T/ “on this side.” ayse: sc. “your eye” (Sppa).

3—-4[591—2] TroTi miova capxéds | &xunv: a highly compressed expression
amounting to “to his body, which is at the height of its richness.” &vbog:
here equivalent to “beauty,” as e.g. HHDem. 108, Thgn. gg94 mais kaAdv
&vBos éxwv; cf. the common &vBos fipns. Plucking flowers is a widespread
metaphor for sexual intercourse (cf. Bremer 1975). axnp&oiov “un-
defiled,” i.e. “unpicked,” as at HHMerc. 72 (of real meadows). Ancient
critics seem to have debated whether the word meant undefiled (< «xfip)
or unmixed (< kep&vvupt) in its unique Homeric occurrence (Od. 9.204-5
oivov #v &ugigpopelict BumBexka Tao1v &uooas, | HBUV dxnpdoiov, Beiov ToTOV).

5[593] xpuoeov péfog “golden face”; cf. Alcm. PMG 1.55 &pyUpiov mpdowTov.
The adjective may have the metaphorical sense “valuable,” and thus
“desirable”; sexual attractiveness is implicit in the conventional descrip-
tion of Aphrodite as xpuoén (e.g. Il. 6.220). Ancient critics treated singular
péBos in the sense “face” as an Aeolic usage (cf. Pfeiffer on Call. fr. 67.13,
Gow on Theocr. 29.16), but it appears in tragedy (Soph. Ant. 529, Eur.
HF 1204) and in other Hellenistic poetry (e.g. A.R. 2.68, Lyc. Alex. 173,
1137, Nic. Ther. 165). és Te: “epic” 1e following the relative pronoun
often appears in clauses denoting permanent or typical states or recur-
ring actions (cf. Ruijgh 1971, Probert 2015: 108-10), but is not directly
translatable. The use of the epic phenomenon paradoxically introduces
grandeur to the description of the small, charming boy. kaf’ Uyos “in
stature.”

6[594] ovUpavin “as high as the sky” (LS] 11) but also suggesting
“divine.” aurtinAe: cf. 610n. Bakepai.

7l595] émi Aemrrivew oTpéyms Sépas “if you turn (your eye) toward
Leptines’ body.”

8[596] aAUTwt &' s &S&pavt pevels “you will remain as if (fettered) by
inescapable adamant,” picking up the image of birdlime but also perhaps
the language of erotic binding in magical spells; cf. Supplementum magi-
cum no. 45.42-5 (late antique) “seize Euphemia and lead her . . . to me,
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maddened with desire; and bind her with strong, inescapable (&AUTois)
bonds of adamant (&3apavTivois) in friendship with me . . .”

9[597] ixvia koAAnbeis “with your feet glued in place,” evoking the open-
ing image of birdlime. Toiov oéAas Sppactv aifer “such brightness does
he blaze from his eyes”; oéAas is the direct object of transitive aie1, which
also suggests the erotic burning experienced by the viewer; cf. Theocr.
2.133—4 "Epws . . . géAas proyepwTepov aibel.

10[598] kas vearous éx xopueiis dvuxas: the burning affects the viewer’s
entire body; for é&. . . dvuyxa, cf. Eur. Cycl. 159 (the effects of wine), Asclep.
8.2 (of erotic suffering), 414. The phrase is a variation of the Homeric &g
Téas &k kepadiis (Il 18.359, 23.169).

11-12[599-600] Cf. 180n. xaipois . . . pékaipa. The couplet traces the
development of the young men from boyhood (mwaides) through early
adulthood (#ipnv) to old age (Aeuxtyv . . . képny). Both verses have homoeo-
teleuton at the beginning and the end; there is internal rhyme at the
medial caesura of 12; and the optatival clauses are phonetically and gram-
matically parallel. ¢ axpainv . .. fipnv “may you reach the prime of
your youth.” Aeukny  auiéocaicfe kéunv “may you cloak yourself in
white hair.” The good wishes previously expressed now take on a new
meaning, since the speaker’s hope that they will reach old age is simul-
taneously a wish that they grow beyond allure (cf. Anacr. PMG g58.6-7).

CXII. Rhianus AP 12.121 (4 GP)

The Graces encounter Cleonicus. The epic language with which the poem
opens and closes evokes divine initiations (e.g. Hes. Th. 22—34, Theocr.
7 with Hunter’s introductory note) and other encounters between gods
(usually disguised) and humans, often on a journey (e.g. Il. 24.322-472,
Od. 77.14-132). In 4 Cleonicus, who wholly embodies “grace,” has been
turned into a Grace himself, and the wish that he will rejoice “from afar”
(5) may be read as inverting prayers for divine figures to approach and
bring benefits (e.g. 437m.). The poem thus plays on the form of a cletic
hymn, with an opening vocative followed by an account of Cleonicus’
“deification.”

Call. Epigr. go also contains an address to a Cleonicus, the expression
7 &, and an apostrophe in the final line, but these links do not justify
Ludwig’s view (1968: 317-18) that Callimachus’ poem is a model; cf.
Murgatroyd 1989: 3o07.



COMMENTARY: CXII, 601-6 235

1-2[601-2] ) p& vU Tor: a Homeric verse-opening (/I §.183, 10.401). To1
has its full pronominal sense (“to you”). 81" @rpamToio ... oTewiis:
“narrow” implies that the path is remote and little used. As is traditional
in divine epiphanies, the Graces encountered Cleonicus in an isolated
and unfrequented spot. &rpamités occurs a single time in Homer (Od.
13.195), who otherwise has &rapwéds or &rapmitéds, and its rarity made it
popular with Hellenistic poets (Call. A. 4.74, A.R. 4.123, 1173, Pos. g6.2
AB, Rhianus, fr. 1.15). Mirapai Xapites: the Graces are Aimapoxkpfidepvor
(“having bright headbands”) in early epic (Il 18.982, Cypria fr. 5.3—4).
Mmapds has a variety of connotations, but the opposition between it and
auxenpds “dry, withered” (cf. 5—6n. atmptiv) at Xen. Mem. 2.1.31 suggests
that here it should be taken to mean “vibrant with life.” Cf. 610n. 8cAepad.

3[603] woTti ... timyuvavro “embraced.” woti is probably a preverb in
tmesis (for the compound, cf. Call. A. 1.46) rather than a preposition gov-
erning the dative. For the idea, cf. Meleager’s reworking at AP12.122.1-2
& Xapites, TOv kaAdy ApioTaydpny Eo18olom | &vtiov sis Tpupepds fykaAloaoBe
xépas. In this context the verb evokes the second element of the tradi-
tional epic epithet podémnyus (e.g. Hes. Th. 246, 251). podéeoav: cf.
547-8n. poddeis is ordinarily a three-termination adjective, but the restric-
tion of adjectives in -6eig to two terminations is common (e.g. Nic. Ther.
502, Alex. 479, 604). podémor of the apographa is therefore unnecessary,
though it is supported by Musaeus 116 oi& e xwopévn podény Eféomaoe
xelpa.  xépsoow “arms,” as often (LS] 1.2).

4[604] “You have been made Grace throughout the whole of your body
[lit. ‘as big as you are’]”; cf. 594. For the treatment of an attractive person
as the god whose qualities he or she embodies, cf. Ibyc. PMG 287, where
an attractive man is treated as Eros, and Call. Epigr. 51, where Berenice is
a fourth Grace. Whether or not one capitalizes x&pis, the larger point is
that Cleonicus’ encounter with the Graces is a sort of apotheosis in which
he himself joins their number.

5—6[605-6] The boy’s sexual appeal is a fire that will bum those who
come near him (cf. civ). That the speaker is at risk because he is “dried
up” with old age reverses an idea in Asclep. *41 Sens, where the speaker
sympathizes with those who came into contact with the courtesan
Archeanassa when she was younger and even more capable of burning

them. pé&Aa xaips: in the same metrical position, also with nominative
@idos for vocative, at Od. 8.413 xai oU, ¢ihos, pdAa xaipe, Beoi 8¢ Tor SABIx
Botev. Trupds: with &ooov. The separation of the word from avéepixny

at the end of the next verse matches the distance he seeks. iprav:
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cf. 37n. wapépteov. adnpnv . . . &vlepiknv “dry asphodel-stalk,” used
metaphorically for one who has gone beyond the prime of youth, as e.g.
Asclep. ¥46.3—4 “who would say that dry stalks (abxpnpds) are better than
corn-ears?” Both words are unusual. adnpty, if it is not a corruption of
auxunpeny, serves as a doublet of avaléos on the analogy of such pairs as
Biynpods/ Sryaréos. &vlepikny could be emended to &v8épika or, less plausibly,
avBpakifiv (Renehan 1964: 375-6), but should probably be retained as a
feminine doublet of &v8épi€, which is elsewhere masculine. a qilos: cf.
4I-2n. & expresses strong emotions of a variety of sorts, and the apostro-
phe reflects the speaker’s complex feelings for Cleonicus, whom he both
desires and urges to keep at a distance. Eustathius (1.133.34 Stallbaum)
cites Od. §.375 in the form & gidos oU oe £oAa kTA,, and it is conceivable
that Hellenistic uses of the expression (Leon. AP g.318.2, Parth. fr. 2.12)
evoke that Homeric variant.

CXIII. Rhianus AP 12.142 (10 GP)

The speaker wishes to be captured by Dexionicus. The poem is composed
in two thematically linked movements of three verses (cf. 2 kécougov
~ B KOOOUQOS, § QuaoTevdywy &Trekwkuey ~ 6 kai eBoyyfyv kai yAuky ddkpu
B&Aw). The first recounts Dexionicus’ capture of a blackbird, the second
the speaker’s wish to become a bird so as to be captured in the same
way. The poem seems initially to be about fowling and would fit a dedica-
tory epigram after a successful hunt; the second half comes as a surprise,
and plays on the commonplace representation of courtship as a hunt (cf.
Lx111). The lover is typically analogized as the hunter or treated as the
victim of Eros’ weapons (cf. Barringer 2001: 86—9). Here, by contrast, an
épacTris wishes to be caught by Dexionicus so that he can plead his case,
lamenting and weeping like a captured bird, in close proximity to him
(Murgatroyd 1989: 303—4).

Fowling was a common activity of boys. That the speaker is considerably
older than Dexionicus is also suggested by the epigram’s literary affilia-
tions. It transforms a passage of Alcman (PMG 26) in which the speaker,
addressing a group of maidens, asks to become the bird called the knpuiog
so that he can fly with the females of his species. Antig. Car. Mir. 23 intro-
duces that fragment by observing that, when those birds become old,
the females take them on their wings and carry them (gépouctv aiToUs ai
8fAeran émri TV TTep@dY AaPoioan). The fragment’s precise meaning and the
relationship of its context to Antigonus’ claims are uncertain, but Rhianus
may be both reversing the gender of the addressee and evoking a now-lost
wish in Alcman’s poem that the girls lay hold of him.
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1[607] i§er: see 589—9gon. UTrd xAwpfit TAaTavioTw: cf. Il 2.307 xaAij
UTod TAaTavioTwt, 572n. In this verse position Umd xAwpfit has a model in
the Homeric line end Umd xAwpdv 8éos eirev (11 8.77, etc.).

2[608] xat& Trepuywv “by its wings from above.” Birdlime could be
smeared on a perch so that a bird’s feet became stuck, or applied to a
cane that was extended out and then down onto the bird’s wings, as here.

3[609] &vaocrevaxwv: cf. Il 23.211, Bion, Ep. Ad. 8o. &TreKWKUEY: A rare
compound (elsewhere at Aesch. Ag. 1544). iepog 6pvis: the blackbird
is not elsewhere so described, but the adjective prepares for the evocation
of Alcman in 5; the point may be that from the speaker’s perspective, the
captured bird seems to be the possession of a god. For the expression, cf.
571, Call. fr. dub. 8og TepATid0s iepds Spvis.

4[610] & ¢id' “Epws: the speaker appeals proleptically to his friendly
relationship to Eros. 8aAepai “burgeoning” with charm and beauty; cf.
6o1—2n. himrapai X&prtes and descriptions of attractive young people as
shoots (8&Aos) of the gods of love or of the Graces (e.g. Ibyc. PMG 288; cf.
above, introductory n., Philox. PMG 821, Hedyl. AP 6.292.3—4, Sens on
Asclep. 34.2).

5[611] €inv ... xéoougos: cf. introductory n. The wish for metamorphosis
so as to be close to a beloved is an erotic topos; e.g. PMG goo, go1, Theocr.
3.12—14. Here the speaker’s wish to become a bird is not for escape (as
commonly in tragic choruses, cf. Barrett on Eur. Hipp. 732-4), but for
constraint. Thrushes and blackbirds frequently appear together in Greek
literature, though here «ai . . . xai separate two distinct possibilities (=
“or”); cf. Denniston 292.

5—6[611-12] &g &v éxeivou | . . . Sé&xpu P&Aw: the phrase reworks
79-80. kai @foyynv kai yAukU Sakpu PBdAw: cf. § dvacTevdywv
&mexkwkuev. The phrase is a zeugma: although 8dxpu(a) P&AAw is a com-
mon poetic expression for “cry” (e.g. Eur. Hipp. 1396), the verb is not
normally used with nouns denoting sound as object (though forms of inw
are regularly so employed, e.g. Eur. Hipp. 418). yAuku 8akpu evokes the
idea, first and most famously expressed by Sappho (fr. 130.2), that Eros
is bittersweet.

CXIV. Rhianus AP 12.38 (1 GP)

On the beautiful buttocks of Menecrates. The wit depends on the contrast
between style and content. The opening line is couched in epic language
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and recalls scenes in which the Horae and Graces endow young people,
especially women, with beauty (cf. 1—2n.). That the addressee is buttocks,
as is revealed in the pentameter, is humorously bathetic. The deflation
is reinforced in the second couplet, in which the buttocks are the recip-
ient of divine favor — or perhaps deified — and responds to the speaker’s
queries; the boy’s name is delayed until the end. The buttocks’ response
might be understood as taking the form of a fart, as in passages treating
farts as divine utterances (HHMerc. 295-6, Ar. Knights 638—42).

1-2[613-14] For similar scenes in which the Horae and Graces adorn a
person, cf. Hes. WD 73-5 with West on 75, Cypria fr. 4.1-2 €ipota pév xpoi
oTo, T& of XdpiTés Te kai "Wpat | moincav kai #Payav &v &vbeow elapvoiow,
Theocr. 1.150, Asclep. *34 Sens = Pos. *126 AB. kaTt& . .. éAarov: the
expression overlays the language of Od. 18.188 kat& yAukuv Umrvov Exeuev on
the word order of Il. 177.619, Od. 15.527 ko1& &' fivia xeTev Epale. fAciov:
a surprise at line end, where a word denoting physical beauty or charm
might have been expected. Instead, the Hours and Graces pour olive oil
on Menecrates as if preparing him for athletic competition; the impli-
cation is perhaps that the speaker has seen the boy naked and glisten-
ing with oil at the palaestra (cf. Theocr. 2.79). At Call. fr. 7. 13-14 the
poet asks the Graces to wipe their hands, anointed with oil, on his ele-
gies. xvwooev: insomnia is a conventional symptom of lovesickness
(e.g. Phanocl. fr. 1.5, Thomas 1979: 195-205). The verb is a Homeric
hapax (Od. 4.809). oudt yépovtas: even old men, ordinarily past the
point of sexual desire (cf. Pl. Rep. 329a—d), are affected. For the idea, cf.
Archil. fr. 48.5-6 ¢ouupixpévas kéuny | kai oTfiBos, ds &v kai yépwv Apdooaro,
Long. 3.138.3, Ov. Am. §.7.41.

3[615] Aéfov por, Tivos éooi: perhaps playing on epitaphs in which the
passerby is imagined as directing an inquiry to the tomb; cf. 369—7on.
Méaxaipa TU: because these buttocks are the recipient of divine favor (cf.
1-2n.).

4[616] xoopeis “decorate, adorn,” as if the wuyn were an item of jewelry

or clothing. & muy&a § eime: an unusual intrusion of the voice of a
third-person narrator into a dialogue poem, where changes of speaker
are normally left unmarked. Mevexpareos: the genitive responds to the

first of the speaker’s questions (5 Tivos).

THEODORIDAS

Of Theodoridas of Syracuse (cf. Ath. 15.69ge-f) nineteen epigrams
are extant. He also composed a dithyramb, Kévraupoi, of which a single
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fragment survives (SH739), and a uéos in honor of Eros (SH7741). There
are several other short fragments of uncertain provenance (SH 742-
7), including traces of local dialect forms from Syracuse (SH 742) and
Tarentum (SH 745).

A striking feature of Theodoridas’ epigrams is their humorous tone and
witty use of language. One (AP 13.21) pokes fun at Mnasalces, another
(cxvin) at Euphorion. These were probably composed during the life-
times of those poets. Theodoridas’ literary relationship to Euphorion
seems to have been competitive. Their epigrams share verbal and thematic
points of contact (cf. cxv introductory n., Magnelli 2002: 104-5). If the
transmitted form Oecwpidav at Clem. Alex. Str. 5.8.47.2 is to be emended
to Oeodwpidav, Euphorion composed a set of responses (&vtiypagai) to
Theodoridas; the sole surviving fragment suggests a disagreement over
the meaning of the rare gloss {&y. There are also signs of engagement
with epigrams of Callimachus (e.g. AP 6.224, which reworks LX).

CXV. Theodoridas AP 6.155 (1 GP)

Fouryear-old Crobylus dedicates his hair after having it cut for the first
time. The epigram, which involves an onomastic joke (1-2n.), may be
read as a jocular rewriting of Euphorion’s apparently serious epigram
on the same theme (AP 6.279); the humorous tone is reinforced by
the elaborate, comic language of 3—4. The first and third couplets are
linked by language and theme (5 "WToAAov ~ 1 Doifwi, 5 TOV KpwPurov ~
1 6 KpwPudos; 5 Beins . . . eis Téhos &vdpa stands in contrast with 2 k&pos 6
TeTpaeThis), while the central couplet recounts an accompanying sacrifice
and provides the name of the boy’s father.

