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PRETACE

The need for a new commentary on Theocritus, and particularly
one with a literary bias, is, I hope, self-evident. How far the present
volume goes towards filling that need is a matter for others, but
1 should say that I do not think that I was ever so deluded as to aim
to ‘replace Gow’, and (like Sir Kenneth Dover before me) I hope
that both my debt to Gow’s monumental edition and our abiding
dependence upon it are clear from every page of my own com-
mentary. I regret, of course, that there are only eight poems in the
present collection, but I would have regretted much more the in-
evitable silences which a larger corpus would impose, within the
(admirable) parameters of Cambridge Greek and Latin Classics.
Moreover, the longer I worked on this book, the more these eight
poems seemed to hang together in ways that I had never suspected,
and I hope that some sense of this emerges from the separate
discussions.

Another regret is that there has been no space to pursue Nachleben
at any length. I have, by means of the sign >, indicated where a
verse of T has been an important model for Virgil, but I am only
too aware that such mechanical devices conceal more than they
reveal. Doubtless I have missed some examples, but some apparent
omissions may reflect a judgement about what constitutes ‘an impor-
tant model’ rather than oversight or ignorance.

My debt to willing friends and critics is, as ever, very large. Pat
Easterling, Marco Fantuzzi, Philip Hardie, Ted Kenney and Laura
Rossi commented upon a draft typescript and saved me from much
that I would not have wanted to see the light of day; where I have
shamelessly adopted their suggestions, they will, I hope, recognise
genuine gratitude. John Henderson helped me to believe that I
understood something of Idyll 7 and Eclogue g; as always, Neil
Wright listened patiently and refused to settle for easy answers.
Susan Moore’s copy-editing taught me more than I care to confess.

An award under The British Academy Research Leave Scheme
helped bring this project to completion.

vit



CONVENTIONS AND
ABBREVIATIONS

L. Except where it is relevant to the argument, peems of the Theo-
critean corpus are all cited as though ‘genuine’; thus, 1.7, 23.7, not
1.7, [23].7.

2. Translations are my own, unless the translator is identified.

8- The works of Homer (Il., Od), Apollonius (47g.) and Virgil (£el.,
Georg., den.) are cited by title only.

4- (i) Unless otherwise specified, references to Callimachus are to

the edition of R. Pfeiffer (Oxford 1953-g).
(ii) E4 = Bion, Epitaphios Adonidos.
EB = [Moschus], Epitaphios Bionis.

5. Abbreviations for periodicals usually follow the system of L’Année
Philologique.

6. In the spelling of Greek names, ease of recognition has been the
principal aim. The names of authors are usnally ‘latinised’,
whereas other names may be transliterated.

7. The following editions of Theocritus are cited by author only:

A. Fritzsche, 2nd ed., Leipzig 1870

U. von Wilamowitz-Moellendorff, Oxford 1905
K. Latte, Iserlohn 1948

A. 5. F. Gow, 2nd ed., Cambridge 1952

K. J. Dover, London 1971

C. Gallavotti, grd ed., Rome 1993

8. Modern works cited by author and date only are listed in the
Bibliography.

9. Collections of texts and works of reference are abbreviated as
follows:

C4 J. U. Powell (ed.), Collectanea Alexandring
(Oxford 1925)

CEG P. A. Hansen (ed.), Carmina epigraphica Graesa
(Berlin / New York 1983, 198¢)

CGFPR C. F. L. Austin (ed.), Comicorum Graecorum frag-

menta in papyris reperta (Berlin / New York 1973)
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INTRODUCTION

I. THEOGRITUS

The only ancient text about T. which may be quite close in time to
the poet himself is an anonymous epigram:

&ARos & Xios, dyd Bt OedkprTos s 148 Eypaya
gls &md TéV wOAADY eipi Supakociwy,
vios Tpafaydpao mepikAertds e DiAivvas
Motioav 8 d8veiav olmiv’ EpeAkuodpuay.
(Anth. Pal. 9.434 = Epigram [xxvi] Gow)

The Chian is another, but I, Theocritus, the author of these
works, am a Syracusan, one among many, the son of Prax-
agoras and renowned Philinna, and I have taken to myself no
alien muse.

This is plausibly intexrpreted as an opening ‘advertisement’ for an
early (third-century) collection of T.’s poetry; it distinguishes T,
from a homonymous Chian writer and politician of the late fourth
century.! That T. came from Syracuse (or at least Sicily) may rea-
sonably be deduced from his own poetry (cf. 11.7, 28.16) and was the
almost unanimous opinion of antiquity;? the importance of Sicilian
literary traditions in his own work is very clear, and ‘bucolic poetry’
was, for subsequent poets, ‘Sicilian’ or ‘Syracusan’ because of him
(cf. Ecl. 6.1, 10.51). Explicit internal reference dates Idylls 14, 15 and
17 to the reign of Ptolemy Philadelphos (c. 283-246) and the latter
two poems to the period of his marriage to Arsinoe (c. 278-268);

Idyll 16 for Hieron of Syracuse is perhaps to be dated ¢. 275 T.’s

t Cf. Cameron (1995) 422-5, Gutzwiller (1996) 133—7, Hunter (19962) 9.

* 8o already explicitlty EB 93. The Suda Life records an alternative view
that T. was a Coan who moved to Syracuse; this is most probably an infer-
ence from Idyll 7, though it is noteworthy that although both ‘Praxagoras’
and ‘Philinna’ are common enough names throughout the Aegean, both are
well established on Cos, cf, LGPN s.vv. That T. had close connections with
that island is, of course, all but certain, cf. Intro. to Idyll 7 below.

* Cf. Hunter (19g96a) 82-7.



2 INTRQDUCTION

career thus probably began in the late 280s and extended into the
middle of the century.

The identifiable settings for T.’s poems are Sicily and South Italy
(1, 4, 5, 6), Cos (7) and Alexandria (15, 17, ?24). Many indications
point to the flourishing intellectual and poetic culture of the Eastern
Aegean: T.’s friendship with the doctor and poet Nikias of Miletos
{ef. Idyll 11, Intro.) and the allusions in Idyll 7 by ‘Simichidas’ to
Asclepiades of Samos and Philitas of Cos place T. at the heart of a
remarkable period for Greek poetry. There is, however, no sign that
he also wrote scholarly prose works, as did many of the leading
‘Alexandrian’ poets.* The corpus broadly divides into ‘western’ and
‘eastern’ poems, with the two major poems for patrouns looking to
Syracuse (Idyll 16) and Alexandria (Idyll 17). It is tempting to think
of an ‘early’ Sicilian period, followed by a later career in the East,
but any rigid schematism would be unwarranted; Idyll 11 deals with
a Sicilian myth and is addressed to a Milesian.® In a study of the
flora of Ts poems Alice Lindsell demonstrated that this belongs
very largely to Greece and the Aegean, not to Sicily, even when the
poems are set in the West.® Literary inferences from this about the
‘realism’ of the natural world in T.’s ‘western’ poems are safer than
biographical ones.

The composition of relatively short hexameter poems, marked by
sophisticated allusiveness and linguistic novelty, many of which ele-
vate sub-literary or ‘low’ forms to a new status, clearly places T.
within élite third-century poetic production. Echoes of Philitas and
Asclepiades are more than probable, however hard to identify, and
there seem to be clear allusions to Aratus;” Callimachus and T. may

* The notice in Hypoth. Idyll 11 (p. 240 Wendel) yéyove 8% fsc. & Nixiag]
ovugporrnTis "Epactorpdrov k¥A. is sometimes {e.g. Lindsell (1937) 79)
understood as ‘Nikias was 2 fellow student with T. of Erasistratos’, but the
natural meaning is rather ‘Nikias was a fellow student with Erasistratos ...
There is no assertion that T. studied medicine.

¢ If Idyll 24 is to be as early as 285/4 (cf. Griffiths (1979) 918, Cameron
(1995} 54~5), then this would be clear evidence against discrete Sicilian, Coan
and Alexandrian periods.

¢ Lindsell (1937).
7 Cf. Idyll 6, Intro.

1. THEOCRITUS 3

cach allude to the other in different poems,® and ano,thcr poet wcnill(-
ing at Alexandria, Posidippus, seems to allude to T.’s poems ondt €
Cyclops.® Most striking of all is the i:act that Idylls 13 (Hy{a&) ar} ;2
(The Dioscuri) handle two stories which occur on exthef side of the
division between Books 1 and 2 of Apolionius’ Argonautica, anfl close
textual similarities rule out the possibility of chance.u‘:&pollomus was
probably a somewhat younger contemporary of‘ ’[:., ‘bu.t t}}erehare
strong lterary arguments in favour of Apollonius’ priority in these
Argonautic episodes.'! Versions of Arg. 1-2 may have been com-
posed relatively early in Apollonius’ career, perhaps many years
before Books g—4; such a hypothesis is at least not out of keepmg
with the fact that all the surviving v]frses of the so-called prockdosis
sre-edition’ of Azg. come from Book 1. ‘
(P:)cf e?l:zliﬁiztzfpofms (or Idylls)? collected in standard editionsl of
T., some twenty-two are generally accepted as the xjv?rk of T. him-
self)'s there is also no reason to doubt the authsntlclty of some ?t
least of the twenty-five epigrams ascribed to T in tht? An-tkology. n
addition, scraps of another paederastic poem in Aeolic dialect sur-