1-2[61%7-18] Crobylus’ hair has never before been cut and so is the
same age as he; there may be an allusion to Call. h. 4.297-8 fjAixa xaitny |
TapBevikais. The couplet is framed by &Aikes and 6 TeTpaeTris, the latter pro-
viding the specific information left open by the former. 6 Kpwpuhos:
a rare though securely attested proper name, but in context a joke, since
xpwPUAos was a way of arranging long hair so that it was bound in a bun
behind the head (Thuc. 1.6.3; for a similar joke, cf. Ar. Wasps 1267 with
Biles—Olson’s note), and after ai . . . képeu it would initially have been so
understood (“the hair and the man-bun .. .”). &mé ... | wé§aro “had
cut off” (tmesis). Applied to humans, mékw (ordinarily “comb”) has the
sense “cut” only at Euph. AP6.279.1; the phrase thus varies the use of the
verb at Call. h. 5.81-2 &md yaitav | wénTen, where it has the expected sense
“comb.” For a different view, cf. Cairns 2016: 304-5. poATracTd “the
minstrel,” an epithet pointing to the god’s role as patron of singing and
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dancing; songs, including those sung by boys, were important in his cult.
Pl. Tim. 21b mentions songs by boys at the Athenian Koureion (cf. next
n.). The word is otherwise unattested in literature but it is glossed “play-
mate” (oupmaiktns) at Hsch. u1581. Tetpastns: there is little detailed
evidence for the dedication of hair by young boys, but at Athens, three-
or four-year-olds seem to have had their hair cut and offered to Artemis
on Koureotis, the second day of the Apaturia, when they were enrolled
in their phratries and became citizens (=** Pl. Tim. 21b, Lambert 1998:

143-89).

3-4[619-20] The grandiose language for the boy’s simple sacrifice is
almost parodic. aixunTav . .. &Aéktopa “a fighting cock”; cf. Nic. Alex.
294 aixunTijiow . . . veooools. TAGKOEVTA . . . TUPOQPOPOV: TTAaKOUS Was
a generic term for a variety of sweet or savory unleavened cakes. The
description of the cake, including the neologism Tupogdpos, is characteris-
tic of elaborate accounts of flatbreads in comic and parodic contexts; cf.
Ar. Ach. 1125 TAakoUvTos TupdVwTOV 865 KUKAov, Matro, fr. 1.116-18 with
Olson-Sens’s note.

5—6[621-2] “Apollo, grant that Crobylus protect his household and pos-
sessions as a full.grown man.” For the prayer that a boy grow into adult-
hood, cf. 599-600n. xeipas UmrepBev Exeav: cf. Solon, fr. 4.4 TToAA&s
ABnvain xeipas UtrepBev Exel.

CXVI. Theodoridas AP 6.222 (4 GP)

Dedication of the rib of a fantastic sea-creature. The opening couplet,
focusing on the beaching of the creature in rough seas, evokes and distorts
the conventions of epitaphs for drowned sailors (cf. 1n.). The epigram
thus initially appears to be a fictive epitaph for a beached sea creature (cf.
e.g. Anyte AP7.215) and so to play on cenotaphs for drowned sailors; but
in the second couplet it unexpectedly becomes a dedication. The identity
of the animal, too, is delayed until g, where it is revealed as a gigantic,
shark-like creature rather than a worm. This fictitious animal is discussed
by Ael. NA 13.23, who reports that it is the largest of sea-creatures and
terrifying even when beached on shore; he compares its locomotion to
that of an oared boat (vfxovrai . . . ToAhois Tois Tooi . . . kai ékeifev olovei
okaAuols TapnpTnuévols . . . éauTois épéTToucat). That account, though late,
fits the contrast between the “twenty-oared” Iapygian ships and the “many-
footed” scolopendra, underscored both by their positions at the opening
and close of the epigram and by the fact that ships’ oars could be repre-
sented as feet (e.g. Lyc. Alex. 2 iouAdmelor).
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1[623] pupréTrouv okoAéTrevdpav: the noun usually denotes a millipede or
a slightly smaller, stinging marine worm (cf. Arist. Hist. anim. o5b13-17,
621a9). The implication that a small creature is at issue is consonant with
uuprdTrous, which is said by 2 Nic. Ther. 8o5—12 to be a type of worm. uTr’
‘Wpiwwi seems initially to refer to the constellation Orion and its role as
marker of weather bad for sailing, but it subsequently emerges as a refer-
ence to Mt Orion (cited as a boundary of Iapygian territory by Pseudo-
Scylax, Periplus 14).

2[624] Tlamiywv: residents of southern Italy (modern Apulia), compris-
ing three groups, the Daunians, Peucetians, and Messapians. ippac’
“washed up.” The rare verb, which some ancient critics thought lay behind
Bpdoowv at Il. 10.226 (cf. 4 ad loc.), attracted the interest of Hellenistic
poets (A.R. 2.323, Nic. Alex. 137, 359), especially Lycophron, who uses
it frequently in this sense in the simplex (461) and, more often, in the

compound (ouv)ekPBpdoow (e.g. 66, 377, 396, 717, 749, 1240).

3[625] Prooupoi “terrifying”; cf. Ael. NA 13.23 ékPpacbeioav ptv Bedoacbat
olUk &v TI§ BpacuivorTo. oehayevs: a generic term for sharks and

rays. avijyav “dedicated” (cf. Od. 3.274, Lyc. Alex. 853).

4[626] 8Saipoor: unspecified, in imitation of real votive poems in which
the divine recipient was unnamed because it was given elsewhere on the
monument (e.g. CEG 769), or because the location made it obvious (e.g.
CEG 327, 363). In Antipater’s imitation, the dedication is to the daipoot
eivaiiors Palaemon and Ino (AP 6.223.7-8). BougdpTwy Koipavor .
tikoodpwv: i.e. owners of large merchant ships; a grand circumlocution
for “traders.” BougdpTos is a novel and unique adjective, probably mean-
ing “filled with a lot of cargo,” with Pou- intensifying (cf. Suda 476
ToAugdpTwy), rather than “cattle-carrying.” eikécopor are twenty-oared
cargo ships (cf. Dem. g5.10, 18).

CXVII. Theodoridas AP 77.406 (14 GP)

A mock epitaph for Euphorion (cf. p. 224). The poem formally resem-
bles the many Hellenistic epigrams honoring dead poets, but here the
implication that Euphorion was buried in Athens as an initiate in the
Mysteries gives way to a sexual joke whose point reaches a climax with
the final word, which calls attention to his status as a lover. Dickie (1998:
54—8) argues that the poem is a literal tribute honoring his status as an
Eleusinian initiate, but Crates AP 11.218.2—4 similarly deploys obscene
puns to mock his interest in sex. It is none the less unclear whether the
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poem should be understood as hostile toward him or as a mocking tribute
to an admired poet (cf. Cairns 2016: 144-5).

1[627] 6 ... mwofjcar: an ambiguous phrase admitting the positive sense
“the one who knows how to create extraordinary poetry” (cf. Thgn.
769—70 XxpT) Moucdv Bepdmovta kai &yyehov, & T1 Tepioodv | eidein, coging ph
pBovepov TeAéBew, Simylus SH 728) and also “the one who knows how to
do/create excessive things,” whether in reference to overly fussy poetry
or to unusual sexual activity.

2[628] Teipaikois . .. okéAeorv: the primary reference is to the Long Walls
(okéAn: e.g. D.S. 13.107.4) connecting Athens to the Piraeus, but the lan-
guage is also appropriate to the legs of a lover. The adjective, though nor-
mal in form (Steph. Byz. w85), is not usually applied to the Walls, and has
here been deployed to evoke the use of wepdw in the sense “attempt to
seduce”; the association of the Piraeus (and other ports) with prostitutes
may also be operative (cf. Ar. Peace 165 with Olson’s note). KeTTan suits
a corpse and a lover lying in bed.

3[629] puoTm powv seems initially to refer to the ritual importance
of pomegranates: the fruit played an important role in the myth of
Persephone (HHDem. 372), and initiates in the Eleusinian Mysteries were
forbidden to consume it. Retrospectively, however, the phrase may be
reinterpreted as referring to Euphorion’s sexual activity, here couched
as participation in the “rites” of Aphrodite (cf. the obscene double enten-
dre at Ar. Ach. 747, 764 xoipous puoTikés). For the sexual implications of
the pomegranate, cf. Ar. fr. 623 dfuyAikeaidv T8&pa kokkiels poéav (parodying
Aesch. fr. 363), where the seeding of fruit is a metaphor for destruction
of a hymen (cf. “cherry” in English). pfdov: apples are a common
metaphor for breasts (e.g. Ar. Lys. 1556, Eccles. gog). &rmrapéan “offer,”
in a generalized sense without the more usual implication of a gift of first-
fruits (cf. Jim 2011).

4[630] puprov: the myrtle-berry was slang for female genitalia (cf. Hsch.
$1926). {wés éwv: a common Homeric juncture (e.g. Il 2.699,
17.153); cf. Tyrt. fr. 10.29-30 épatds 8¢ yuvaudi | {wds Eav. i@iAer: pos-
sible senses include “he loved (them),” “he kissed (them)” and “he was a
lover.”

ALCAEUS OF MESSENE

The Greek Anthology contains twenty-two epigrams by Alcaeus;
some are falsely ascribed in the lemmata to “Alcaeus of Mytilene,”
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the archaic lyric poet. Fragments corresponding to Alcaeus AP
9.588 are preserved in P.Tebt. g.13—20. Porphyry ap. Eus. Praep. ev.
10.2.29 records that Alcaeus wrote abusive iambs as well as epigrams,
and assigns to him a parodic work attacking the historian Ephorus
for plagiarism; that attack probably had some political significance
(Momigliano 1g942: 57). One poem features the athlete Clitomachus,
victorious at Olympia in 216 and 212; another the citharode Pylades,
whose activity includes a performance of the Persians of Timotheus in
205. An epigram critical of Philip V of Macedon can be dated to the
period 197-191; for Alcaeus’ relationship to Philip, see cxviii intro-
ductory n. His political poems include several set at a symposium. He
also composed erotic, ecphrastic, funerary, and dedicatory epigrams
(all probably fictive).

Alcaeus engages in innovative ways with earlier poetry, including
epigrammatists such as Asclepiades, Leonidas, and Callimachus (cf.
Bonsignore 2013-14: 22-6), and he uses language of various stylistic
registers from a range of genres. Like Perses and Anyte, he draws on
Homeric language more directly than do Asclepiades and Callimachus,
though he rarely reuses it without variation. Alcaeus is strict in his
observance of “Callimachean” restrictions on the hexameter; only
Meyer’s First Law is infringed (cf. Introduction section 4h[i], Magnelli
2007: 181).

CXVIII. Alcaeus AP 9.518 (1 GP)

Zeus is warned to prepare for an assault on Olympus by Philip V. The
theme of the epigram — the relationship between a Macedonian king
on earth and Zeus on Olympus — has its roots in X11, where a statue of
Alexander by Lysippus seems to be about to announce that Alexander
holds the earth under his sway but that Zeus should keep Olympus; a sim-
ilar distinction is drawn by an anonymous epigram celebrating a Thracian
victory by Philip, APl 6. Both those poems contrast the king’s power on
earth with Zeus’s sway over the heavens. In APl 6, however, Philip’s glory
is said almost to have reached the heavens (6 846§ Ao Beiwov &yy1 PéPake
8povou), whereas in Alcaeus, Philip is on the verge of challenging Zeus’s
sovereignty on Olympus itself.

This fact is important for gauging the tone of the epigram. Elsewhere
Alcaeus scathingly attacks Philip (cf. AP 7.247, APl 5, AP g.519), but
some take this epigram as sincere flattery and suppose that it belongs
to an earlier period in his career. The epigram does not claim, how-
ever, that Philip will be able to conquer Olympus, only that Olympus
should prepare for his assault, and its evocation of the doomed Otus and
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Ephialtes (cf. 2n.) suggests that his ambitions will meet with failure. It
is, moreover, an encomiastic trope that Hellenistic rulers ascend to the
heavens on their death, and the final verse may thus be understood as
bitingly ironic.

There are points of contact with adesp. AP 6.1771, on the Colossus of
Rhodes (1 ~ AP6.171.1 auTtéd ool Tpds "OAupTrov uakuvavto kohooodv, §—4
~ AP 6.171.8 aTpios év wovTwr kfv xBovi koipavia). Most have considered
Alcaeus the borrower, but this is uncertain (cf. Jones 2014: 45). Alpheus
of Mytilene adapts the epigram in a poem (AP g.526) celebrating, appar-
ently without irony, Roman dominion of the entire world. For further
discussion of Alcaeus’ relationship to Philip, see Edson 1948, Vertsetis
1988: 132—4, Bonsignore 2013-14: 30-66.

1[631] paxiUvou Teixn “raise your walls” rather than “extend your walls.”
pfikos is a standard term for height, including that of buildings and walls
(e.g. Ar. Birds 1130, IG 11* 1682), and the verb unxuvw has this sense at
adesp. AP 6.171.1 (cf. introductory n.). Olympus is already convention-
ally poxpés; cf. Il 8.410, 15.193.

2[632] &uPaTta “accessible” < avaPaivw. The adjective in its context evokes
Od. 11.315-16, where Otus and Ephialtes are said to have desired to stack
Mt Ossa and Mt Pelion on Olympus, iv' oUpavds aupatos ein; they are killed
by Apollo. The implication is that a similar fate awaits Philip’s arrogance.
Cf. Pi. Pyth. 10.27 6 x&Akeos oupavds ol ToT ApPaTds aUTaI. XoAkeias . . .
mUAas: cf. 1L 1.426 Aids moTi xoAkoPaTis 8, 17.42F X&Akeov oUpavdv.

3[633] x8av ... wévTos: that a ruler controlled both land and sea was
a conventional idea in Hellenistic encomia; cf. Theocr. 17.91-2 8&Aacoa
8¢ mdoa kai ola | kod ToTopol kKeA&BovTes dvdooovtar TTtoAepaicor, Call. A.

4.166-8.

3-4[633-4] Umo oxfmrTpoicr ®iAiTrmou | §é8unTan reverses Il 6.159 Zeus
yép oi umd oxkATTpwt ¢d&uaccoe, where Zeus is explicitly represented as
responsible for the territorial conquests of human kings; cf. A.R. 3.353,
395. The oxfirtpov marks its bearer as a representative of a god (cf. West
on Hes. Th. 30), and the implication that Zeus’s dominion too will come
under the scepter of Philip is thus paradoxical. Plural okfirtpa for “royal
scepter” is especially characteristic of tragedy; cf. Chiasson 1982: 159—
60. Aormra . . . 686s: the ordinary way for Macedonian rulers to ascend
to Olympus was to die (cf. Theocr. 17.16-19). The image was much devel-
oped by Roman poets; cf. Virg. Georg. 1.24-5, 503—4, Hor. Odes 1.2.45—9,
Ov. Met. 15.868-70, and with similar tonal ambiguity, the address to Nero
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at Lucan, BC 1.45—7 te, cum statione peracta | astra petes serus, praelati regia
caeli | excipiet gaudente polo. The road to Olympus or to the heavens in
general is a conventional image; cf. Sappho, fr. 27.12, Hegesander, fr. g,
[Luc.] Dem. Enc. 5o.

CXIX. Alcaeus AP 7.247 (4 GP)

On the dead at the battle of Cynoscephalae. The epigram allegedly irri-
tated the victorious Roman general, T. Quinctius Flamininus, because
it awarded credit to the Aetolians in spite of their poor behavior at the
conclusion of the battle (Plut. Flam. g). The version preserved in the
manuscripts of the Anthology lacks lines 3—4, which are transmitted only
by Plutarch. Those verses are not easily explicable as a later addition.
More probably, they were in the original version and were subsequently
removed by Alcaeus himself in response to Flamininus’ displeasure. This
alteration would be consonant with the reuse of line 4 in an epigram justi-
fying the invasion of Greece as an act of liberation (AP!5). A Latin version
(Epigrammata Bobiensia 71) is six lines long but does not credit the victory
to the Aetolians (for the problem of its textual history and the nature
of its model, see Kuijper 1972, Mondin 2011-12, Bonsignore 2013-14:
54-5). Philip V is said (Plut. Flam. g.4) to have composed a distich paro-
dying the opening couplet (&gpAoios kai &puAdos, 68orTTdpe, TENS &l veoTwWI |
Alkaiwt oTaupds riyvuTal HAipaTos “barkless and leafless, a crucifix stretch-
ing to the sun is fixed here to Alcaeus on this ridge”); another, perhaps
related, couplet attacking the poet is preserved as adesp. AP g.520 (cf.
Cameron 19g5: 100-2).

Formally, the poem resembles epigrams for people who have died at
sea and been washed up and left unburied on shore (e.g. XLI introduc-
tory n.). Here the unburied dead speak in the conventional language of
epitaphs for the mass casualties of battles (cf. 1-2n.); part of the conceit
is that the speakers address a passerby not from the tomb, but from the
plain on which they lie rotting.

Epic diction and phraseology contribute to the larger distinction
between the heroic Macedonian dead and the cowardly Philip. The pre-
dominantly epic/Ionic dialect suits the Homeric background; in line 6
8oav, in a context without epic resonance, is an isolated Doricism; the
related epigram AP! 5 has more Doric forms.

1-2[635-6] The Macedonian dead of Cynoscephalae lay unburied until
the year 191 (Livy 36.8, App. Syr. 16). axAauotor kai &batrror: a
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Homeric phrase, recalling the verse-opening of Od. 11.54 &kAauTtov kai
&bamtov (of the body of Elpenor), a line which Callistratus is said to
have athetized; cf. Il. 22.486, Od. 11.72 &kAautov &BamTov. It is uncer-
tain whether Alcaeus wrote &xAauoTor or &kAautor: both forms appear in
Homeric manuscripts (cf. Eust. on Od. 11.54, 1.399.32-3 Stallbaum); the
former is the vulgate reading. TS émi vwTtwr | Oeooadias “on this
Thessalian hill.” It seems likelier that the phrase was designed as a vari-
ation of émwi TupPwi, a Homeric clausula (/I 11.871; cf. Thgn. 1203) that
was frequently reused in Hellenistic epigrams (e.g. Perses AP 7.445.9,
Antip. AP 7.953.1), than that Alcaeus wrote émwi Téupwr in order to treat
the place where the dead lie unburied as a sort of figurative tomb. vétan
| ©ecoanrias may phonetically evoke the common Homeric &’ elpéa vidTa
BaAaoons (Il 2.159, etc.). Tpiooai keipeBa puprades: though Livy cites
a similar figure (3g.10), the number is almost certainly inflated for enco-
miastic purposes (cf. Plut. Flam. 8—g); the effect is to locate the poem in
the tradition of epitaphs honoring victims of major battles such as the one
cited by Hdt. 7.228.1 for the Greeks who died at Marathon (pupi&ow moté
Tfi8e TpinKooiaus udyovTo | &k TTehoTovvdoou x1hiddes TéTopes). Cf. Antip. AP
7.246.2, on the Persian dead at Issus (TTepo@v keipeba pupr&des).

3-4[637-8] The couplet resembles the end of an oracle reported by
Pausanias (7.8.9) and Appian (Mac. fr. 2). In Pausanias’ version, the
Macedonian defeat is attributed to forces from the west and the east:
“You Macedonians who take pride in your Argead kings, Philip’s rule
will be both a benefit and a pain for you; for the first Philip will make
you lords over cities and peoples, but the younger one will destroy all
your honor when he is conquered by men from the west and the east”
(SunBeis éomepioov UM &wdpdow fidiols Te). Appian’s version attributes
Philip’s defeat only to westerners (Spn8eis &' éomepioiow U’ dvSpdov év8&S’
dAettan). That this version avoids giving credit to easterners (i.e. Attalus’
Pergamene forces) may reflect a desire to avoid irritating a Roman audi-
ence. The historical realities that underlie the oracle are uncertain; if it
was really issued before the battle, Alcaeus is probably alluding to its lan-

guage and content. Sundévres: whatever its relationship to the oracle
received by Philip, the phrase perhaps resonates against 63 3—4 (of Philip)
xBcov UTd okfrTpolot . . . SEdunTal. 15¢: a markedly epic conjunction.

oUg TiTos eUpeing fiyay’ &’ Trading: the phrase recurs with kai for oUs at AP/
55, on Titus’ liberation of the Greeks. It evokes epic relative clauses such
as Il. 15.530—1 T6v ToTe DUAeUs | Ayayev ¢§ Epupns, ToTauol &mo SeAAfevTos.

5(639] 'Huabim: properly the area of the central Macedonian plain that
included the capital Pella, but here as often (e.g. Simias, fr. dub. 22.6)
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a synecdoche for Macedonia and its king. péya wfjpa: a Homeric
expression (e.g. Il. 3.50, 9.229), mostly in this verse-position.

5—6[639—40] 16 ... éAagpdTepov: the brevity with which Philip’s flight
is described suits its speed and contrasts with the greater focus on the
sacrifice of his troops. 16 . . . | wvedua means “that famous (xeivo) bluster
of Philip,” but is tantamount to “that bold Philip,” a sardonic, high-style
periphrasis formed on the model of Homeric expressions such as o6évog
18opeviios (1l. 18.248); the grandiosity of the phrase matches the arrogance
attributed to Philip. For mrvedua suggesting “spirit, arrogance,” cf. the use
of véw at Pi. Pyth. 10.44 8paceion 8¢ Tvéwv kapdiar. Deer are timid animals,
and the comparison implies cowardice on Philip’s part; cf. 526. éAagpds
was regularly explained as deriving from &\agos, and the etymological fig-
ure is thus tantamount to “more deer-quick than quick deer.”

CXX. Alcaeus AP 7.55 (12 GP)

On the burial of Hesiod, washed and entombed by the Nymphs and given
funeral honors by shepherds. The washing of Hesiod’s corpse (1-2) is
picked up by the reminiscence of his initiation in the final couplet, with the
Nymphs’ springs balanced by those of the nine Muses (2 Nupgar kpnvidwv

.. &Twd oeTépwy ~ 5—6 Moucéwy | . .. kaBapédv . . . Mp&dwv). Both these
couplets depict Hesiod in conspicuously Hellenistic terms, the first cast-
ing him as a bucolic/Theocritean figure washed by the Nymphs from the
springs of a locus amoenus, the second evoking his initiation by the Muses
as represented in Callimachus’ Aetia. The couplets, representing the con-
clusion and initiation of Hesiod’s literary activities, frame his poetic career
while suggesting two different if complementary poetic modes.

1-2[641-2] The account of Hesiod’s burial includes conventional fea-
tures of a locus amoenus, including shade and spring water (cf. viiI intro-
ductory n.) and so suits his characterization as a bucolic poet (see below).
The spondaic rhythm of the first hemistich of 2 is solemn. Aoxpidos:
Hesiod is said to have been killed and buried in Locris, at Oeneon
(Thuc. 3.96.1) or Oenoe (Certamen pp. 224—-36 Allen). Subsequently his
bones were transferred to Orchomenos (Mnas. AP 7.54.1-3, Plut. Mor.
162¢). év véuel oxigpddr: in a different verse position at Il 11.480, a
disputed line in which Zenodotus read yAagupén for oxiepéor. Nupgai:
Nymphs associated with springs (Od. 17.240, Theocr. 1.22 with Hunter’s
note) are the patrons and inspirers of poets in bucolic: cf. Theocr. 7.91-3,
a passage modeled on Hes. Th. 22—g but with the Nymphs rather than
the Muses as inspiring deities (Fantuzzi in Fantuzzi and Hunter 2004:
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153—4). kpnvidwy: a rare diminutive of kpfvn, found in earlier litera-
ture at Eur. Hipp. 208, of a pure spring, and at Call. fr. dub. 751 Pf.

3[643] Uywoavro: the verb may refer to architectural construction (e.g.
IG v.2 268.45) but, along with its compounds, may also be used of the
production of literary grandeur; cf. 543n. Here it may be read against
ancient attempts to define Hesiod’s “sweet” poetry in opposition to the
sublime style of Homer (cf. Hunter 2014: 282-315), a distinction which
the poem confounds.

3-4[643—4] yé&Aaxmi . . . péhii: libations (xoai) offered to the dead in
literature often include milk; cf. 105, Aesch. Pers. 611, Soph. El. 8g5 with
Finglass’s note. This was frequently mixed with a variety of other liquids,
including honey (cf. Eur. Or. 115). For §av8é:1 . . . yéhiy, cf. Simon. PMG
88, Emped. 31 B fr. 128.7, Philox. PMG 836b.37. aiy@®v: with y&AakTi;
cf. Hes. WD 590 yé&Aa 1" aiydv. éppavav: 1.e. sprinkled a drink offering;
cf. 105.

5[645] Toinv . . . yfijpuv: i.e. Hesiod’s song has the qualities of honey
(cf. ueAiynpus, e.g. Od. 12.187). &rrémrveev: commonly used of smells
but here with special resonance, since the Muses of the Theogony inspire
Hesiod by blowing into (¢vémveusav) him their divine voice (g1), which he
is now represented as blowing out in performance (cf. Pi. Pyth. 4.11, of
Medea’s prophecy; Diosc. AP %7.40%.3). The imperfect is appropriate to
Hesiod’s composition of numerous poems. Cf., e.g., “Simon.” AP 7.24.9-
10 8pdoos fis & yepauds | AapdTepov pahakddy ETrveey K OTOP&TwWV. fvveiax
Movuciwv: dependent on Mip&dwy.

6[646] 6 péiopus: “Hesiodic old age” was proverbial (App. prov. 4.92, Suda
1732, Scodel 1980), but the representation of earlier poets as old men
was also conventional (cf. 417-19n.). kabapdv ... Mip&dwv: a draught
from Hippocrene seems likely to have featured in the poetic initiation in
Callimachus’ Aetia, but there is no such scene in extant Hesiodic poetry;
in the Theogony, the Muses give Hesiod only a branch of laurel. Here the
spring is described in Callimachean terms: cf. A. 2.111-12 &\’ fiTis kaBap
Te kai &ypdavTos &vépTre | midakos &€ iepiis dATyn MP&s &kpov &wTov.

CXXI. Alcaeus AP 7.1 (11 GP)

On the death and burial of Homer. A number of cities made claims to
Homer; los’ claim goes back at least to Bacchylides (fr. 48). The epigram
draws heavily on epic language and imagery (2, 3, 5, 6nn.), but avoids
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reusing Homeric diction unchanged. It also plays on the contrast between
Homer’s banal death and his great reputation, here suggested by his
assimilation to his own heroes (gn.). At the same time, by associating him
with the Graces as well as the Muses as implicit sources of inspiration, the
poem represents poetic composition in Hellenistic rather than Homeric
terms and thus retrojects contemporary literary values upon the archaic
past (cf. Bolmarcich 2002: 71). cxxii1, by Antipater, is an imitation.

1[647] The verse contrasts Homer’s heroic subject matter with his un-
heroic death. This is emphasized both by the placement of fipowwv and
“Ounpov and by the juxtaposition aides “Ounpov. "lew1 Evi: the anastro-
phe evokes epic (e.g. Il. 7.221 “YAm éw, Od. 9.505 18&km &wn). Troideg:
according to a story told in the biographical tradition (e.g. Certamen 321—
39, pp- 237-8 Allen, Paus. 10.24.2), some boys who had been fishing
posed a riddle to Homer on the shore of Ios, and having been unable to
answer it, he slipped in the mud and died (cf. Levine 2002-3).

2[648] fixaxov: transitive (“caused grief”). This Homeric word is play-
fully used in a pseudo-epitaphic account of a death. The grief of survi-
vors would be more typical, just as in Homer a warrior’s death aggrieves
the family or larger community (e.g. Il. 16.822 SoUtnoev 8¢ Teowy, péya &
fikayxe Aaodv Axaiidv, Od. 15.357). Instead, Homer’s grief is the cause of his
death. éx Movuciwv . .. Upnvauevor plays on the literal and extended
senses of ypipos and Ugaivw: the noun is properly a “fishing basket” but
metaphorically a “riddle,” while the verb may refer not only to actual
weaving or to the arrangement of words in speech (e.g. the vulgate read-
ing of Il. g.212, where £pawov is a variant) and song (cf. Pi. Pyth. 4.275,
Call. fr. 26.5 with Harder’s note); at Archestr. fr. 16.6—g an actual fishing
basket is described via a riddle. In a literal sense, then, the phrase refers
to the boys’ fishing, but figuratively they are cast as inspired poets (cf. Hes.
Th. 94—5 &« Mouctwv . . . | &vdpes &oidoi Zacw) who have bested the poet of
heroes with their song; cf. Bonsignore 2014-14: 75—7. For the association
of children with poetic composition, cf. Il. 18.569-61, Call. fr. 1.5-6.

3[649] The involvement of the Nereids in Homer’s funeral rites mirrors
the roles played by them and Thetis in lamenting the deaths of Patroclus
(1l. 18.35-69) and Achilles, the latter mourned also by the Muses (Od.
24.47-9, 58-61). vixtapt . . . éxpicavro: the gods use nectar and
ambrosia, alone or in combination, as unguents to preserve or immortal-
ize dead humans (e.g. Il. 16.680, Theocr. 15.108, Bion, fr. 1.4 with Reed’s
note). The choice of nectar rather than ambrosia (perhaps a variation of
Il. 16.680 xpiocév 1" &pPpooini) reflects the association of the notoriously
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sweet substance (e.g. HHDem. 49, Nossis AP 6.275.93—4) with poetic sweet-
ness (cf. r71-2n., Pi. Olymp. 7.7-8, fr. g4b.76). eivéhar Nnpnides: the
noun and adjective are both Homeric, but their collocation is not.

4[650] &xtaim ... Uwdé omA&d: the phrase continues the assimilation of
Homer to a hero, since conspicuous tombs by the sea were a heroic honor
(e.g. Il. 23.125-6, A.R. 1.585-6; cf. Pearce 1983). Homer was worshipped
as a hero in various locations; cf. Clay 2004: 74-6, 136—43. omA&s, origi-
nally any rock over which the sea crashes, here implies “tomb,” as at Antip.
AP7.2.3.

5[651] The line evokes Il. 13.350 &A& OéTv kUBauve kai vida kapTepdBupoY,
where the subject is Zeus, to whom Homer is here implicitly assimilated.
Thetis’ privileged place in the description of the Iliad reflects the Nereids’
priorities. The Homeric unicum viéa is picked up by Hellenistic poets (cf.
Call. h. 6.79, AP 7.520.3, A.R. 2.803, 4.1493, Rhianus, fr. 66.6). pébos is
an Iliadic word; it is absent from the Odyssey, and is otherwise rare and
restricted to hexameter poetry.

6[652] 10axol ... épypara AapTi&Sew: a periphrasis for the Odyssey that
avoids naming Odysseus directly. The expression uses un-Homeric forms
of the hero’s ethnic and patronymic, for which Homer has 18axncios (Od.
2.246) and AaepTiddns (Il 2.173, etc.). épypata appears first in Hesiod
and the Homeric Hymns.

7[653] éABicTn viowv: contrast HHAp. g8 xai Xios, fi viiowv MimapwTdTn €iv
&AMl keiTal. TrévTwt “in the sea.”

8[654] The wholly spondaic opening of the pentameter suggests gran-
deur. Ban “despite its small size.” For the contrast between the dimen-
sions of the burial site and the grandeur or physical size of its occupant,
cf. Hermes. fr. 7.27—92, Kimmel-Clauzet 201%. The small size of the island
that contains Homer matches the brevity of the epigram in which Alcaeus
has reworked the language of his epics. Moucawv . . . Xapitwv: cf.
235-6n. The morphological and prosodic variation Moucéwv . . . Moucéwv
appears early (Hes. Th. 93—4). &otépa: the metaphorical use is com-
mon (e.g. Pi. Pae. 6.126, Call. fr. 67.8 Pf.), but here the source is perhaps
Leon. AP g.24, where the relationship of Homer to other poets is like that
of sun and stars (1 & Tpa . . . 3—4 “Opnpos | AaumpéTaTov Moucév eéyyos
avaoyopevos); cf. Antip. AP7.6.3.
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CXXII. Alcaeus AP 12.30 (8 GP)

The speaker reminds Nicander that time is fleeting and he will soon be
unattractive. The poem resembles others in which the speaker adduces
the carpe diem motif to seduce a resistant person (cf. Xv introductory n.);
here, the speaker’s intentions are unmistakable, but his request is left dis-
creetly unstated. That the arrival of body hair marks the end of a boy’s
desirability as an eromenos is implicit already at Thgn. 1827-8 (& wad, Ews &v
Exmis Agiav yévuy, oUtroTe ¢ aividv | Tavcopar) and becomes a fopos in Greek
epigram, which treats it either as an already present feature that renders
a boy unappealing (cf. Taran 1985: go—4) or mentions it as an impending
outcome, as here.

The basic observation with which the poem opens leads to two injunc-
tions, introduced by &\A& and beginning after the bucolic diaeresis of the
hexameter; the first of these (1) urges caution for the future, while the
second, beginning in the equivalent position of the second hexameter
(3), advises action for the present. Adesp. AP 12.39 seems to represent
the unhappy outcome of a similar situation; cf. 1 éopéon Nikavdpos . . . 4
eiol Tpixes; cf. Taran 1985: g5—100.

1[655] xvnun: as often, the word (literally “shin”) stands for the entire
“leg.” Nikav8pe: an extremely common name, here perhaps suggest-
ing the boy’s current power to “overcome men” and resonating poignantly
against his future inability to do so (cf. Taran 1985: g5). SaguveTan
“is getting hairy”; cf. Ar. Eccles. 66 and compounds like Sacumdywy,
SacUmpwkTos, and esp. dacutuyos (below).

1-2[655-6] @UAafn | . .. A&Bm “take care that the same thing does not
happen to your buttocks without you noticing.” Ta¥té is a crasis of 16
aUTo. wuyn: cf. 447. At 2% Theocr. 5.112/113b, SacUmuyos is paired
with &vijAi€ “mature.”

3[657] xai yviom: the connective suggests that this might be not a future
indicative but a rare thematic aorist middle subjunctive (cf. Manetho 2.51
yvaoacfa), parallel to A&bmi in the pf-clause. If so, the speaker frames
the prospect that the boy will reach maturity without a companion as a
contingency rather than a certainty, suggesting that if he grants his favors
now, their partnership will continue into the future. In Strato’s imitation
(AP 12.186.6 kai 161" émryvwom Ti omdvis éoTi @idwv), where the rhetorical
context is somewhat different, the verb is future indicative, and it may
be here as well. P1AéovTos on oTravis: oévis may denote an objective
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lack of something or a subjective desire for it, and the phrase thus allows
“how complete is the lack of anyone to love you” and “how great is your
(unfulfilled) desire for someone to love you”; cf. Bonsignore 2018-14:
154-5. &\’ T xai vUv: 1.e. “but even at this late moment,” a Homeric
clausula (e.g. Il g.111, 259, 11.790) that suggests the loss of prior oppor-
tunities and the need to seize the moment.

4[658] aueraxAfTou “which cannot be called back,” a prosaic word that
perhaps evokes the use of kaAéw and compounds in erotic and sympotic
contexts (e.g. 56, Asclep. 13.g Sens); just as it is impossible to retrieve
one’s youth, so too the boy, once past puberty, will not be sought by lovers.

ANTIPATER OF SIDON

Antipater of Sidon was probably born in the first third of the second
century and seems to have died at an advanced age around 100 BCE; in
Cicero’s De oratore (3.194), set at the fictional date of g1, he is treated
as a prodigious improviser of epigrams from the recent past. A late sec-
ond-century Delian inscription containing an epigram by him confirms
his connection to Sidon (Inscr. Dél. 2549 = 42 GP); Meleager’s assertion
that he was from Tyre (AP 7.428.14) may be a generic reference to his
Phoenician background. See Argentieri 2003: 29-43.

Assessment of Antipater’s work is complicated by difficulties of ascrip-
tion. The Greek Anthology contains a number of epigrams by Antipater of
Thessalonica, whose work, dating from the second half of the first century,
was included in Philip’s Garland. Forty-six epigrams are specifically attrib-
uted to the poet from Sidon, but more than twice that number are ascribed
to “Antipater” without ethnic adjective; and for some that are assigned spe-
cifically to one or the other, the ethnic may be mistaken. In many cases,
the position of a poem within sequences apparently drawn from one or
the other Garland is a more helpful index than style or content.

Antipater’s work is notable for the way it engages with the Greek artistic
past. He composed a number of epigrams on earlier poets, especially of
the archaic and classical period; some of these appropriate and confound
“Callimachean” aesthetic polarities. He imitates a range of earlier poets,
especially Leonidas. Rather than broadly innovating on a theme found in
a model while gesturing at that model’s language and structure, as poets
like Callimachus, Posidippus, and other earlier epigrammatists typically
do, Antipater often adheres very closely to his models’ form and diction.
Indeed, he seems to have been interested in variation as a poetic mode.
In one series of epigrams, he treats Myron’s famous cow from a range
of perspectives (cf. cxxvn introductory n.). Another sequence consists
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of mock epitaphs in which the reader attempts to make sense of images
accompanying the tomb; these poems explore the process of interpreta-
tion involved in reading epigrams (cf. cxxvI introductory n.).

Antipater’s language is highly ornate (Argentieri 2004: 59—67, Magnelli
2007: 179—4). He follows but extends Leonidas’ use of elaborate, recher-
ché diction, and he deploys adjectives, many of them novel compounds,
abundantly and even superfluously. Repetition of individual words is com-
mon, and individual conceits are sometimes reiterated within a poem. In
his metrical practice Antipater shares with other epigrammatists a pro-
nounced preference for dactyls and for the feminine caesura. Hexameters
with more than two spondees are rare; no verse contains four. He adheres
to Callimachean norms, especially in the second half of the verse. He is
the first epigrammatist to avoid accented final syllables in the pentameter.
See Argentieri 2003: 53—9.