;i 1 below, p. 222-3), and Lpigr. 22
8 Call. Epigr. 46 very likely refers to Idyll 11 ( 8 "
may allude to Idyll 1 (cf. P. Bing, 4&4 41 (:995) 129-30, Stanzel (1995} 61 4:
J. Larson, GP 92 (1997) 131—7); Idyll 17 and Call. £ 4 have an obvious mterd
téxtual li;xk, but this has been very variously interpreted; of other a}hl:lgeh
echoes 26.30 — Call. h. 4.98 (cf. Cairns (1992) 19—20) and 22.116 - C; . d
186 are among the most plausible. Cf. in general G. Schl:f.tter, Theokrit lfnh
%i"al[imachos (diss. Zurich 1941). The views of 74751 may be in sympathy v.f{\]nti
Callimachean aesthetics, but there is no obvious or necessary ailusion to Cal-
Kimachus in those verses, ¢f. nn. ad loc.
* Cf. 11.60, 6.700. ) ) .

10 I(;Ifs I]:oetic czreer may (like Callimachus’) have continued into the reign

f Euergetes, cf. Hunter (1095) 24~5. i ) ’
T qu.gbeiow, p- 264-5, Hunter (19562) 59~63. It goes without saying that
holars have taken the opposite view. ] .
mz:?y’;lic origin of the term idUAAa, which the scholia apply to all of T.ls
poems (not just ‘the bucolics’), is unclear; Pliny uses it of his own hendecasyl-
lables without any bucolic reference (Epist. 4149, c_f. CIL VXI,[ ‘5530), bu‘tblln
Greek the term seems exclusively attached to T. “Little types’ is a ’plagsx 1e
book title, particularly given the variety of T.’s poetry, but no date can firmly

hed to it, ¢f. Gutzwiller (1996) 129~33. .

be“:t’;z;lg 8, 9, 19, 20, 21, 23, 25 and 27 are commonly regarded as spurious.
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vive on a papyrus (Idyil g1), and Athenaeus preserves a passage from
a poem called Berenike of which there is no other trace in the tradi-
tion (fr. 3 Gow); how much of T.’s poetry has disappeared without
such traces we cannot tell.'* Within the extant corpus, broad group-
ings by language, metre,'* form and subject are possible. Idylls 1, 2,
3 4, 5, 10, 14 and 15 are ‘mimes’, that is, ‘playlets’ set either in the
town or the countryside with more than one character, though Idylls
2 and 3 have only one speaker.'® In Idyll 6, however, a rustic ‘mime’
is surrounded by an authorial frame and the poem has an addressee;
Idyll 11 may be seen as an expanded version of this latter form — an
authorial opening and address are extended to 18 verses, but the
song of the Cyclops which follows has obvious affinities with the
‘mime’ of Idyll 3. Idyll 7 clearly has something in common with these
poems, but in form, as in every other respect, it occupies a unique
place in the corpus, and indeed in the history of Greek literature. A
first-person narrative frames a song-exchange between the narrator
and another character, Lykidas ‘the goatherd’. Idyll 13, the other
poem in this volume, offers an addressee a mythological exemplum
to illustrate a universal truth about eros, rather like an expanded ver-
sion of a passage of early sympotic elegy; as such, it stands close to
traditional poetic modes.!” Nevertheless, this poem on Hylas, in
which the exemplum is related in third-person narrative and the
only direct speech is a single verse spoken by ‘a sailor’ within a sim-
ile, has much in common with Idyll 11, also addressed to Nikias on

the theme of eros, in which the bulk of the exemplum is devoted to .

the first-person song of the Cyclops. This is a good illustration of the

** The Suda reports ‘Some ascribe to Theocritus also the following: Proi-
lides, Elptdes, Hymns, Heroines, Epikedeia, Lyric Poems, Elegies and Jambi, Epigrams.
This is a very mixed lot of doubtful authority. One striking omission from
what survives is erotic epigram.