CXXIII. Antipater of Sidon AP 7.2 (8 GP)

On the tomb of Homer. The epigram reworks Alcaeus cxx1, and simi-
larly concludes by contrasting the small size of Homer’s resting place with
the greatness of his poetry. Here the identification of the island with the
epigram is particularly striking: the speaker claims to be the sole heir to
Homeric inspiration, and demonstrates this by producing a recast and
miniaturized version of the Iliad. The final couplet, in which the speaker
adduces a story found in Callimachus, sets up an implicit analogy between
the epigram itself and the Aetia. The recast version of the Iliad in 5—8 may
thus be read against the backdrop of Callimachus’ refusal in the Aetia
prologue to produce a long poem on kings and heroes.

1[659] uepéTTwv “mortals”; objective genitive. Meabw “Persuasive
Charm” (cf. Z Od. 8.170, of the admiration people feel for the man whom
the gods have endowed with speech: “they delight in looking at him &ix
T &k TV AMywv meBm); there is a suggestion of poetic authority (cf.
Aesch. Ag. 106). Méya otopa: the expression most obviously refers to
the size and grandeur of the Homeric poems, but the evocation of /. 10.8
TToAépolo péya oToua Teukedavoio, where the phrase was understood by the
D-scholia to refer to the “beginning” of the war, perhaps suggests Homer’s
primacy in the literary tradition.

2[660] Maiovidew: Homer, thought to be son of Maeon (cf. Hellanicus
FGrH 4 F 5b—); the identification of the poet by patronymic alone has a
Homeric flavor (e.g. Il. 1.223—-4), as does the synizesis in the final syllable
(e.g. Il 1.1).
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3[661] vaoitis is extremely rare. “lov omiA&s: see 650n.
4[662] év époi ... éamrev “he left his divine breath in me and no other.”

Beyond endorsing Ios’ claim to Homer’s body, the passage tendentiously
asserts that the speaker, and by implication the poem, is sole heir to
Homer’s inspired voice. iepov . .. mveUpa: i.e. the inspiration that he
has received from the Muses; cf. Democr. 68 B 18 mrointfs 8¢ &ooa pév &v
ypaen et évBouciaopol kai iepol TVEUPATOS, KOAX KAPTQ 0TIV,

5—8[663—6] Having claimed to be the recipient of Homer’s inspired voice,
the speaker gives its own version of the Iliad, evoking but varying Homeric
language and diverging on one important detail. The events enumerated
may be read as covering, in order, important moments in the plot, begin-
ning with Zeus’s agreement to favor the Trojans (/L 1.528 veGoe Kpovicwv)
and the resulting strife on Olympus, followed by the Trojan attack on the
Greek ships, and concluding with the death and attempted mutilation of
Hector. veUpa . . . maykpatés: neither the noun nor the adjective is
Homeric. AiavTog . .. Biav: the form of the periphrasis is familiar in
Homer (cf. Il. 17.187 Matpdkroio Bin, 18.117 Bin ‘HpakAfjos), though never
used of Ajax. vauuayxov: a reference to Ajax’ defense of the Greek
ships in the Iliad, especially 15.677, where he brandishes a §uoTov péya
vaupayov év TaA&uniot. ToV ... Spurrrdpevov “and Hector, torn to his
bones by Achilles’ Thessalian horses on the Dardanian plain.” The claim
pointedly diverges from the Iliad, where the gods protect Hector’s corpse
so that Achilles “might not tear him by dragging him” (/. 23.187, 24.21
&modpugot éAkuoTdlwv); Lyc. Alex. 266—7 similarly asserts that the corpse
was desecrated. Ax1AAgiols . . . Trwdois is resonant of tragedy; cf. Soph.
Ajax 41 Axi\eiwv dmAwv, Eur. Andr. 1169—70 16v AiMeiov | oxiuvoy, A
241 Axi\eiou oTpaTod. ®Papoadiorwv: i.e. Thessalian, with reference to
Achilles’ home town of Phthia (cf. Eur. Andr. 16). doTéa: the accusa-
tive indicates extent.

9[667] e ... ic® &mi: the protasis involves an ellipsis (“If (you are both-
ered by the fact that) I, though small, hold one so great, know that
D). éAiya: cf. 654n. Paur.

9-10[667-8] xeuber | . . . “lxos: probably a reference to Callimachus’
treatment of Peleus’ death and burial on Icus in the Aetia (frr. 178.24,
185a Harder). The speaker here has information not included in the
Homeric poems, where Odysseus tells the shade of Achilles that he has no
knowledge about the death of his father; cf. Harder on Call. fr. 178.23-
6. BpaxUPwios: cf. 506n. The adjective is first attested here; contrast
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Homeric &pipwhos (i.e. “with large clods”; cf. Hsch. e5806), referring to
fertility rather than size.

CXXIV. Antipater of Sidon AP 7.34 (18 GP)

A fictitious epitaph for Pindar. The epigram plays on the Pindaric associ-
ation of poetic composition with other forms of craftsmanship and con-
cludes with an auditory ecphrasis that evokes epigrams describing art. The
poem is connected with Antip. APl 305, lemmatized without ethnic in the
Anthology and attributed to Antipater of Thessalonica by GP but probably
by the Sidonian poet (cf. Argentieri 2003: 166—7); there, the poet is sim-
ilarly treated as a trumpet and associated with bees. Pindar, whose work
exerted a powerful influence on Callimachus and his programmatic lan-
guage, is here praised in terms that evoke but confound the Callimachean
opposition between the “light” poetry that he admires and the “heavy”
poetry of his rivals, whom he associates with workers in bronze.

1-2[669—70] Pindar isidentified first as an instrument that would have been
made of bronze, then as a bronze worker, and finally by name. The poem
may thus initially appear dedicatory; that it is nominally funerary emerges
at the end of 2. oaATyya: See€ 330n. TOV ... XoAkeuTav: an elevated,
almost Pindaric, phrase; cf. Nem. §.4—5 pehrypatov TéxToves | koopwv, Pyth.
3.113—14 €WV KEAQBEVVRIV, TEKTOVES ola cogoi | &ppoocay, Crat. 70.2 TékToves
eUTTaA&uwY Upvoov. evayéwv: perhaps “pure” (cf. Xenophan. 21 B 1.13-
14 XPT . . . Bedv Upveiv . . . piBois kai kaBapoioi Adyois) rather than “well-turned”
(< fiyéopau), an unusual sense ascribed to the adjective here by Suda £3360;
elsewhere perhaps at Leon. AP 6.204.3, of a craftsman’s plane. Antipater
appropriates for Pindar’s heavy song a quality that Callimachus associates
with his own verse; cf. Cairns 2016: 150-1. Bapuv is used of the poet/
trumpet in reference to the sound he produces (for Bopus, cf. 525, 527);
contrast Callimachus’ wish to be “the light one” (fr. 1.g42). XoAKeUT&Y
“bronze smith”; cf. Pi. Pyth. 1.86 “he forged (xd&Akeue) his tongue on a true
anvil.” In Antip. AP %7.409 (attributed to Antipater of Thessalonica in P
but probably by Antipater of Sidon), the description of Antimachus’ verse
as “forged (xoAkeutév) on the anvils of the Muses” (g) and the claim that
those with a “clear” ear will appreciate it probably respond to Callimachus’
criticism of Antimachus’ work as o0 Topév (fr. §g8).

3—4[671-2] “. . . hearing whose song, you would say that the swarm [i.e.
of bees who famously inspired Pindar] copied it from the Muses in the
marriage chambers of Cadmus.” The implicit point is that Pindar’s song
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appears to the listener to be the Muses’. The passage, which has been vari-
ously understood, plays with ecphrastic tropes and develops the language
of craftsmanship introduced in 1-2. The object of &wemwAdoaTo is Pindar’s
song. The couplet is highly compressed and depends on knowledge of the
story that Pindar, who refers to himself as a bee (e.g. Pyth. 10.54), began
his career after bees flew upon him while he slept and formed wax against
his lips (Paus. g.23.2; cf. Vita Pindani, p. 1.8-9 Drachmann, Philostr. m.
2.12), an act that serves as a poetic initiation. The story is explicit in
Antip. APl g05.3—4. Ancient techniques for bronze-casting involved apply-
ing wax to a clay-form; the wax melted as the molten metal was poured
in; cf. 425n. The bees’ activity thus belongs to the same realm as that
of Pindar, a xoAxeuTis. sioaiwv @Biyfoé xev plays with the ecphrastic
convention of reporting what a viewer would say about an object after
seeing it (cf. 495-6n.). tv Kadpou 8ahé&pons: i.e. in Thebes, home of
Pindar, though with a specific reference to the Muses’ performance at
the wedding of Cadmus and Harmonia. At Pyth. 4.88-g1, Pindar reports
that those who heard (&iov: cf. sioaiwv) that performance were the most
blessed of mortals. The implication is that Pindar’s audience is equally
SO. &rmrerAdoaTo: literally, “took an impression of” it in wax.

CXXV. Antipater of Sidon AP 7.218 (23 GP)

An epitaph for Lais. The epigram reworks Asclep. *41 Sens, on
Archeanassa, by featuring a more famous and beautiful hetaera (gn.).
In the model, the speaker could be the dead woman’s lover or her tomb
(cf. Thomas 19g8); here the speaker is clearly the tomb, but it describes
its occupant in highly eroticized language. Gutzwiller 1g98a: 255-7,
pointing to the epigram’s insistence on the continued sensuality of the
tomb, reads it as reflecting nostalgia for a past lost with the destruction of
Corinth in 146 (cf. Antip. APg.151).

The poem is structured around a series of hyperbolic comparisons in the
first three couplets (2 &BpoTtipny, 4 paidpoTipny, 6 wAeloves). The last of these
develops the first, in which Lais is said to be more luxurious than Aphrodite;
the claim in 5 that she is “the mortal Aphrodite,” a status usually associated
with Helen, leads to a comparison between the number of suitors each of
the two mortal women attracted. That comparison plays on the ambiguous
representation of Helen as a virtuous bride or a harlot in the literary tradi-
tion; it elevates Lais and her customers to a heroic status that is humorously
undercut in the final couplet, where her sexual activity is treated as servile
(13 8oUAry). The final point, that Lais’s promiscuity has saved Greece from
conflict, entails a humorous comment on Helen: had she been (even) less
chaste, the Trojan War could have been avoided. Cf. Kanellou 2016.
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1-2[673—4] “. . . the woman haughty with both gold and purple and with
Eros as a companion, more luxurious than tender Aphrodite.” The resem-
blance of the sumptuous clothing and jewelry of courtesans to the attire
of the gods prepares for the comparison. kai oUv “EpwTi: Antipater
may have known the famous “Sardanapalus epigram” ( = Choeril. SH
335-4—5) in the form cited by Athenaeus (8.335¢€), kelv' éxw éoc’ Epayov
kol ZpuUPpiloa kal oUv EpwTt [ueT’ EpwTos alii] | Tépmy’ EwaBov. An allusion
would account for the slightly awkward pairing of the phrase with what

precedes. 8pumrtopévnv entails the same combination of luxurious
decadence and haughty conceit (e.g. Ael. VH 1.19) denoted by &BpoTépny
at line end. arraAfis: the adjective is common in erotic contexts.

3[675] Adid’ éxw: cf. Asclep. *41.1 Apxedvacoav Exw. At least two famous
Corinthian courtesans bore the name Lais, and the many anecdotes about
them in fifth-century and later comedy (cf. Strattis fr. 277 with Orth’s note,

Ar. Wealth 179g) are inextricably intertwined. TroMifiTiv: a rare feminine
form of epic/lonic wohftns (A.R. 1.867, Pos. 118.1 AB; cf. Eur. Hipp.
1126). &Miwvoio KopivBou: cf. Call. fr. §84.9—10 &Ailcovoro . . . | oteiveos

(the Isthmus of Corinth), the only earlier attestation of the adjective. The
reference to a woman’s girdle is appropriate to the sensualized context.

4[676] Teapnvns: the famous central fountain of Corinth. ALUKQV . ..
Mpadwv “clear waters”; in a difference sense, cf. A.R. 4.1735 (of milk)
Asukfjiow . . . Aipadecol y&AakToS.

5[677] Thv Gvnthv Kubépaiav: the hyperbolic praise is belied by the
generic context; the “mortal” version of the goddess is already dead.

5—6[677-8] ép’ fis ... TuvBapidos “over whom there were more illustrious
suitors than there were aiming to get Helen as a bride.” The application
of the Homeric formula pvnotfipes &yavoi (e.g. Od. 2.209) — used only of
the suitors of the chaste Penelope — to the promiscuous hetaera humor-
ously elevates Lais’s customers to the status of epic nobility and equates
marriage with a commercial transaction. é¢’ fis is to be preferred to é¢’ fi
for the symmetry it creates with g fis ém. GP, objecting to the prepositional
phrase in a copulative sentence of this sort, proposed pvnoTiipes &yep8ev,
which would be a reworking of the Homeric pvnotiipes &ytivopes fyyepéBovTto
(Od. 17.65), with the substitution of a different epic form of the verb (cf.
Il. 23.287).

7[679] “. . . reaping the benefit of her favors and purchased sex.” The par-
ticiple modifies Lais’s suitors but the structure of the sentence elides the
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distinction between them and Helen’s suitors, and between the fees paid
to the former and the bride price given to the latter. dpemtépevor evokes
Asclep. 41.3 Sens &mwodpéyavTes and suggests the act of picking flowers, a
common sexual metaphor (e.g. Pi. Pyth. g.109-11, Aesch. Supp. 663—4,
Archipp. fr. 50; cf. 142). The present participle suggests the ongoing
character of the activity. For x&pis as a generic term for sexual favors, cf.
Henderson 19g1: 160. The metonymic representation of sex as Agpoditnv
(e.g. Od. 22.444) picks up other references to the goddess throughout
the poem.

8-10[680-2] These lines cap Asclep. *41.3—4 Sens, where Archeanassa is
said to be attractive even in old age; even Lais’s corpse and tomb still smell
sweetly of sex. Lais’ supposed tomb was still visible on the eastern edge of
Corinth in the time of Pausanias (2.2.4). kai qualifies TupPos. U’

. xpokw1 “is redolent of sweet-smelling saffron.” ¢wé + dative is unu-
sual with 8{w, which is typically accompanied by a genitive alone or as the
object of a preposition. knwevTL: a rare epic epithet, generally applied
to bedchambers (1l 3.382, Od. 15.99). éotelv: i.e. dotéov (cf. Leon.
AP7.480.1, Diosc. AP7.91.1); here, her skull. &ofBua Trvéouot: though
the language is not unusual of smells, the reference to breath suggests
continued life after death.

11-12[683-4] The lamentation of the gods lends Lais the status of a hero
like Achilles, mourned by the Nereids and Muses, or like Adonis (cf. Bion,
Ep. Ad. 25-7). &uufe wata “scratched” her face in grief (cf. Theocr.
6.14 kat& 8¢ xpda kardv &uuént); tmesis with anastrophe of the preverb (=
katapuée), a Homeric feature that contributes to the ennobling of Lais.
The second syllable of kat& is treated as heavy before p- as in Homer (e.g.
Il. 21.147). péBog: see 593n. Agpoyiveia: see 579n. yoepov
AUwv “choking out mournful sobs”; cf. Ar. Ach. 6go with Olson’s note.

13-14[685-6] “If she had not made her bed a common slave of profit,
Greece would have struggled for her sake, as for Helen.” ¢i & ou: the
Homeric use of ov rather than un in the protasis (e.g. Od. 2.274) suits the
reference to the Trojan War. Taywoiwvov: the evocation of Aphrodite
Mé&vdnuos, who was associated with prostitution (cf. Philemon, fr. §.8—9)
deflates the grandiose comparisons that precede: Lais is a common pros-
titute. 8oUAnv ... kép8eos: cf. Eur. Hec. 865 f xpnudTwv y&p 8oUAds éoTiv
f) TUXTS. ¢oxe mwoévov: an epic collocation (Od. 8.529, 13.423).

CXXVI. Antipater of Sidon AP 7.427 (32 GP)

An attempt to interpret the meaning of nine knucklebones on a stele.
The epigram, transmitted as part of a sequence by Antipater on similar
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themes (cf. AP 7.428-6), reworks Leon. AP 7.422, in which the tomb is
marked by a single knucklebone thrown on the least valuable roll, called
Chios. It does so through a “window” rewriting of Alc. AP 7.429, which
shares Leonidas as a model (cf. Gutzwiller 1gg8a: 267-71). In Leonidas
the speaker, addressing the dead man by name in familiar terms (4
wyabé), contemplates two obvious (cf. g éoikev) and literal explanations
about the dead man'’s ethnicity and about his gaming habits, but rejects
them in favor of the less obvious conclusion that the man died while
drunk on Chian wine. Alcaeus deliberates between two ways of under-
standing a double phi as a symbol for the deceased’s name; he first spec-
ulates that it could be understood as a mathematical representation for
the name Chilias (¢9 = 500 + 500) but then changes his mind and con-
cludes that it is a rebus (i.e. a representation of a word by symbols) for
Pheidis (i.e. ¢¢t 8is); the poem ends with praise for the creator of the
riddle.

Antipater combines elements from both poems. His speaker explicitdy
observes that the monument lacks an inscription, and like Alcaeus’, he
knows nothing about the deceased; he similarly concludes by praising
the conceit of the monument. He draws the theme of gambling from
Leonidas, but his speaker’s interpretation follows a different course: he
first canvasses an allegorical reading in which knucklebone-throws signify
the vanity of power and youth, but he ultimately arrives at a literal one in
which the symbols provide the basic information expected of an epitaph.
In the final couplet, however, the tomb’s symbolism adds a further meta-
phorical dimension in which the knucklebones suggest the randomness
of human fate.

The epigram gives voice to the act of interpreting a monument and ver-
balizes the process involved in making sense of an epigram. The speaker,
a passerby looking to identify the deceased by reading an inscription,
must instead interpret non-verbal symbols; that these are paradoxically
represented as engaging in speech reflects the mediation of the narrator
who describes them. Goldhill (1994: 199-201) suggests that the poem
analogizes the randomness of human fate, the throwing of knucklebones,
and the process of reading and interpreting symbols, “aleatory all.” Such
an interpretation overstates the randomness of the speaker’s interpreta-
tion: though his first, allegorical, suggestion is plausible in the abstract,
he ultimately opts for one that reflects his understanding of generic
expectations.