* Cf. below, Section 4.

' Idyll 2 has a second ‘speaker’, but Delphis’ words are reported by
Simaitha.

17 So, Idylls 17, 22, and 26, for all their novelties, belong recognisably to
traditional hymnic patterns, 18 has clear links with the lyric tradition and 24
is a short epic narrative. Idyil 16, however, is in formal terms a remarkable
surprise.

2. BUCOLIC POETRY 5

dangers of rigid classification. The Theocritean corpus is ‘in fa(it
peculiarly resistant to scholastic and formalist ap;?roaf:hes to ‘genre’:
no poem is quite like any other, but the impression is rather of the
constant rearrangement and fresh patterning of elements drawn
from a repertoire which seems familiar, but is in fact being crcatc2d
before our eyes. Constant difference within the unchangingly famil-
iar was to remain a feature of the bucolic/pastoral tradition. So too,
each poem is shot through with humour, but the tone ranges from
the irony of incongruity to the uncertain edges of buriesque..

It is in the poems set in the countryside, whatever their differences
in structure and form, that T. created something almost wholly new.
The third century saw many poetic ‘inventions’, one-off ‘sports’
which were to have no subsequent resonance. T.’s creation of a styl-
ised rural world of external peace and emotional turmoil was to
have an extraordinary influence upon the western literary tradition.

2. BUCOLIC POETRY

The earliest collections of T.’s poetry of which we know were called
BoukoAixé (below, p. 27), and this is the title which Virgil adoptf?d
for his ‘pastoral’ poems; the ‘bucolic terminology’ and the poems in
which it appeared {particularly Idyll 1, which headed all ancient co}-
lections)'® were presumably felt to represent something distinctive in
T.’s work. Moreover, the similarities between all the poems set in
the countryside will have been as clear to ancient scholars as they
are to us;!® indeed, an interest in the poetic evocation of r.ura} land-
scape appears throughout the corpus, not just in the ‘bucolbm’ poems.
What requires explanation is the ‘bucolic terminology’ itself. The
scholia to T. are preceded by late antique or Byzantine \{ersions of
an essay which traces the origin of T& BoukoAik& to certain cults of
Artemis in Lakonia or Sicily. T.’s surviving poems clearly have
nothing to do with such rituals, and this scholiastic account, which
perhaps goes back at least to Theon (Augustan period), seems to

1 Cf. Idyll 1, Intro.
i* Cf, e.g., Lawall (1967), Van Sickle (1g70), Segal (1981) 176-200.
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have been modelled upon Peripatetic accounts of the origins of Attic
drama.? Such a ‘ritual’ construction is in fact true to an important
element in the literary history which T. constructs for his own
poems,* but it tells us nothing about their designation or genesis.

In Idyll 5, Lakon challenges Komatas to a contest in singing
(Sragioopar 22) in which Komatas will ‘bucolicise for the last time’
(UoTara Poukohagiil 44); when Lakon agrees to the location of the
contest, he tells Komatas ‘compete with me from there and bucoli-
cise from there’ (c0Té8e por ToTéplods kai alTéle PouxoAi&odey

60). When they ask Morson to judge the contest, Lakon tells him -

that ‘we are competing [to see] who is the better bucoliast’ (&ppes
y&p épiodoues SoTis &peiwv | Pouxohaatds ot 67-8). The contest
itself takes the form of an ‘amoebean’ (i.e. alternating) exchange of
couplets, in which the second singer must, to some extent, follow and
try to cap the themes set by the first;*® those themes are more or less
exclusively rustic. The literal meaning of PoukohidoBecdan should
be something like ‘play/behave like a boukolos’, but in Idyll 5
‘bucolicising” clearly means competing in an exchange of extem-
porised verses (which themselves are never described as ‘bucolic’).
Such competitions are well attested in many historical cultures,?®
and literary stylisation into a competition of pairs of hexameters
does not disguise the essentially popular character of the form. Nei-
ther Lakon nor Komatas is a BoukdAos in the strict sense, so T. may
be alluding to (or creating the illusion of) a familiar terminology
which associates such song-competitions with the countryside. No
other certainly genuine poem of T. presents an amoebean contest

* Cf. E. Cremonesi, ‘Rapporti tra le origini della poesia bucolica ¢ della
poesia comica nella tradizione peripatetica® Dionise 21 (1958) 109~22. For
efforts to take these accounts seriously of. R. Y. Hathorn, ‘The ritual origin of
pastoral’ TAPA gz (:961) 228~38, Trencsényi-Waldapfel (1966), G. J. Baudy,
‘Hirtenmythos und Hirtenlied. Zu den rituellen Aspekten der bukolischen
Dichtung’ Poetica 25 (1993) 282~318. The Hypotheses found in our scholia of
T. are modelled on the dramatic Hypotheses of Aristophanes of Byzantium
(cf. Wendel (1920) 88-g).