1[687] & . .. vixuv “Come, let me see what corpse this gravestone holds.”
The speaker initially imagines that he will be able to identify the deceased
by inspecting the writing on the grave. oT&Aa . .. Exsi is a variation of
the more common usage with the tomb as subject. The stele holds the
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deceased in the sense that it would ordinarily contain his name; there is
no need to emend to pel.

2[688] The surface point is that the tomb bears no inscription (yp&uua:;
cf. Euph. 566), but the line plays on Alc. AP%7.429.2, where a double phi,
“the only letter” inscribed on the stone (8i1codx1 el poivov ypdpuua AéAoyxe
Aifos), is what the speaker must interpret. UtrepBe AiBou is inspired by
Leonidas’ Utép Aifou but appears to have the unusual sense “on the face
of the stone” rather than “above” it.

3[689] &orpayé&hous: knucklebones are commonly found in Greek
tombs and were associated with the dead; cf. 84, Kurke 1999: 288-
go. wewmoTas “fallen” (i.e. “thrown”); epic perfect participle of
mimtw. The word is as appropriate to dead bodies (e.g. Od. 22.384) as to
dice and anticipates the analogy established in 13-14. Triocupes: gam-
bling with four knucklebones was standard Roman practice; the evidence
from the classical and early Hellenistic periods suggests that it was usual
for Greeks to gamble with five (Kidd 2017a).

4[690] AAefavspou . . . Pédov: nothing is known about the throw called
“Alexander” (cf. Hsch. a2869), though it must have had a high value.

4-6[690—2] papTupéouat ... pavus: forensic language casting the speaker
as a juror making sense of testimony. oi 8¢ i.e. a second group of
four knucklebones. TO T& vedTaTtos ipaAikos &vbos “the flower of
late youth,” a rewriting of the common véov &vBos fipns and a gloss on
the name of the throw, “Ephebe,” which is otherwise unknown. égfjAg,
elsewhere unattested in literature, anticipates the prefix of ¢pnpov. eig

. &paupdéTepov “one, the Chios, announces a less distinguished out-
come.” Chios was the name of the lowest-valued face, worth a single point;
because of the shape of the knucklebone, it was also least likely to be
thrown, and thus particularly unlucky.

7—8[693—4] For the tomb as a messenger, cf. 259—60on. The symbols “speak”
in elevated language. &yyéMovTi: Doric third-person plural present
indicative. 6 ox&rrrpoiot peyauxns “‘grandiose in his royal power”; the
speaker initially suspects a reference to Alexander the Great. f8aAAwv
fPar: cf. Pi. fr. 171.1 kot& pév pida Téxkv' Emepuev B&AovTas fifal. Téppa
... Exe1 “ends in naught”; cf. Eur. Hec. 622 g és 16 undiv fikopev, Hdt. 1.82.1
7 & NueTépn eUudaipovin . . . &wéppITTal €5 TO UNOEV.

9-10[695-6] are modeled on Leon. AP 7.422.5—6 “Or are these guesses
not even close? . . . yes, I believe, with this one we’ve come close” () T& pév
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oUdt oUveyyus: . . . vai Bokéw, Tde Tpoonyyicapev). The metaphor of the
interpreter as archer shooting straight at his target picks up and reverses
the Pindaric image of the poet as bowman, as at Olymp. 2.83-5, where
Pindar claims to be shooting arrows which speak to those who understand
but generally need interpreters. Kpntaiels . . . éioroPohros: Cretan
archers and their bows were famous. The rare noun dicTopdéAos sets up a
contrast between the speaker’s straight shot and the gambler’s random
throw (poénov; cf. Leon. AP %7.422.4 wAeicTofSA0s).

11-12[697-8] The speaker’s revised interpretation takes the form of an
epitaph providing the identifying information he sought at the begin-

ning of the poem. ns: see gI—2n. Asdoyxws: the verb appears in
epitaphs (cf. Alc. AP 7.429.2, Euph. 566), but here the implication of
chance is particularly appropriate. @Aet’ év &hkian: the speaker uses

the conventional language of epitaph; cf. CEG 662a.2 év fihikiar rvedp’ [A]
1rev ProTou.

13-14[699—700] “How well did someone say with unspeaking knuckle-
bones the (idea of) the young man dead at random and life’s breath
gambled!” A reworking of Alc. AP 77.429.9—-10 aiveTds oUk 8100010 Kapcov
afviypa TUTO10, | Péyyos piv EuveTols &uvétors & EpePos, with a form typical
of ecphrastic epigrams in which a viewer praises the creation of a realistic
image (e.g. Leon. APl 182.5-6). &xprta: probably implying the arbi-
trariness of fate, though the ambiguity of the word, whose senses include
“without judgment,” “at random” (cf. Theodoridas AP 7.489.1) or “in a
way that it is impossible to judge,” “uncertain” (e.g. Thuc. 4.20.2, Arist.
Meteo. 361b30), ironically undercuts the speaker’s confidence in his inter-
pretation; cf. Goldhill 1994: 200. GP suggest “rashly,” but see next n. The
word plays by sound (though not prosody) on Leonidas’ speculation that
the deceased marked by the Chios throw has died &v &xpfjtwi, “drunk on
unmixed wine.” kuBeubiv refers broadly to gambling without any refer-
ence to a particular game; cf. Kidd 201b. The point is probably that life is
generally like a game of chance (cf. Alexis fr. g5 To10UT0 76 {fjv é0TIV doTEP
oi kUpor with Arnott’s n.; adesp. epica fr. 4.9-13, p. 79 Powell) rather than
that the deceased has engaged in particularly risky behavior. Tvelpa
is occasionally so used in inscriptional epitaphs; e.g. CEG 662a.2, 646.2
Tvedpa Atroloa. a@pléiykTwv ... &oTpaydiwv: unlike Alcaeus’ symbols,
whose interpretation depends on their pronunciation (see introductory
n.), Antipater’s are silent. eimé mis: cf. 247. The expression encom-
passes both the monument’s creator and the speaker who has interpreted
it in words, to whom the mask of anonymity has shifted now that the hon-
orand has been identified.
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CXXVII. Antipater of Sidon AP 9.720 (36 GP)

On Myron’s cow; for the theme, cf. xxx introductory n. This and the
following four epigrams appear in the Anthology as a sequence, proba-
bly deriving, via Meleager’s anthology, from a collection of Antipater’s
epigrams; AP g.728, ascribed to “Antipater” without ethnic and separ-
ated from the others by three anonymous epigrams, may originally have
belonged to the same group (cf. Guuzwiller 1998a: 247-r0, Argentieri
2003: 140-2). Unlike Posidippus’ &vdpiavromouk& (cf. pp. 182-3), which
produce the effect of passing through an epigrammatic gallery of differ-
ent sculptures, Antipater’s sequence treats a single work from different
perspectives (cf. Gutzwiller 1998a: 246-50, Squire 2010). In each epi-
gram, the relationship of the speaker to his addressee is unique. Individual
poems develop and vary themes introduced earlier in the sequence. The
first is the most closely modeled on Leonidas’ epigram on the cow (xxx),
and imagines that a living cow has been captured by the artist; the fourth
picks up that idea, but represents the stone and metal that constrain the
representation as independent from the artist. Similarly, in the second,
the cow advises a calf that the artist has not endowed it with milk, but in
the third, the speaker imagines that the statue nurses a calf. As a group,
the poems explore the mimetic capacities and limitations of art, including
sculpture and epigram.

The first poem plays with the contrafactual form of ecphrastic epigrams
that claim that a representation would have fully captured its subject if a
feature such as a voice had been added (cf. 92). Here, by contrast, the art-
ist’s activity is all that prevents the cow, here endowed with a voice, from
joining the herd. As in the Leonidean model, the artist’s role is to affix
the speaker to a base, but unlike that poem, this epigram leaves unstated
whether he was involved in the creation of the image in the first place.

2[702] The hemistichs are symmetrical, with &\Acig picked up by Bouaciv
and the verb vepépav by its subject d&paiis.

CXXVIII. Antipater of Sidon AP 9.721 (37 GP)

Myron’s cow addresses a confused calf; cf. cxxvir introductory n. The
poem emphasizes art’s ability to deceive and its limitations: art has not
given the cow milk. In asking why the calf approaches and moos, the cow
resembles the speakers of epitaphs for misanthropes who urge passersby
to move on in silence. At the same time, the poem places the calf in the
position of a viewer of art, and its mooing replaces expressions of aes-
thetic appreciation in ecphrastic contexts.
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1[’703] és 8¢ Ti: Jacobs’ emendation of transmitted TiwTe avoids a violation
of Naeke’s Law (Introduction section 4h[i]).

2[704] palois: cf. 106n. pooToV. évébnke: the verb is used of Hephaestus
forming scenes on the shield of Achilles (/I 18.541, 550, 561, 607 &v &
£Tife1).

CXXIX. Antipater of Sidon AP 9.722 (38 GP)

The speaker urges a cowherd not to disturb the cow, who is or will soon be
nursing (cf. 2n.). That the reference is to Myron’s statue (Cxxvi1I introduc-
tory n.) emerges only from the poem’s position in the series. Otherwise, it
appears to be a piece of advice from one herdsman to another. The poem
casts as a reality what the preceding epigram represented as impossible,
but the implication that the sculpture has transcended the limitations
of its material form is undercut by the evocation of epitaphs for misan-
thropes. That the heifer takes the place occupied in those poems by the
tomb suggests its artificiality.

1[’705] PougoppPé: a rare word, principally attested in Euripides before the
Hellenistic period (cf. EL 252, IT 237, 265, 462). Tapépxeo evokes
addresses to passersby in epitaphs.

2[706] oupiodms: if correct, a rare example of a present subjunctive
used prohibitively, but this like most other instances is easily amended
(e.g. Eur. JA 1143 with Stockert’s note), and Boissonade’s oupiénis may
be right. UtrexdéxeTanr “is receiving.” GP prefer P’s &mex8éxetan, “is
awaiting,” on the grounds that Myron did not sculpt a calf, but this is
hyperrealistic.

CXXX. Antipater of Sidon AP 9.723 (39 GP)

On Myron’s cow, who would be pasturing if not bound to the stone. The
epigram shares the theme of cxxvil but here represents the physical
media that constrain it as at odds with the artist, thus ignoring the reality
that it was he who attached it to the stone.

1[7707] & péMpos: molten lead poured through holes in the feet of bronze
statues secured them to their bases; cf. Mattusch 19g6. KaTéxer is com-
monly used of the earth containing the body of the deceased in epitaphs
(e.g. 670). giveka ... oeU: i.e. “as a result of your work.” The protasis &i
8¢ p1, 1.e. if the lead did not constrain the statue, is implied.
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2[708] mA&ora: see 423n. AwTov kai Bpuov “clover and rush,” recall-
ing the plants burned by the banks of the Scamander at Il. 21.351 xaieTo
Bt AwTOs Te 18¢ Bpuov 1)B¢ kUTTEIpOV.

CXXXI. Antipater of Sidon AP 9.724 (40 GP)

On Myron’s cow; cf. cxxvir introductory n. The epigram reworks Erinna
xXI, where the point is that the absence of a voice distinguishes repre-
sentation from reality. The viewer here suspects that this limitation will
be transcended; the idea that the cow will moo varies the motif in which
a representation of a human seems about to speak (cf. 49—50, 417-19).

1[709] & 8&ualis . . . puknoetai: cf. Herodas 4.92-g ToUpyov, | Zpeis, AaAfioer.

2[710] oUxi povos: sc. TA&GTTEL mwA&TTeas: the verb is a technical term
for the formation of the mold used to craft a statue, but it may also denote
the creation of a fiction (LSJ v). -t1-is a feature of Attic. Mupwv: the
name, postponed to final position, may in context evoke the sound of a
cow lowing (cf. Phld. On Poems 1.106.8, on puxkdopor as onomatopoeic)
and thus effects the vocalization that the speaker anticipates; cf. Squire
2010: 612.

PHANIAS

Almost nothing is known about the life of Phanias, whose work was
included in Meleager’s Garland (cf. AP 4.1.54), though his use of an
apparently Latin word (Ath. 2.56a, Pliny, NH 12.130, 15.6) for olive,
dputrra (Greek dpumetrs), suggests a date in the second century. The
lemma of one poem calls him a ypappatikés. One of the eight extant epi-
grams is an erotic exhortation, modeled on poems such as cxx11, another
a cenotaph; but the majority are dedicatory or para-dedicatory. Like the
epigrams of Leonidas, these are characterized by their use of difficult,
elaborate language, including many novel compound adjectives and rare
nouns, to describe humble objects.

CXXXII. Phanias AP 6.307 (7 GP)

On a barber who has given up his trade to pursue Epicureanism, only to
fail at philosophy. The poem seems initially to be one of the numerous
epigrams (many by Leonidas) in which the dedications of professional
implements by simple working people on the occasion of their retire-
ment are described in elaborate, metaphorical language. At the halfway
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point of the poem, however, the language becomes more straightfor-
ward, as the speaker reports that the barber has almost starved and thus
returned to his trade. Beyond ridiculing the barber’s failure as a phil-
osopher, the poem pokes fun at Epicureanism. The Garden was open to
people of any social standing, and the point is that although life there
initially seems attractive for a humble tradesman, its crushing poverty
(cf. 1n.) proves intolerable: the epigram thus undercuts the Epicurean
dictum “cheerful poverty is an honorable thing” (Sen. Ep. 2.6). In an-
tiquity, Epicureanism was caricatured by its critics as being excessively
interested in gourmandizing, but here its adherents cannot even gather
enough food to survive.

1[7711] EvUyafns Aambavés: whether Ebydbng is an otherwise unattested
proper name (as printed here) or a predicative adjective (cf. Eur. HF
792) having adverbial force (“gladly”), the word suggests a happy dis-
position appropriate to a man abandoning his trade in order to reside
with Epicurus. So, too, Aam8avés could be understood as a novel adjective
or an unattested proper name, but in either case it is probably to be read
as a combination of intensifying Aa- (“very”; cf. Ar. Ach. 220 AaxpaTeidm
with Olson’s note) and mBavés (“credulous”; cf. LS] m); the result-
ing sense, “excessively credulous,” is appropriate for a naive would-be
philosopher. toowTpida “mirror,” a unique variant of éocomwTpov/
k&roTrTpov. ¢1Aibeipov: only here; presumably the owddv is “fond of
hair” in the sense that it catches it as it falls, but the precise point of the
word, one of Phanias’ several novel adjectives in giA-, is less important
than the elevated tone it produces.

2[712] owséva: a napkin placed around the customer’s neck and shoul-
ders to catch the cut hair. TreTdoov pépoos Utrofupiov: a felt cloth cut
by the frugal barber from a broad-brimmed hat, apparently to be used as
a mat for the razor. ¢&poos, “fragment, piece” (e.g. Jos. Ant. Jud. 3.126),
is generally rare in verse (Nic. Ther. 664) but a favorite of Phanias (cf. AP
6.297.2, 299.1). The hapax ¥mrofupilos seems to mean “under the razor,”
though it could mean “sheared with a razor,” like wé§upos.

3[713] yhxTpav SovaxiTv: a brush or comb with bristles made from reeds;
elsewhere a yfxTpa is a curry comb for grooming horses (e.g. Eur. Hipp.
1174). &mimruoe “rejected” (LS] 2), instead of the expected verb of dedi-
cation. MroxwTrovs “without handles,” a novel coinage; Miwokémrous
“which have stopped cutting,” is possible.



266 COMMENTARY: CXXXII, 714-18; SAM (1) US

4['714] eaoyavidas “shears,” not elsewhere; probably a neologism created
on the analogy of the ordinary term for a barber’s shears, payopides (cf.
Eup. fr. 300). Tous ouldvuxas oTévuxas “points that rob the nails”; a
stylistically elevated, riddling periphrasis for some ordinary object, per-
haps picks for cleaning the fingernails. The novel adjective creates a jingle
with oT1évug, a very rare poetic noun (Eur. Cycl. 401, A.R. 4.1679, Lyc. Alex.
486, 795, 1181), denoting anything with a sharp end, including fingertips
(Hsch. o1927).

5l715] E&mwrTuce: i.e. &mémTuoe; it is common in Greek and other Indo-
European languages for compounded verbs to be followed by the sim-
plex with the same force as the compound (Watkins 196+, Renehan 1976:
11-27). yahidas . .. 8povov: the end of the list of barber’s implements
is more straightforward and unadorned than what precedes. A yo)is is
a knife used for grooming (Poll. 2.32, 10.140), a 6pdvos a barber’s chair
(Alciphron g.30.2).

5—6[715-16] 'Emikoupou | koupeiov: the pun depends on the possibility
of understanding ’Ewi-koupos as “after (being) a barber.” &Aato (<
&\opan) suggests a hasty, metaphorical leap into a new life. KNTroAdyos
“a garden-picker”: as a student in Epicurus’ Garden (D.L. 10.10), he will
live by gathering its produce; picking fruits and vegetables replaces his
previous work as a haircutter.

7[717] Mpas fikouev Strws Svos: i.e. “he understood as much as an ass
listening to odes,” a proverbial expression to denote uneducated people
(Diogen. vi1 33, Crat. fr. 247, Eup. fr. 2779 with Olson’s note, Men. Mis.
2906, fr. 418).

8[718] AMpoowv “starving,” a prosaic verb that deromanticizes the pov-
erty of the Garden. otépfe: in pointed contrast to his earlier abhor-
rence (&mwémwTuce). TaMivdpopiav: despite his failure as a philosopher,
the barber makes a wise choice by returning to his former career (cf.
[Luc.] Asin. 18 waAwvdpopficat udAAov i kakéds Spapeiv); whether or not there
is a more specific reference to a philosophical precept, the language may
evoke the metaphorical use of maAhvSpop- to denote intellectual activity
(e.g. Philopon. in Arist. Analyt. post. p. 26.13—14 Wallies &i y&p &mwd ToU

> ~ 2 \ \ W (2
aiTiaToU éri Té adTiov TTaAlvdpopuficousy).

SAM(I)US

Meleager in the prefatory poem to his Garland mentions a poet called
Samius (AP 4.1.14), but AP 6.116 is ascribed to Samus (Simmius,
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implausibly, in PJ). Since that epigram purports to record a dedication
by Philip V, its author was probably the Samus who grew up with Philip,
produced a witty parody of Euripides at his expense (Polyb. 5.9.4), and
was later killed by him (Polyb. 2g.10.9): Meleager may be mistaken about
the name, or the text of AP 4.1.14 may be corrupt.