2t Cf. Idyl 1, Intro.

2 Cf. Serrao (1971) 6g—70.

» Cf. R. Merkelbach, ‘BOYKOAIAZTA! (Der Wettgesang der Hirten)’
RRM 99 (1956) 97-133 (= Effe (1986) 212--38).

2. BUCOLIC POETRY 7

of quite this kind, but ‘exchange’ is important, to varying degrees, to
the structure of 1, 4, 6, 7 and 10, and it is terpting to believe that it
was always suggested by ‘bucolic’ terminology.

In Idyll 7 Simichidas suggests to Lykidas that they should ‘bucoli-
cise together’ (BouxkohicwBwueaba 36), which suggests an exchange
of song, for the context is Simichidas’ declaration of their musical
and poetic powers through which ‘each of us may benefit the other’
(36). Lykidas’ response concludes {49—51):

&AN &ye Poukohikds Taxéws &poped’ Gotdds,
SuaixiSer kfyyd pév — Spn, pidos, & Tor &péokel
ToUB &7 mpdv v Spa TS wEAUSpiov EfeTéVaTa.

Come, Simichidas, let us straightaway begin the bucolic singing
{or ‘song’}. And I — see, my friend, whether you like this little
song which I recently worked out on the mountain.

From this it is clear that in Idyll 7 “bucolicising’ involves an exchange
of songs, though not the extemporised and amoebean performance
of Idyll 5; one of the participants is (or looks like) a goatherd (13—14),
and there is good reason to think that Simichidas proposes ‘bucoli-
cising’ precisely because he is in the countryside and confronted with
a master poet of the countryside, and because ‘bucolicising’ is asso-
ciated with herdsmen. The song which Simichidas subsequently per-
forms picks up some of the themes of Lykidas’ song, and Simichidas
presents himself as learning his songs ‘while a boukolos on the moun-
tains’ {g2), as though the status of ‘real’ boukolos was necessary for
‘bucolicising’ (cf. n. ad loc.). Such ironic literalness is manifested also
in the matter of his song (goats, Pan etc.), whereas Lykidas sings a
complex propemptikon for a beloved boy which includes the myths of
two legendary herdsmen-poets, Daphnis the oxherd and Komatas
the goatherd. Thus BoukoAikd &o18& in Idyll 7 is most probably to
be understood as ‘bucolic singing” or ‘bucolic [exchange of] song’,
and there is no clear sign that the individual songs of Lykidas and
Simichidas could themselves be called ‘bucolic’.

In Idyll 1 2 goatherd urges Thyrsis to entertain him with 2 song,
“for you sing the sufferings of Daphnis and have reached mastery in
the bucolic Muse’ (1g—~20). The song which Thyrsis proceeds to sing
about Daphnis & Poukd)os is punctuated by addresses to the Muses,
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asking them to begin, continue and conclude Boukohikd &oi8&.
Here ‘bucolic’ can apparently describe a single song, as commonly in
later poetry {e.g., Epigr. 2.1—2 ‘Daphnis who played bucolic hymns
on his lovely syrinx’, almost certainly post-Theocritean). Never-
theless, in asking Thyrsis to sing his masterpiece, the goatherd recalls
a time when Thyrsis sang in competition with ‘Chromis of Libya’
(23-4), and the most natural inference is that on that occasion Thyr-
sis sang ‘the sufferings of Daphnis’; to ‘reach mastery in the bucolic
Muse’ itself evokes an agonistic setting, as the opening verses too
suggest a series of contests against Pan and the Muses. Thyrsis® song
thus derives from a context of competitive exchange, and Idyll &
itself presents a series of such exchanges: the ‘competition of com-
pliments’ with which the poem opens (cf. 1.1-11n.), the exchange of
an ekphrasis of a marvellous cup for the song about Daphnis etc. In
Idyll 1, therefore, the ‘bucolic’ terminology is not to be explained
solely in terms of Daphnis & Boukdhos, the legendary subject and
inventor of bucolic song (cf. Idyll 1, Intro.)