CXXXIII. Sam(i)us AP 6.116 (2 GP)

A dedication by Philip V to Heracles. The epigram engages with the
Antigonid connection to Heracles, from whom the royal family claimed
descent (cf. Edson 1934), and who had a temple in their native Beroea
(I.Beroia 3), where he was worshipped as a patron of hunting, a favorite
pastime of Macedonian royalty (cf. Polyb. §1.29.4-5). In the central coup-
let, the bull killed by Philip is said to have been “glorying in its hybris”
(UPpei kud16wvTa). That term is appropriate to the behavior of unruly
animals, but also has negative moral connotations (cf. aUxfevta in AP
6.114.3); the king is both a hunter and a civilizing force. The killing of the
unruly animal is thus analogous to his honorand Heracles’ labors, which
involved the killing or capture of monstrous creatures.

The stylized language includes two neologisms (tavapikos, Mwvuapdyas)
and the rare noun kp&vtwp; the verbs opévwum and avaivopen carry un-
usual metaphorical senses; the adjective Aeupds bears a meaning debated
by Homeric scholars; and several other words and phrases are modeled
on passages of early epic.

AP 6.114 deals with the same dedication of hide and horns by Philip.
There, C’s correction of P’s ToU a¥to¥ (sc. Simias, author of AP6.113) to
‘AudvTou has found favor (Cameron 19g3: 11-12, Gutzwiller 19g8a: 34-5),
but it remains possible that AP 6.114 too is by Sam(i)us. The epigrams
share several points of contact (cf. g, 4nn.) but do not cover the same
ground: 114 focuses on the horns, 116 on the hide; Heracles is addressed
by different epithets in each. Each describes the area of Mt Orbelus where
Philip killed the bull using a phrase found in Perses 197-8, where a dead
sailor lies “along the ankle” (ap& ogupév) of Lesbos, under a sea-washed
promontory (Umé wpémwodi). Whereas here the Kkilling of the bull is placed
“under a rough promontory of Orbelus” ("OppnAocio TpnxUv UTd TPdTOdG),
in 114 it occurs “beside the ankle of Orbelus” (COpPnAol Tap& ceupdv).
In both, the phrases in question occur in the same metrical position as
in Perses. The division of different phrases from a single poem between
two closely related poems is perhaps most easily explained if they are the
product of deliberate variation by a single poet.

1[7719] A chiastic line, beginning and ending with the divine recipient
(ooi) and the dedicator (®idiros) respectively, and with the demonstrative
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ToUto and predicate yépas framing a pair of vocatives. yipas: predi-
cate, “as an honor,” e.g. CEG 873.1 [T]apix yépas eikdva Tévde. AAxeida
Mwvapéyxe: Heracles was worshipped as patron of hunting in Macedonia
under the cult-title Kuvary{das (Edson 19g4: 228), but Samius here (cf.
AP 6.114.2 Apprrpuwviddar) avoids evoking any of his well-known big-
game hunting adventures, perhaps to avoid overshadowing Philip’s
accomplishment (contrast, e.g., LX1). The epithet Axkeidag (first at Hes.
Shield 112; cf. Call. h. 3.145, [Mosch.] 3.117) is explained as a reference
to Heracles’ mortal grandfather Alcaeus (2.4.5) or as the hero’s origi-
nal name ([Apollod.] 2.4.12). Miwapéyxos (only here) refers to one of
Heracles’ earliest adventures, his liberation of Thebes from the Minyae of
Orchomenos; cf. [Apollod.] 2.4.11, REVI1.483-4.

2[720] Tavaipuxou: the first element of the word, attested only here,
probably denotes the long distance over which the bull’s bellowing could
be heard (and thus its loudness), rather than its duration (cf. [Opp.] Oyn.
2.144 Tavanyéra “farechoing,” Q.S. 12.58 Tavaij &wi). Acupdv: prop-
erly “smooth,” “level,” but some ancient scholars apparently interpreted
it to mean “wide” in its unique Homeric occurrence, Od. 7.123 Aeupén &vi
xopwi. The poet may thus be engaging with a philological debate: either
meaning would be appropriate here, but “wide” augments the encomias-
tic point.

3[721] aiTols oUV xepaegon “together with its horns”; cf. HHAp. 148 adrois
ouv waideoon (also at line opening). More often, the comitative dative with
auTés is used without a preposition (Smyth §1525). UBpsi “wild behav-
ior”; cf. Hdt. 4.129.2 UBpifovTes dv ol dvol Erdpagoov THv Trrmov, Ael. NA
10.10 (of elephants) ToU okipT&v xai UBpilev ifovoim. Treating the noun
as trisyllabic avoids a violation of “Naeke’s Law” (cf. Introduction section
4h[i]). xubidwvTa: a variation of /I. 6.509 (of a horse).

4[7722] #oBeoev “killed”; cf. Leon. AP 7.295.8. The verb, which may refer
to drying liquids (LSJ 2), is picked up by the similar metaphorical use of
avaivopan (“dry up”) in 5. ‘'OppnAou: Mt Orbelus (mod. Lekani), on
the border between ancient Macedon and Thrace. TrpéTroda: cf. intro-
ductory n.

5-6[723-4] Dedicatory epigrams sometimes conclude by asking for divine
favor (e.g. CEG 761.3-4), but here the request adopts a stance commonly
taken by praise poets, who call attention to the danger that virtue and the
accomplishments it brings will attract the envy of the gods and thus lead
to misfortune (e.g. Pi. Oymp. 8.54-5, Pyth. 8.71-2, fr. g4a.8—9g wavTi &' i
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@B6vos avdpi keitan dpetds; cf. McGlew 19gg: 40-2). The envy of gods and
men alike is particularly a danger for royal houses, and the speaker’s wish
is that none fall on Philip for his success, so that the king and his fam-

ily may continue to increase Heracles’ glory in the future. aUaivoiTo
“dry up (and disappear)”; cf. above, 4n., Solon, fr. 4.35. Teov: i.e.
Heracles’. kU8og: contrast § kudidwvTa; the bull’s pride gives way to the

glory of the Antigonid house. pila . .. Huabias “family [LS] pila 11] of
the Beroean ruler of Emathia,” i.e. the Antigonid royal house. Emathia,
properly the region between the Haliacmon and Axius rivers (cf. Edson
1934), was sometimes understood as the original name for Macedonia
and is here a synecdoche for the kingdom as a whole (cf. Str. 7a.1.11,
Hsch. ng09-10). The adjective Bepoiaios identifies the kingdom as a whole
with the place of Philip’s birth, Beroea. kpavtopos “ruler”; elsewhere
only at Eur. Andr. 508. The reference must be to Philip himself, as at AP
6.114.5—6 moAUoABos | Huabis, & Toiwt kpaiveTan dyepodvi.

MELEAGER

Meleager was the editor of the Garland, which includes over 130 epigrams
attributed to him. In a series of fictive self-epitaphs, he claims that he was
born in Gadara, moved to Tyre, and spent his old age on Cos (729-30n.).
The observation of a lemmatist that he was contemporary with “the last
Seleucid” (Seleucus VI Epiphanes Nicator, reigned g6—g5) may be guess-
work, but roughly fits the likely date of his Garland, ca. 100-go (Cameron
1993: 49-56). In addition to epigrams, he wrote a Menippean satire called
Graces (728n., Ath. 4.157b), apparently including a discussion of the diet
of Homeric heroes; Athenaeus also mentions an unspecified work con-
taining a comparison of bean soup and lentil soup (4.157b) and a prose
work called Symposium (11.502c). He is called 6 kuvikés by Athenaeus, and
the rejection of national and ethnic difference in AP%7.417.4—5 is at least
consistent with a Cynic world-view.

Although the original structure of the Garland has been partially dis-
rupted by subsequent editors, it is clear that in it Meleager both juxta-
posed his compositions with their models and arranged his own poems
into meaningful groups. He thus showcases individual poems’ engage-
ment with their antecedents and with his other epigrams (cf. Introduction
section 5a, Gutzwiller 19g98b, Hoschele 200gb).

Meleager was a remarkably versatile poet. Though the majority of the
extant epigrams have erotic themes, they play in sophisticated ways with
the conventions of many other epigrammatic forms. So, too, they capture
complex emotional states with particular nuance and depth, sometimes
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transforming the tropes of Meleager’s predecessors in ways that suggest
deep emotion rather than ironic distance (cf. Garrison 1978: 71—93).

Meleager’s style is variable, and though he often uses relatively straight-
forward diction, he also writes in a more elevated register. Neologisms
are common, as are novel variations of familiar expressions. Though he
does not adhere to “Callimachean” metrical norms (cf. Introduction sec-
tion 4h[i]), his prosodic practice is more restrictive than his predeces-
sors’ (cf. Page 1969, Magnelli 2007: 180-3): he limits the shortening of
a final long vowel before a word beginning in a vowel (epic correption),
the lengthening by position (both before mute plus liquid and by the
addition of nu-movable), and the elision of -a1.

CXXXIV. Meleager AP 7.419 (4 GP)

An epitaph for himself. This is the last of a series of three closely related
autobiographical epitaphs by Meleager (AP 7.417-19); a fourth (AP
7.421) is a riddle in which he associates himself with Meleager the myth-
ical boar-hunter. The present epigram and the two preceding it tell his
literary autobiography and trace his movement from the Greek cultural
margins in Syria to Cos (cf. Gutzwiller 1998b, Hoschele 200ga). Together,
they form a thematically and verbally unified group in which the individ-
ual poems provide complementary information. AP 7.417 recounts the
poet’s birth in Gadara and upbringing in Tyre and concludes by focus-
ing on his literary activity in old age; in that poem, Meleager defends his
Syrian identity by noting that all share a common cosmos, and “affirms
the possibility of being Greek notwithstanding one’s origins” (Hoschele
2009a). AP 7.418 mentions Gadara and Tyre and adds that late in life
Meleager became a citizen of Cos; it concludes by focusing on the favor
the Muses bestowed on him in his youth. The present epigram illustrates
the ecumenism of the first by casting the poet as a friendly man capable
of addressing his audience in the various languages of the places he has
lived. The trilingual greeting of the final couplet perhaps gestures at bilin-
gual Greek-Semitic inscriptions throughout the Greek-speaking world,
including on Cos (cf. Fraser 1970, Stager 2005); in any case, it reflects
the experience of people in areas where different ethnic groups live in
close proximity.

1-2[%725-6] The lines evoke Leon. 135-6, but treat the deceased as an
approachable, pious man rather than as an indiscriminately angry wasp
whom passersby must not wake. arpipas “without fear”; contrast
135-6n. Tap  evoePéoiv: as often in epigram the deceased is treated
as residing in a privileged part of the Underworld (e.g. Call. Epigr. 10.4,
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IMEGR 3.4). Here Meleager’s piety explains (y&p) the preceding reassur-
ance. 6 TrpéoPus: see 4I17—19n. £USe1 ko1unBeis: pleonastic. UTTvov
égeidduevov: the representation of death as a debt is borrowed from Call.
Epigr. 16.3—4 1 8° &mwoPpiler | 2v8&8e Tév Téoaus Urvov deeiddpevov; the univer-
sality of the obligation is here left implicit. Meleager rarely ends a pentam-
eter without a sense-pause; enjambment of the poet’s name lends it special
emphasis.

3—4[727-8] 6 ... Xé&piow “who sewed together bittersweet Eros and the
Muses with the amusing Graces.” The image is probably that of joining
cloth or yarn, as apparently at Eur. Or. 1435, the other ancient attesta-
tion of ouoTtoAi{w. The verb then evokes the common representation of
composition as weaving or sewing. The phrase looks back to ocUv MoUoaig
.. . | Tp&dTa Memrreios cuvTpoydoas Xépiow in the same relative position
in AP 7.417, where X&piow refers to Meleager’s prose Graces; cf. Mel. AP
7.421.18—14 Moioav "EpwTt | kai X&pitas cogiav els piav fipudoao, where
xapitas suggests both the title and the quality of Meleager’s verse (cf.
Gutzwiller 1998b). iAapais . . . X&piow is a programmatic assertion of the
poet’s lighthearted approach to lovesickness. yAukuSakpuv: a varia-
tion (cf. Mel. AP 5.177.3) of Sappho’s epithet for Eros, yAukumxkpos (fr.
130.1—-2), which Meleager takes to mean that the pain of love also brings
pleasure; cf. 511—-12n., Asclep. 19.3—4 with Sens’s note.

5—6[729—30] The couplet refers serially to the stages of life from
youth (8eémars) to manhood (fivdpwoe) and old age (mwpéoPuv
EynpoTPOPEL). 8eoTrans: a rare adjective, usually meaning “child of a
goddess” (cf. iep&; Archestr. fr. 46.2 with Olson-Sens’ note, Herodicus
SH 494.6 6e6mwons Bapurcov), but here perhaps suggesting “having god-
like boys” (compare CEG 680.5 1&v &BpéTanda waTtpav) and gesturing at
Meleager’s own childhood; cf. Mel. AP 12.56.7-8 (of an attractive boy)
SABioTn MepdTrav lepd oS & Bedmanda | kawdv “EpwTa véwv Bpéyev Upayepdva,
where again both senses are open. fivdpwoe “made a man.” iep&
x8wv: unlike many Hellenistic poets, Meleager does not require a hexam-
eter ending in a monosyllable to have bucolic diaeresis. K&s 8 épath
Mepérewv: the island’s name is said to have derived from Cos, daughter of
the earthborn Merops (Steph. Byz. x315), and the Coans were sometimes
called Meropes. The mythological background facilitates the personifica-
tion of the island as a young woman caring for Meleager in his old age.

7—-8[731-2] These lines expand on the conventional request that the pas-
serby bid the tomb or the deceased “farewell” (e.g. GVI 1342-52) by imag-
ining that he might speak not just Greek but Aramaic and Phoenician
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as well. In linking ethnicity strictly to language, Meleager ignores the
possibility of multilingualism, even as he performs it; cf. Andrade 2014:
gor—7. The friendliness of the speaker here forms a frame with the open-
ing couplet (cf. 1-2n.). ¢i ... Zupos: the phrase resonates against
Meleager’s defense of his Syrian background at AP 7.417.5-6, where he
asserts that the universe is the shared fatherland of all people. That pas-
sage (cf. Zenod. AP7.117.6 &l 8¢ w&tpa Poivicoa, Tis 6 pBbvos:) has its back-
ground in Asclep. 5.3—4 Sens &i 8¢ uéhawva, Ti ToUTo;, where the speaker
rejects skin color as a criterion for beauty. vaidios: no such greeting is
attested in Phoenician inscriptions, and the word may be corrupt; cf. Luz
1988. T6 &' auTé @paoov “respond in kind,” by wishing me well in your
native language.

CXXXV. Meleager AP 7.196 (13 GP)

On the song of a cicada in a locus amoenus. The epigram draws on mod-
els from several genres, including Hesiodic didactic, but it particularly
evokes the bucolic landscape. It reverses the more usual representation of
the singer as a metaphorical cicada (e.g. Call. fr. 1.33-5) by treating the
insect’s song in terms usually applied to human musicians; the qualities
with which it is endowed, including novelty and playfulness, are among
those which Hellenistic poets attribute to their own compositions. The
poem falls into two four-line halves, each containing a direct address to
the insect; the first address introduces a narrative, the second a request
for the production of a novel song.

1-4[733-6] The lines rework the temporal clause defining summer at
Hes. Shield 393-8 (cf. WD 582—4) “when the dark-winged (xuavémTepos),
resounding cicada (AxéTa TéTTIE), sitting on a green branch (yAoepés . . . |
8w épelopevos), begins to sing the summer [i.e. summer’s song] for men,
the cicada to whom delicate dew is food and drink (& Te wéois xai Bpddois
8jAus éépon), and it pours forth its song throughout the morning and day,
in the most terrible heat, when Sirius dries the skin.” The cicada’s song
is characterized as an ode (péhiopa AUpas) and described with elaborate
compound adjectives that evoke the stylistic register of lyric, though there
are also words from a technical, scientific register; the multiple allitera-
tions (uéAtels poloav, TeT&AOIS TTPlovddeot, kKA&(e1s xpwTi) perhaps elevate the
tone. &xneis: a variation of the usual epithet of cicadas, fixétns, which was
sometimes used as a noun (e.g. Ar. Peace 1159, Birds 1095). Spooepais
. . . uebuobeis “drunk on dewdrops.” Cicadas were thought to feed on dew
(e.g. Call. fr. 1.33-5). The phrase evokes the Hellenistic debate about
whether wine or water is a better source for poetry (cf. Nicaenetus AP
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18.29 = Asclep. *47 with Sens’s n.), but conflates the two ideas by repre-
senting the insect as inebriated on water; cf. Antipater Thess. AP g.g2.1.
For dew as a source of poetic inspiration, cf. Hes. Th. 83—4 with West’s
note. aypovépav “living in the countryside”; the adjective elsewhere
has two terminations. poloav “song” (LS] 11). tpnpoAddov “chatter-
ing in isolation”; a novel word. Though in reality cicadas usually sing in cho-
ruses, the insect is depicted as an isolated, rustic poet like Hesiod and some
bucolic singers. &xpa: adverbial, “atop.” tpelopevos TeTdAois: the
participle is drawn from the Hesiodic models (above), the noun from Alc.
fr. 847.1 &xer &' &k werdAwy &dea TéTTE, itself part of an extended rewriting
of WD 582-8. Trprovwdeon xwdoag: in fact, cicadas stridulate via a mem-
brane on their bodies, and not with their legs, but such misrepresentations
are not unusual; cf. Hes. WD 584 with West’s note. mpiovadng, “serrated,”
belongs to the technical language of biological descriptions (Clytus FGrH
490F 1, Ar. Birds 1138, Z Nic. Ther. 71); the short iota of its firstelement is
a Hellenistic innovation (Leon. AP 6.204.2, Nic. Ther. 52). aibiom ...
xpwT “dark skin,” a variation of Hes. Shield 393 kvavémrrepos. péliopa:
first attested as a synonym for péAos in the bucolic corpus (Theocr. 14.31,
[20].28, [Mosch.] 3.55, 92), where the verb from which it derives, peAiodw,
is programmatic for the singing of herdsmen and the sympathetic sounds
of nature (cf. Theocr. 1.2 with Hunter’s note).

5[737] eilos: see g41-2n.

5—6[737-8] m viov ... | Traiyviov: a reworking of Lxx, where Hedylus
urges drinking as a way to produce novel poetry (m véov), the product of
play (waile: cf. Thgn. 567, Ion fr. 27.7, Sens 2016: 2g30-1). SevBpwrbeon
Nuugais “tree-nymphs”; the adjective more often means “wooded” or
“treelike,” but cf. Lyc. Alex. 830 8evphdns kA&dos “tree branch.” The
Nymphs rather than the Muses are regularly represented as the inspir-
ers of pastoral poetry (e.g. Theocr. 7.148). avtundov TMavi “singing
in response to Pan” (cf. Ar. Thesm. 1059). The exchange of song was a
conventional feature of bucolic poetry; here the cicada’s song is in coun-
terpoint to that of Pan, the inventor of the syrinx. xpéxwv xéAadov: the
alliteration captures the raucous sound of the insect.

7-8(739—-40] “so that, having escaped Eros, I may hunt midday sleep,
reclining beneath a shady plane tree.” The opposition between the calm
of the locus amoenus, of which the singing of cicadas is a conventional fea-
ture (e.g. Pl. Phaedr. 230c, Theocr. 7.139), and the erotic turmoil experi-
enced by its residents is a bucolic commonplace. PUYOV . .. UTrvov
&ypevow: perhaps reversing the recommendation that threshers gedyew 16
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pecappvov Utrvov at Theocr. 10.48, where 16 pecauppvov is adverbial. The
expression plays on the more common depiction of Love or the lover as
a hunter; cf. 299n. peonuppvov: noon was the conventional time for
encounters with gods and a moment when the silence of other animals
made the cicada’s song prominent (cf. Ar. Birds 10956, Pl. Phaedr. 258d-
9a, Aristophon, fr. 10.6-7). UTrd oxiepdt . . . TAaTavwi: the plane tree
is a feature of the locus amoenus at Pl. Phaedr. 229a—g0b, and is common
in subsequent idealized landscapes; cf. Hermocr. AP/ 11.1 Uwd okiepav
TAGTOQVOV.

CXXXVI. Meleager AP 5.176 (6 GP)

A reflection on the nature of Eros. Some of the wit resides in the emo-
tional self-indulgence of the speaker, who is made to repeat verbatim
his opening exclamation about the cruelty of Eros even as he insists that
such repetition is counterproductive; the implication is perhaps that he
enjoys wallowing in the pain caused by Eros. At the same time, the empha-
sis placed on the futility of such complaints amounts to a playfully self-
reflexive comment about the frequency and conventionality of similar
lovesickness in epigram.

The epigram plays on the ambiguous status of Eros in poetry. Initially,
the speaker adopts the traditional epigrammatic conception of the god as
a young child, but ultimately treats him as embodied fire. The transforma-
tion enacts the process of growth that the speaker describes in the second
couplet (TpépeTan); cf. 5—6n.

1-2[741-2] Indignant complaints (oxetAiaopoi) about Eros’ cruelty were
a topos in Hellenistic epigram and other Greek poetry (cf. §3—4, LXXXVI,
Thgn. 1231, A.R. 4.445—7). The heavy alliteration of m reinforces the idea
of repetition. 8ewvog . .. davos: the epanadiplosis reflects exasperation
and enacts the repetition that the speaker is describing. Ti 5¢ TrAéov:
see 61n. The question resonates against epigrams in which the speaker
wonders what benefit Eros will receive from harming him; here, it is the
speaker who gains nothing.

3[743] yeAéu: like his mother Aphrodite (e.g. HHAphr. 49), Eros often
laughs derisively at his victims (e.g. A.R. 3.124, 129, 286).

3-4[743—-4] Tuxva kaxiobeis | i8eTar “he enjoys being reviled repeatedly,”
as he just has been by the speaker. With few exceptions, Meleager restricts
the shortening of a final long syllable before an initial vowel to words
ending at the bucolic diaeresis or, as in the case of f5eTay, to trisyllabic
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words in the first foot. AoiSopa “abusive words.” xai TpipeTar: i.e.
“he even grows,” playing on the representation of the god as a living boy.

5-6[745-6] A reformulation of the fopos that Eros burns his victims, and
of the paradox that the fire of love can be generated from Aphrodite, a
goddess traditionally associated with the sea; cf. Asclep. *36.3—4 (= Pos.
*128 AB) with Sens’s note. Though the speaker emphasizes the truth of
his genealogy (&pa: cf. Denniston g7-8), Eros’ parentage was debated:
cf., e.g., Antag. fr. 1, who claims not to know whether the god was born
“under the seas of wide Ocean” or is the son of Aphrodite, Earth, or the
Winds. That Aphrodite was his mother was conventional in Hellenistic
epigram (e.g. Asclep. 21 Sens), but here his personification as fire created
from water evokes cosmogonies in which these were primordial elements
and so hints at an alternative version of the god’s place in the develop-
ment of the universe. falpa . . . was: cf. 433. Despite his alleged
condition, the speaker is composed enough to express amazement at a
paradox. 81& yAauxoio ... é§ UypoU “appearing through the grey wave
you bore fire from moisture.” Genitives ending in -oto are relatively rare in
Meleager: yAaukoio lends an epic flavor that suits the content. ypol may
readily be understood as a neuter substantive (“moisture”; LS] a2), but
kUgpatos could be understood with both prepositional phrases.

CXXXVII. Meleager AP 5.192 (57 GP)

Praise for an attractive woman. The poem combines the conventional
funerary address to the passing &évos with the ecphrastic topos in which
the speaker imagines the verbal response to seeing an object; though
their chronology is not certain, poems in which someone speculates that
an artist has seen Aphrodite naked may lie in the background (cf., e.g.,
“Plato” APl 160.4, adesp. APl 162, 168). Here, the subject is a woman
about whom the speaker shares privileged information, but the imagined
response involves a pun dependent on the idea that a letter in her name
could be changed to another one of similar shape; the “ecphrastic”
response thus assimilates the viewing and the reading of letters, as one
would on a stone inscribed with her name.

1[747] fiv éoidms ... enoas: cf. 495-6n. ¢pels. KaAAioTiov: a speaking
name, suggesting the woman’s superior beauty (i.e. she is kaAAoTn).

2[748]“The double letter of the Syracusans has been changed.” The symbol
in question is X, which was used in different alphabets to represent either
the aspirated velar stop (ch?) or the “double” consonant representing the
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combination of velar and sibilant (xz). SirAoUv here refers to the latter use
(the proper adjective for “aspirated” being dacus), but the joke depends
on the former: seeing KoAAioTiov naked, one would think that her name
was actually KeAAioxiov, i.e. “with attractive hips.” The joke is facilitated by
the graphic similarity of x and T in some old scripts. Zupnkooiwv: per-
haps a reference to the view that the Syracusan comic poet Epicharmus
was responsible for the introduction of X into the Greek alphabet (Arist.
fr. o1 Rose ap. Pliny, NH 7.192; cf. Willi 2013: 139).

CXXXVIII. Meleager AP 12.52 (81 GP)

The speaker wishes to become a dolphin in order to convey his beloved
safely on a sea voyage. The poem is a version of what came to be called
a wpomeptTikév (cf. Men. Rh. pp. 395.1-399.10 Spengel), in which the
speaker wishes that someone departing on a journey might arrive safely;
in the Hellenistic period, several of these have an overtly erotic flavor (cf.
Erinna, SH 404, Call. fr. 400 = AP 1g.10, Theocr. 7.52-6). The conclusion
incorporates another erotic topos, in which the speaker prays for physical
transformation.

1[749] oUpros . .. vauTais . .. SucépwTes: the “favorable wind for sail-
ors” is implicitly contrasted with the misfortune it brings the speaker,
who belongs to the group of unlucky lovers he addresses. Noéros: the
speaker is imagined to be somewhere to the south of Rhodes; there are
no grounds, however, for believing that the imagined geography reflects
Meleager’s biography. » SucipwTes: the speaker presumes a sympa-
thetic audience of others who share his misfortune in love. ducépwTes are
those who experience &ws obsessively and thus unhappily (cf. Eur. Hipp.
193 with Barrett’s note.).

2[750] The verse reworks Call. Epigr. 41.1—2, where the speaker says that
one half of his soul (fuou peu yuxiis) is intact but speculates that the other
has been snatched (fipmace) by Eros or Hades. It also draws on a theme
found at Call. fr. 400 = AP 13.10 & vads, & 16 pévov éyyos éuiv TO yYAukU T&s
{das | dpmdas, woTi Te Zawds ikveTpon Aipevookotw. Hor. Odes 1.8.8 looks
both to this passage and to its Callimachean models; cf. Nisbet-Hubbard’s
note. &Gpmraocev: the verb is commonly used of sudden death, and
here, as in the Callimachean model (above), it suggests that the speaker
experiences the boy’s departure as a form of death (cf. yuxfis, {6as). The
violence it suggests also evokes the threat that winds in Greek epigrams
typically pose to sailors, and prepares for the speaker’s desire to protect
his beloved. Avdpayabov: the name suggests the boy’s virtue; Men. Rh.
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398.20—g recommends that wpowepmTik& include praise of the traveler’s
character.

3—4[’751-2] A surprising poxapiopéds personifying the ships and elements
of the natural world responsible for Andragathus’ voyage: rather than
express concern about the potential threat that these pose to the boy, the
speaker remarks on their good fortune in conveying him. The passage
is a “tricolon crescendo” (three clauses of increasing length), with varia-
tion of the predicate (udxapes ... 8APiax . . . e08aipwv) and with the final
word forming a ring with 1 o¥pios . . . Nétos. The adverbs Tpis . . . Tpis. . . |
TeTpékt are common in similar contexts; e.g. Od. 5.306 Tpis pdxapes Aavaoi
kai TeTphkis, 6.154—5, Hes. fr. 211.7 Tpis pdrap Aiakidn kai TeTpdkis SAPie
MnAet, Ar. Wealth 851-2 xai Tpis kakoBaipwy kol TeTpékis kai TevTakis | kai
Bwdekdkis kai puptdkis. TaiSogopidv: only here. The word prepares for
the following couplet, in which the speaker wishes that he might be the
one to convey the boy.

5—6[753—4] The usual wish for safe arrival (e.g. Sappho, fr. 5) is embed-
ded in a prayer that the speaker might become a dolphin, perhaps play-
ing on passages seeking assistance from sea-creatures; e.g. Erinna SH 404
mouTriAe vaUTmiow TéuTwv TAdov edAoov ixBU | Topmeloas TpUpvabey Eudv
adetav étaipav, A.R. fr. 8. The implicit idea is that as a dolphin the speaker
could ensure the boy’s survival in case of trouble at sea, as in the case of
Arion (cf. Hdt. 1.23—4) and Phalanthus (Paus. 10.14.10), but the wish
also evokes erotic contexts in which the speaker prays to be transformed
in order to be close to the beloved (cf. 611n.). Dolphins were sometimes
said to be attracted to boys; cf. Arist. Hist. anim. 631a9-10 mpds waidag
EpwTes kai émBupiocn, Duris of Samos FGrH 76 F 7, Ael. NA 6.15, Oppian,
Hal. 5.453-518, Pliny, NH g.27, Gutzwiller 2002c. polg ... ¢ dpols:
reversing the more usual wish for the speaker to be converted into some-
thing that can be held &y his beloved; cf. 612, carm. conv. PMG goo-1.
The speaker imagines himself retaining human characteristics as a dol-
phin. BaoTaxTés “borne” (< pactdlw); the word is attested elsewhere
only in glosses. yAukUmraiSa: only here. Rhodes is associated with
attractive boys because Andragathus will be there.

CXXXIX. Meleager AP 12.137 (118 GP)

On a rooster who has interrupted the speaker’s night with an épcuevos.
The poem is closely related to Mel. AP 5.172, addressed to the &p8pos,
whose arrival has interrupted the speaker’s time with a female lover.
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1-2[755-6] The grand language is ironic in a complaint about the bird’s
arrogance. 6pfpoPéas: i.e. a rooster, who crows in the dpbpos, the
period just before dawn. Heraclides Lembus (fr. 5, FHG II1.169) cites
the word as one of several obscure glosses used by Alexarchus, brother
of Cassander. SugipwTi: see 749n. xaxayyshis: the rooster is a
bearer of bad news in that he announces that the daybreak will soon
arrive. Meleager is perhaps recalling myths in which birds are punished
for bearing unhappy messages (cf. Call. fr. 260.48 = Hecale fr. 74.7 Hollis
with Hollis on 74.18, Ant. Lib. 15.4). TprodAaoTe “thrice accursed”;
a rare synonym (elsewhere at adesp. APl 265.1) of the more common
TpioxaT&paTos.

2[756] «xp&lZas: the verb is a feature of the koine (cf. Moeris
Y17). TAsupoTuTri) xéAadov “a cry as you beat your sides (with your
wings),” a reference to roosters’ habit of flapping their wings.

3[757] yaUpos UTrip xoitag “arrogant over his own bed” (cf. Moore-Blunt
1978). Roosters are notoriously libidinous (e.g. Arist. GA 749b1g3-15),
and the speaker imagines that the bird is crowing after sex (cf. LSJ koftn
111) at the very moment when his own lovemaking has to end. For yaupos,
26n. 6te . .. randoiAeiv “when I have only this little bit of night left
for boy-loving.”

4[758] tr’ tpads ... 68Uvang: the rooster plays the role more usually occu-
pied by Eros in Meleager’s epigrams; cf. 743n. &5V yeAdis has its roots
in epic and refers to derisive or malicious amusement at another’s pain
(LfgE yeddw 1.23; cf. Theocr. 7.42 with Hunter’s note).

5[759] &8¢ . . . xé&pis “Is this a kind way to reward the one who raised
you?” Bpemrthp, first attested here, evokes the epic word 8pemrtipic, gifts
given to parents to thank them for one’s upbringing (HHDem. 168, 223,
Hes. WD 188); cf. 457-8. TV Babuv Spbpov: i.e. the present moment,
just before the break of dawn (cf. Theocr. 18.14 with Gow’s note); the
oath picks up 1 dp6poPéas. The speaker swears by it because the present
moment will be the bird’s last opportunity to crow.

6[760] ioxara “for the last time.” ynpuonu: second person singular
future middle. mKp&: see 152n.
CXL. Meleager AP 5.151 (33 GP)

An appeal to mosquitoes to leave Zenophila alone. The epigram forms
a pair with Mel. AP 5.152, addressed to a single mosquito to whom
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the speaker promises the arms of Heracles as a reward for summoning
Zenophila. Both may implicitly play on the similarity of mosquitoes, small
winged creatures who wound their victims, to Eros. Here, the speaker’s
attitude changes over the course of the poem. He initially beseeches the
insects in language that suggests a prayer to the gods (Cairns 2016: 386-
7), but at the midpoint of the poem he changes his attitude toward the
insects, whom he represents as rivals with an erotic interest in Zenophila
and whose arrogance he threatens to punish.

1-2[761-2] The asyndetic list of the mosquitoes’ qualities evokes hymnic
invocations. The language is elevated: é§upéam, elsewhere used at Aesch.
Ag. 57 of the cry of vultures, suggests a louder sound than buzzing; the
uncontracted ending of &vaidées is characteristic of hexameter verse (cf.
Call. h. 4.36), as is the collocation afpaTos &vdpisv (cf. A.R. 2.59, Opp. Hal.
2.453); and xvddaAa usually denotes bigger animals. oipwves: a bold
metaphor for blood-drinking insects; a gipwv is properly a tube used for
drawing wine - a blood-red liquid - from a cask. xvwdada Sirrépuya:
cf. Aesch. Supp. 1000 xvddaAa wrepolvra: more usually the word desig-
nates terrestrial or aquatic animals. Sirrépuya is a rare variant of dirrrepa,
first here.

3-4[763-4] “Permit, I beseech you, Zenophila to rest peacefully in sleep
for a brief moment, and - here! — eat the flesh of my limbs.” The interjec-
tions reflect the speaker’s excitement. ZnvogfAav is the subject of the infin-
itival clause, Paiév and flouxov adverbial accusatives. Traped’: second
person plural aorist imperative of wapinp. Umrven | eUSav: for the ple-
onastic dative, cf. Soph. OT 65, oux Umrven y' eGBovtd p’ Efeyeipete. Tapa:
the initial position is emphatic. capropayeite: the verb, otherwise
prosaic, is hyperbolic; Arist. Hist. anim. r56b21-2 distinguishes between
insects that eat flesh (caprogéya) and those that suck fluids.

5[765] Similar comments about the futility of complaining or appealing
are more often directed to Eros; cf. 741-2n. Tpods Ti pamy is a pleo-
nastic combination of the more usual wpds i and Tf p&rny. &reyxTol
“unmalleable, unpersuadable”; cf., e.g., Aesch. fr. §48 &reyxros . . .

Tapnyopfjpacty.