Of the poems in which ‘bucoelic’ terminology does not appear,
Idyll 6 has a competitive and Idyll 10 a non-competitive song-
exchange, in one case possibly and in the other certainly not between
two herdsmen.® There is at least no positive internal reason to
believe that the solo performances of 3, 11 and 12, let alone the
‘urban mimes’ in 2, 14 and 15, were for T, himself Bouxohiké.

With the exception of Daphnis himself (Idylls 1, 6) and Damoitas
(6.1-2n.), T.’s musical herdsmen are not oxherds (Boukéhor); why
then is the singing of Idylls 1, 5 and 7 PoukoAikd, rather than, say,
aimohikd, a possibility in fact raised in Idyll 7 by the juxtaposition
of Komatas the goatherd to Daphnis the oxherd (and cf. 1.56)?%
PoukoAsiv and related words are found from an early date used of
animals other than cattle,* but this is hardly an adequate explana-

* On the possible implications of the name Boukaios, however, cf. 10.1m.

* Late antiquity found an answer in the ‘bucolic hierarchy’, ¢f. £ Proleg. ¢
Wendel, 1.80n. Of some interest in this connection is Euripides’ description of
Apollo working as a herdsman, Bookfpaot . . . oupiwv | wopvitas Tpevatous
(dic. 576~7).

* Thus, for example, Homer’s Boukolion is a shepherd (N, 6.21~5) and cf.
Il 20.221 Twwor ... Boukohiovrto, Eupolis fr. 1g K~A etc.

2. BUGOLIC POETRY 9

tion. Later sources make Daphnis & Pouxoros the ‘inventor’ and/or
principal subject of T& BoukoAtka uéAn,”” but we have seen reasons
for thinking that this does not even account for the terminology of
Idyll 1. In the course, however, of an account of types of song,
Athenacus (14 619a—b) reports: “There was a song for people leading
flocks, the so-called PouxoAiaonods. Diomos was a Sicilian oxherd,
and he invented this type; Epicharmus mentions him in the Alkyon
[fr. 4 Kaibel] and the Shipwrecked Odysseus [fr. xo05 Kaibel].”* Here is
another Sicilian tradition of ‘bucolic’ singing, but one not tied to the
particular legend of Daphnis nor, to judge from Athenaeus, restricted
to oxherds. Whether or not Epicharmus said anything about Diomos,
other than merely mentioning his name, we do not know; it is, of
course, possible that the term BouxoMaopos does not pre-date the
Hellenistic scholarship which made Diomos an ‘inventor’, but it is at
Jeast as likely that the term is in fact older. It can only be a guess that
some BouxoMaopds at least was (or was believed to be) antiphonal
or amoebean, but it does not seem too rash a guess. If this is right,
then T.’s ‘bucolic’ terminology will result from a creative reworking
of traditions of Sicilian song-making, which may themselves have
been to some extent scholarly constructions.®® Even if, however, the
literary history inscribed in T.'s poetry may be largely his own, it
can hardly be doubted that there was a history. To judge from the
parody at Ar. Plutus 290-315, it seems very likely that Philoxenus had
already exploited Sicilian traditions of ‘bucolic song’ for his famous
Cyelops or Galateia,®® and Euripides’ Cyelops, set on Sicily, contzfxins a
very ‘Theocritean’ song (41-62), which may similarly exploit the
audience's belief in such a Sicilian tradition.®

#7 The sources for the myth of Daphnis are gathered in Intro. to Idyll 1.

® Cf. Hesychius B go6. At 14 618¢ Athenaeus, on the authority of Tryphon
(late first cent. 80), lists PoukoAlonds (sic) as a type of alAnois.

2 Nauta (1990) offexrs a helpful account of some of these matters, though 1
cannot share his wish to introduce a uniform and reductive sense for ‘bucolic’
terminology in the genvine T.

® Cf. Idyll 11, Intro.