6[7766] The speaker reimagines the mosquitoes as prospective rivals (cf.
7-8n.) seeking the warmth of Zenophila’s delicate skin. The line is ele-
gantly arranged, with two words beginning in T in the first hemistich, and
two in ¥ in the second, with two verbal forms framing the noun phrase.
xpwTi XAlwvoper- is a common pentameter end in Meleager (cf. APg.165.4,
5.172.2, 12.63.4), of human lovers.
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7-8[%76%7-8] The speaker asserts his own power, which resides in his status
as jealous rival ({nAotUmwv). Cairns (2016: 387) notes that duvows may
denote the particular power(s) of individual gods, and argues that the
speaker casts himself as divine avenger of the insects’ unrestrained bold-
ness (for TéAung, cf. 47n.); cf., e.g., Zeus’s threat at Il. 1.566-7. GA’ i
vUv introduces a final attempt at persuasion, as the more common &\’ é11
kai vOv does at, e.g., Il. 9.259-60, Theocr. 22.169-70. TpoAityw “I warn
you.” 8ptppaTta “creatures,” here a term of abuse as at, e.g., Aesch.
Sept. 181, Eur. Andr. 261.
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1. SUBJECTS

Acheron 128

Aeschylus 161, 216-217, 218

age, of deceased 82

Alcaeus of Messene 242-243

Alexander the Great 10, 72, 186

alliteration 81, 86, 101, 102, 136, 161,
272

Anacreon 2, 204

animals, in Underworld 128; see also
pets

Antipater of Sidon g, 13, 252-253

Anyte 55, 60, 64, 86, 103, 112, 123,
168, 226, 243

Aphrodite: and Arsinoe 177, 178; cult
sites of 189; Euploia 141

aposiopesis see “break-off “formula

Aratus 156-157; puns in 158; acrostic
in 157

Arcadians 175

Archilochian meter 120, 194

Arcturus g1, 113

Aristophanes 217

Arsinoe 130, 141, 142, 143, 159, 160,
162, 177, 178-179, 180; temple
of, at Zephyrium g, 142, 159, 176,
180; see also Aphrodite

Asclepiades 10, 67-68, 86, 159, 206,
226; connected to Posidippus and
Hedylus 68

Asclepius 200

Attis 212, 231

bees g7, 256

Berenice I 180-181, 182

Bes 161

birdlime see fowling

birds: aithyia go; blackbirds and
thrushes, paired 237; hieros ornis
227, 297, see also fowling; halcyon;
nightingales; partridge

blindness 174

book-tag epigrams 156

“break-off” formula g2—g3g

brevity 6-7, 133

bucolic poetry, themes of 86, 87, 88,
89, 101, 191, 192, 197, 229

Callicrates of Samos 177, 178

Callimachus 128-129; aesthetic
terminology of 149, 156, 158,
161, 165, 217, 255; metrical inno-
vations of 12-1g, 206

cenotaphs 113, 114, 134, 137, 197,
225, 226, 240

Ceos 143

Cephalus, Constantine 15-16

children, dedications by 6g—7o0,
240

cicada 272-273

clothes: as bedding 75; dedicated 118,
162, 163, 169

Coele Syria 196

comedy 73, 78, 83, 94, 139, 154, 159,
200, 207, 208, 257

cornel-wood 62

correption: avoided by digamma 64;
internal 62, 204

cow see Myron of Eleutherae

Cretans: as mercenaries 62; taciturnity
of 133,173 -

Ctesibius 162

Cybele 211, 212, 230, 231

Cynisca 180, 181, 182

Cynoscephalae 245

Danae 79

dative, comitative 197, 268

deer 247; horns and antlers of,
dedicated 117, 118

dew 272-273

diadem 179

Dioscorides 206

Dioscuri 147

dogs 109, 198; epitaphs for 60

dolphins 277

Doric: features of 10-11, 112; as
marker of location or ethnicity
173, 181, 186, 202, 205
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drinking: among Macedonian elite
160; by women g4

Echo 151-152

ecphrasis 84; conventional features of
72, 85, 107, 109—110; in epigram
3, 55, 63, 84, 106

Eetion (of Amphipolis?) 201

elegiac couplet 12-13

Emathia 269

envy 140-141, 268-269g

epanadiplosis see repetition

Epicureanism 264, 265

epiphany 109, 178, 180, 235, 274

epyllion 102

Erinna 84, 97—98

Eros/Erotes 79, 81, 189, 274; as
child(ren) 18g; as hunter(s) 147;
armed 19o; complaints about 274;
parentage of 275; personified as
fire 275

Euphorion 122, 224, 241-242

Euripides 217, 218

fishmongers 74
Flamininus, T. Quinctius 245
fowling 233, 234, 236

gallus 210, 213

garlands 74, 80, 84, 88, 155, 166

goats 63, 102

Graces 127, 234, 235, 238; as title of
work by Meleager 271

grave reliefs see tomb

grief: for brother 130; as cause of
death 249; of community 129,
130; moderation of, as a good
123; of natural world 197; of par-
ents 116, 125; see also lamentation;
pathetic fallacy

Gyges g2

Hades 76, 98, 132; bride of 76; see also
marriage o

hair 66, 212, 230, 239, 240, 251

halcyon 121, 144

handwriting 69-70

headband 105

Hecataeus (sculptor) 182, 183, 186

Hedylus 158-159; connection to Ascle-
piades and Posidippus 68

Helen 256

Heracles 145, 202, 203, 267, 268, 269
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Heraclitus 130, 165

Herodas g6

Hesiod 157, 247, 248

hiatus 117, 121

Hipponax g6, 192

Homer: birthplace of 248; influence
on Aratus 157; rare words in 101,
102, 105, 116, 124, 127; tomb of
259; words of disputed meaning
in 63, 88,117, 119, 121, 127, 129

honey g8, 111

hunting: as metaphor for erotic pursuits
147; see also Eros/Erotes; fowling

hymn 188, 279

incubation 173; see also sleep
infinitives, as imperatives 122, 136
initiation scenes 164, 234, 248
invocation, of god 188

irony 8, 78, 79, 81

ivy 125-126

“Kids” (constellation) 135
knucklebones 70, 82, 258-259, 260
komos 78, 8o

Lais 256

lamentation 5g, 69, 93, 121, 123

lamp, as metaphor for life g1

Leonidas g, 10, 14, 86, 264

Lesbos 115

Libya 177

linen 179

lions g9, 211

locus amoenus 64, 65, 273, 274

love: sickness from, symptoms of 83,
154; as a wound 154; see also sex

lovers: blindness of 777; determination
of 79; excluded 78, 8o

Lynceus 188 S

Lysippus 71, 72, 186

Macedon, as homeland of Ptolemies
181, 182

Machon 206-207, 208

makarismos 277

marriage: to Athena 175, 176; death
before 56, 59, 76, 98, 130, 175,
176

material prosperity 87

Meleager 269—270; Garland of 15

memory 131, 167

milk 89
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Mnasalces 226

Moero 103

monosyllables, at hexameter end 226

mosquitos 277, 278-279

Myron of Eleutherae, statue of cow by
98, 252, 262

Muses 127

Museum 4

Naucratis 179

nectar 103, 105

Nicander 60

Nicias 168, 200

nightingales 131, 132

Nile 162

Nilometer 161

nominative, for vocative in addresses
6, 229

Nossis 55, 63, 84, 104-105

nurses, epitaphs for 194

Nymphs 247, 273

painting 106, 109, 115

Palatine Anthology 15-16

Pan 66, 273

papyri: PMil.Vogl. 10, 14, 170-171;
Vienna ‘incipit’ list 15; see also
Posidippus

paraklausithyron 78, 80, 153

partridge 127

passerby see traveler

pathetic fallacy 154, 197

Peisander 201-202

perfume 163

Persephone 76, 97

Perses 112

Pessinous 211-212

pets 60

Phalaecian meter 194, 202, 205

Phalaecus 120

Phanias g, 264

Pharos 3, 177

Philip V of Macedon 243-244, 245,
267, 269

Philitas 121-122, 182, 183, 184, 185

physicians 201

Pindar 255, 256

Planudean Anthology 16

Plato 2 o

Pleiades 196, 197

poets: epitaphs of g6, g7, 125, 192,
200, 241; as messengers 102; see
also tomb

pomegranates 242

Posidippus g, 10, 170-171; connection
to Asclepiades and Hedylus 68, 171

priamel 74—75, 110, 149 o

Prometheus 78, 85

propemptikon 276

Ptolemy I Soter 182

Ptolemy II Philadelphus 130, 182, 185

rain 80-81

rebus 259

repetition 152, 197, 274

Rhianus 230

rhyton 159

rooster 146-147, 277; as bearer of bad
news 278

roses 77,78, 112, 199

Samius 266-267

Sappho 2, 84, 103, 105, 110

schools, of epigram 5

seduction 76 B

sewing, as metaphor 271

sex 74—75, 219, 221, 222-223;
equestrian metaphors for 220;
nautical metaphors for 220, 223

shearwater go

shells, dedications of 141

shipwreck g3, 94, 112-113

Simias 128-124

Simonides 1, 124

sleep, as metaphor for death 135, 174,
176; see also incubation

Smyrna 144

snakes 61, 187

snake-stone 187

sobriety 191

Sophocles 125

Soros 68

Spartans 209

sphragis 1, 110

springs 65, 100, 101, 150-151

stars see Arcturus; “Kids”

statues 56, 71, 72, 98, 99, 107, 108,
109, 159, 169, 171, 182-183, 184,
185, 186, 203, 264; bases of g, gg,
108, 263; see also Myron of
Eleutherae; voice

Stoicism 1g9o

stranger see traveler

stream see springs

Suda 16

sweetness 157
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symposium 4-5, 67, 73, 78; entertain-
ment at 74; women at 74

taciturnity 173; see also Cretans

tears, of lover 8o

Thasos 196

Theocritus 168, 191-192; bucolic
poetry of 86

Theodoridas 226, 238-239

Theognis/Theognidea 82, 110

Thespis 217

Thracian slaves 194

Thyrea, Battle of 214

tmesis 58, 59, 79, 133

tomb: as consolation g1; images carved
on 56, 57, 59; inscription on
133; without inscription 260; as
messenger 56, 134, 260; paintings
on 115, 116; as poet 55, 56; size
of 7,92, 250

tools, dedicated on retirement 168, 231

tragedy 57, 129; language of 197, 199

traveler: address to 61, 65, 68, 87, 96,
101, 123, 131, 137, 227, 271,
275; praise of, in propemptika 277;
reaction of 193

trumpet 161
truth, in art 18p5; see also verisimilitude

uariatio7, 148

verisimilitude 106, 107

vine 102, 103, 104, 126

virginity 76

voice: ambiguity of 8; as marker of
realism in art 72, 85, 262; shifts of
7; of speaker and tomb conflated
92; see also statues

wasps, as metaphor for angry people
96

water: in locus amoenus 101, 247;
programmatic value of 149, 151;
as source of inspiration 6, 164,
165, 272; value to travelers 173;
see also wine

weaving 271

wine 82-83, 95, 103, 115; opposed to
water as source of inspiration 6,
160, 164, 165, 272

Zenodotus 64

2. GREEK WORDS

& 236
&yépwyos 63
ayAailw 199
ayooToés 117
alyiliy 115
axknpacios 233
&poAyaios 89
aueprmélw 198
avBepoeis 119
amoPpil{w 193
ATOTTEKW 289
amotvéw 248
aunpds 236
adAids 66

BougodpTos 241
Bpaoow 241
Ppéypa 179

YPIpos 249

Sdios 186
dedouTrads 215

devdpwdng 279
Srakpive 167
dikAis 281

EAagppds 247
£65/65 113
¢pmw 69
evayfis 255
eUnAfiuwy 100
€UOTTAéw 190
Epapuolw 91

BoAaun 144
BaAapnToros 212

8&Aapos 8o
feoTang 2771

ix8uciAnioThp go

kaTdpdw 218
kpTfyvos 192
KpUEPOS 119
KUQvEOS 225
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KUQWV 207
KWpwidoypaeos 207

Aodaynua 213
Aamifavés 265
Aeupos 268

Acuyéavos 180

HaKapTOs 93
wappdpeos 62
paoTods 89
peyoAeloouvn 108
uéAicpa 279
peTakaivifw 218
MIKKOS 194
HOATTOTTS 289

vaidiog 272
veds 120

oivnpods 115
olovéuos 66
o§UxElp 203
41pnpds 179g—180
oUAos 143

dpeidw 138

Mepaixos 242
TMEK®W See ATTOTTEKW
TepioKETTOS 143
Tepioods 87
TipTenu 121

Adesp
AP6.171: 244

INDEXES

3. PASSAGES

AP12.39 (32 GP): 251

AP12.88.3—4: 232
Alcaeus

AP7.1 (11 GP): 248-250

AP7.55 (12 GP): 247-248
AP7.247 (4 GP): 245-247
APqg.518 (1 GP): 243-245
AP12.30 (8 GP): 251-252

Alphaeus of Mitylene

APg.526: 244
Antimachus

APg.321: 228
Antipater of Sidon

AP7.2 (8 GP): 253—255

MMe1&s 197
TAOTWP QO
TolkiNw 185
ToAuBpUAnTOS 181
TpoVRONS 279
TpoTeTdS 80

péfos 233
pododTuyos 219

OKOAOTTEVSpa 241
OKUAGKava 110
ouvepyaTivns g1
ouvBepa 161

Tavaipukos 268
Te, “epic” 233
TeTPNXViX 93
THKW 77
Tplyépwv QO
U8aTtdeis 169
UTrexpépw 121
Ugaivw 249
Uyow 248

@ios 65
ppigokopns 66

XAwpds 58

webdos 188

DISCUSSED

AP7.34 (18 GP): 255—-256

AP17.218 (23 GP):
AP 7.409 (66 GP):
AP 7.427 (32 GP):
APg.720 (36 GP):
APg.721 (37 GP):
APg.722 (38 GP):
APg.724 (40 GP):
APg.923 (39 GP):

Anyte

256-258
255
258-261
262
262-263
263
264
263-264

AP6.123 (1 GP): 61-63
AP 17.490 (6 GP): 59-60

AP 7.646 (7 GP): 57-58, 124-125

AP7.649 (8 GP): 56—57
AP7.724 (4 GP): 55-56
APg.313 (16 GP): 64-65
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AP9.745 (14 GP): 63-64
APl 291 (3 GP): 65-67
ap. Pollucem 5.48 (10 GP): 6061

Aratus

AP12.129 (1 GP): 232

Asclepiades

AP .64 (11 GP = Sens) : 78-80
AP .85 (2 GP = Sens): 76
APr5.145 (12 GP = Sens): 80-81
APr.169 (1 GP = Sens): 74—-76
AP .185 (26 GP = Sens): 73-74
APr.210 (5 GP = Sens): 77-78
AP6.308 (27 GP = Sens): 6g—71
AP 12.46 (15 GP = Sens): 81-82
AP12.135 (18 GP = Sens): 82-84,
15
AP13.23 (33 GP = Sens): 68-69

Asclepiades or Archelaus

API* 120 (43 GP = Sens): 71-72

Callimachus

AP6.149 (56 Pf. = 25 GP): 146-147
AP6.310 (26 GP): 70
AP6.351 (34 Pf. = 22 GP): 145
AP7.80 (2 Pf. = 34 GP): 130-133
AP7.271 (17 Pf. = 45 GP): 137-138
AP7.272 (18 Pf. = 38 GP): 134-135
AP7.317 (4 Pf. =51 GP): 139-140
AP7.415 (35 Pf. = 30 GP): 140
AP7.447 (11 Pf. =35 GP): 133
AP7.451 (9 Pf. =41 GP): 135-136
AP7.453 (19 Pf. = 46 GP): 138-139
AP7.517 (20 Pf. = 32 GP): 129-130
AP7.521 (43 GP): 136-137
AP7.525 (21 Pf. = 29 GP): 140-141
AP g.507 (27 Pf. = 56 GP): 156-158
AP12.43 (28 Pf. = 2 GP): 149-152
AP12.71 (30 Pf. =12 GP): 234
AP12.102 (31 Pf. =1 GP): 147-149
AP12.118 (42 Pf. =8 GP): 153-154
AP12.134 (43 Pf. =13 GP): 154-156
ap. Ath. 7.318b (5 Pf. = 14 GP):
141-144

CEG 820: 180

Dioscorides

APr.54 (7 GP): 222-224
AP5.55 (5 GP): 21g-221
APr.138 (2 GP): 221-222
AP6.220 (16 GP): 210-214
AP7.76 (33 GP): 208-209
AP7.229 (30 GP): 209-210
AP7.411 (21 GP): 216-219

AP7.430 (31 GP): 214-216
AP7.708 (24 GP): 206-208

Erinna
AP6.352 (3 GP): 85-86
AP7.710 (1 GP): 84
Euenus
APg.75.2: 102
Euphorion
AP7.651 (2 GP): 225-226

Hedylus

APr.199 (2 GP): 162-164

ap. Ath. 11.472f-473a (5 GP):

164-166

ap. Ath. 11.497d (4 GP): 159-162
Heraclitus

AP7.465 (1 GP): 166-167
Homer

Il 2.579-80: 64
Horace

Sat. 1.2.105-8: 147

Leonidas
AP6.202 (1 GP): 119
AP6.263 (49 GP): gg-100
AP6.657 (19 GP): 87-89
AP7.13 (98 GP): 9798
AP7.283 (63 GP): 93—94
AP77.295 (20 GP): 8g—-91
AP7.408 (58 GP): gb-g7
AP7.455 (68 GP): 9495
AP7.655 (17 GP): 86-87
AP7.740 (75 GP): 92—93
APg.99 (32 GP): 102-103
APg.719 (88 GP): g8—9g9
APl 230 (86 GP): 100-101

e}

Meleager
AP5.151 (33 GP): 278-280
APr.176 (6 GP): 274—275
APr.192 (57 GP): 275-276
AP7.79.9-4 (121 GP): g6
AP7.196 (13 GP): 272-274
AP7.417 (2 GP): 270
AP7.418 (3 GP): 270
AP7.419 (4 GP): 270-272
AP12.52 (81 GP): 276-277
AP12.137 (118 GP): 277-278

Mnasalces
AP7.171 (8 GP): 226-227
AP7.242 (7 GP): 227-228
APg.324 (16 GP): 228-230

303
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Moero 138 AB (AP 12.120 =7 GP):
AP6.119 (1 GP): 103-104 190—-191
139 AB (AP 12.131 = 8 GP):
Nicander 188-189g
Ther. 672-5: 60
Nicias Rhianus
AP6.127 (2 GP): 168-169 AP6.173 (7 GP): 230232
AP6.270 (3 GP): 169-170 AP12.121 (4 GP): 234-236
APg.g315 (5 GP): 64 AP12.38 (1 GP): 297-238
Nossis AP12.93 (3 GP): 232-234
APg5.170 (1 GP): 110-112 AP12.142 (10 GP): 236-237
AP6.275 (5 GP): 105-106
AP6.353 (8 GP): 106-107 Sam (i)as
AP6.354 (9 GP): 107-109 AP6.114 (2 GP): 267
APg.604 (7 GP): 10g-110 Sam (i) us
AP6.116 (2 GP): 267-269
Ovid SGO
Am. 2.9.9: 147 103/05/04: 172
Met. 15.858-60: 71 Simias
AP7.22 (5 GP): 125-127
Perses AP7.203 (1 GP): 127-128
AP6.112 (1 GP): 117-118 Simias, Simonides or Samius
AP6.272 (2 GP): 118-119 AP 7.647 (Simias 7 GP): 124-125
AP7.501 (4 GP): 114-115 “Simonides” -
AP7.539 (9 GP): 112-114 AP6.52: 62
AP7.730 (7 GP): 115-117
Phalaecus Theocritus
AP13.27 (4 GP): 120-121 1 Gow (AP6.336 = 5 GP): 198-199
Phanias 6 Gow (APg.432 = 22 GP):
AP6.307 (7 GP): 264—266 197-198
Philitas 8 (AP6.337 =1 GP): 200-201
1g Sbardella (g GP): 122—-123 15 Gow (AP7.658 =7 GP):
Posidippus 193—-194
15 AB (20 GP): 187-188 17 Gow (APg.599 = 15 GP):
33 AB: 174-176 204—206
36 AB: 178-180 19 Gow (AP13.3 =13 GP): 192-19g3
39 AB: 177 20 Gow (AP7.663 =11 GP):
63 AB: 182-185 194-195
65 AB (APl 119, 18 GP): 186-187 22 Gow (APg.598 = 16 GP):
87 AB: 180-181 201-204
88 AB: 182 Idyll 10.26-8: 77-78
100 AB: 173-174 [Theocritus]
102 AB: 173 25 Gow (Automedon AP7.534 =
116 AB (12 GP, PLouvre7172 Automedon 12 GP = Alex. Aet. fr.
[ PFirmin-Didot]): 176—178 dub. 25 Magnelli): 195-197
119 AB (13 GP): 177 Theodoridas
*131 AB (AP7.170 = 21 GP): AP6.155 (1 GP): 239-240
171-173 AP6.222 (4 GP): 240-241

135 AB (AP 12.45 = 5 GP): 18g-1g0 AP 17.406 (14 GP): 241-242