3 Cf Seaford on wv. 41-8t. Seaford notes Sophocles” Inachos, in which
Argos sang (apparently) while guarding o (fr. 281a Radt, R. Pfeiffer, .S:B
Miinchen 1938, 2, 28—9); no testimony, however, applies the term PoukoAixév
to this song.
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Epicharmus wrote comedies at Syracuse in the first half of the
fifth century.®* Mythological burlesque was very prominent, with
Odysseus and Heracles as important characters; the Cyclops (frr. 813
Kaibel) presumably dramatised the events of Od. g, and the Amycus
{frr. 68 Kaibel) presented the story which T. treated in the first part
of Idyll 22. As a famous figure of Sicilian literary history, Epicharmus
will in any case have been important for T.; Epigram 18 describes 2
Syracusan statue of the comic poet. The presence of “bucolic’ mate-
rial in Epicharmus must remain speculative, though some of the
myths he treated are clearly suggestive, and the title AypeoTivos
‘Bumpkin’ (frr. 1—3 Kaibel) is a further hint. It is at least tantalising
that the Suda (¢ 2766) gives Tityros (cf. 3.2, 7.72) as one of the names
of his father (another name is Xipapos (Kid)!); these names may
have had their origin in an Epicharmean joke, but even such a joke
might have been important for T. as he constructed links between
his poetry and the great figures of the Sicilian past.®

Direct borrowings by T. from the mimes of Sophron of Syracuse
(fifth century) are attested by the scholia only for the ‘urban mimes’,
Idylls 2 and 15.* Sophron’s playlets, written, at least in part, in a
kind of rhythmical prose, were divided into those with male and those
with female characters. Among the former were “The Fisherman and
the Countryman’ (frr. 43-5 Kaibel}*® and “The Tunny-Fisherman’
(frr. 46-9 Kaibel).?® Idyll 3 certainly evokes related traditions of
quasi-dramatic solo performances,” though ones not specifically
linked to Sicily. Like most things about him, the scope and length of
Sophron’s mimes is uncertain, but he enjoyed a particular reputa-
tion for the depiction of character (Afomoiia), and stories of Plato’s

52 Cf. esp. G. Kaibel, RE vi 3441, Pickard-Cambridge (1962) 230—88.

** Radt speculates that apparent Dorisms in the satyric Diktyoulkoi of
Aeschylus (frr. 46a~47c Radt) mark a debt to the Dikiyes of Epicharmus;
certainly the chorus of Aeschylus’ play, ‘all farmers, vine-diggers, shepherds’
(fr. 462 18~19) are ‘bucolic’ enough.

* Cf. Hunter (1996a) 116—23.

% Kaibel is probably correct to include here a reference {fr. 45) just to
‘The Countryman’.

% Cf. g.25—-7n.

37 Cf. Idyll 3, Intro,
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admiration for his work probably pre-date T.*® Aristotle adduces
‘the mimes of Sophron and {his son} Xenarchus and Sf)cratic dia-
logues® as examples of mimetic prose to which no generic name has
been assigned, whereas, he complains, it is regular to class as
‘poetry’ everything which is written in verse, regardless of whether it
is mimetic or not (Poet. 1447a28-47b16). For Aristotle, Sophron’s
mimes were mimetic representations and hence, in the most impor-
tant sense, poetic, but in clothing mimes in the grandest of metres,
T. turns the Aristotelian question on its head; is this mimetic verse
‘poetry’?®® As a model for T., Sophron is thus important also for the
kind of literary issue his poetry was thought to embody.

That the Idylls were designed to be read is suggested both by the
prevailing conditions of literary reception in the ‘third century and
by the pictorial care with which setting and action are ‘detaxiefl.4°
Recitation or even ‘performance’ by more than one actor is certainly
not an implausible complement to reception through re'ading, aAnc;
Virgil’s Eclogues were indeed performed.”! Aelian’s pejorative descrip-
tion of T. as & 16V vousuTIkGY Taryviey ouvBétns (M 15.19) per-
haps suggests that he thought of the /dplls as *playlets’.**

In the centuries which followed T., ‘bucolic’ turned into ‘pastoral’
by a process which both narrowed its focus to certain elements of T.’s
‘bucolics’, notably love and the relations between man and nature
and between present and mythical past, and expanded the range
of such song by giving primacy to the metaphor of the poet as
herdsman. What in T. were ‘generic possibilities’ became ‘generic

s Cf. Douris, FGrHist 76 ¥72. The evidence is gathered by A. S. Riginos,
Platonica. The anccdoles concerning the life and writings of Plato (Leiden 1976)
174~6. ' )

89 Relevant here also is Aristotle’s reported observation (Diog. Laert.
3.37 = fr. 73 Rose) that Plato’s dialogues are halfway bctwscn poetry am}
prose (Thy TéV Adycv idéav alrol ueradl moruaros elvan kai mweboU
Adyou).

% Cf. Hunter (19g3b) 403, where, however, ‘solely’ (p. 40) overstates the
case. . .

# Cf. N. Horsfall, 4 companion to the study of Virgil (Leiden xg')gs) 24950

% Cf. Gnesippos & Tatyviaypégos, below p. 108. maiyviov itself, of
course, could refer to a non-dramatic text.
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expectations’.”® Neither this process nor the clear differences
between the manner of post-Theocritean ‘bucolic’ and Virgil’s
Eclogues can be traced in any detail here,* though bucolic irony
deserves a brief note. Idylls 7, 10 and 11, at least, self-consciously
exploit their scripted rusticity, and to some extent this is an ironic
mode which subsequent “Theocritean’ poets never sought fully to
recapture.®® In T. the ‘generic possibilities’ have not yet hardened
into a familiar code agreed between poet and reader, so the bucolic
metaphor itself is still a major poetic concern. Harry Berger has
usefully described part of this concern as, in the terminology of
Harold Bloom, a distinction between ‘strong’ and ‘weak’ pastoral.
For Berger Idyll 7 is ‘strong pastoral or metapastoral ... which ...
presents itself in the act of (mis)representing the pastoral that fath-
ered it ... [It] constructs within itself an image of its generic tradi-
tions in order to criticize them and, in the process, performs a cri-
tique on the limits of its own enterprise even as it ironically displays
its delight in the activity it criticizes ... [and] traditionally fashions
as its target a generalized image of weak pastoral.”*® None of T. is,
however, ‘weak pastoral’ in the purest sense: 5 perhaps comes clos-
est, whereas 4, 7 and 10 fit the ‘strong’ model particularly well. Here,
as in so many respects, the subsequent pastoral tradition found in T.
a range of linked possibilities, not a readymade template.

3. THE LOCUS AMOENUS

Greek literature did not suddenly discover the countryside in the
Hellenistic period.*” Both nature and those who work with it are
present in the Iliad (the similes, the Shield etc.)* and even more obvi-

* The happy formulation of F. Muecke, AUMLA 44 (1975) 170-1.

* Among helpful contributions are Arland (1g37), L. E. Rossi, ‘Mondo
pastorale ¢ poesia bucolica di maniera: I'idillio ottavo del corpus teocriteo’
SIFC 43 (1971) 5~25, Van Sickle (1976), Halperin (19832), Effe (1989), Alpers
(1996), Reed (1997), Fantuzzi (1998a).

“ This is how I would reformulate the picture in Effe (198g) of an ‘ironic’
T. ranged against the ‘sentimentality’ of subsequent bucolic.

* Berger (1984) 2-3.

* The fullest treatment of this subject is Elliger (1975).

“ Cf. Griffin (1992).
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ously the Odyssey (the Cyclops, ‘Goat Island’ (9.116-151), Eumaeus);
Sappho wrote one of the most evocative of natural descriptions (fr. 2
Voigt), and Aristophanes’ Peace offers many images of the country-
sidé in harmony. Virtually all landscape description in literature is
more or less ‘typical’, ie. its particularity lies in the place-names
attached to it and its function within the text, rather than with
‘unique’ natural features.®® T. stands out by the range and detail of
the fora which fill his Jandscape, not because he looks at the coun-
tryside in a quite new way; what is new perhaps is his exploitation
of such typicality to reflect upon his own poetic practices (7.135~
4710.). _ .

It is nevertheless true that Hellenistic art and literature seem to
show a greater interest in the countryside and its people than is
obvious earlier.® Explanations in terms of a ‘weariness” with life in
increasingly large cities and a nostalgia for a past of constructed
simplicity are easy enough to offer, but very hard to control. ‘Tbc
phenomenon cannot be considered in isolation from other artistic,
intellectual and social developments: Epicureanism and Cynicism,
‘realism’ in Hellenistic art, the increasingly narrow concentration of
political and economic power, and so on. At one level T. can be seen
as part of a general literary trend. In the probably rather earlier
epigrams of Anyte from Arcadian Tegea we find dedications to Pan
and the nymphs and ‘inscriptions’ which invite weary travellers to
rest and cool themselves,* and the roughly contemporary epigrams
of Leonidas of Tarentum offer a whole series of rustic dedications,
including one to Hermes and Pan in a setting of stylised naturz}l
beauty, such as is conventionally called a locus amoenus> What 1s
lacking from these poems, however, is any sense of the bucolic
exchange, the emotional suffering and the interplay between man

4 To some extent, of course, this relation between the particular and the
general is a function of how we order experience and express that experiex:;ce
in familiar language, but landscape is an arca of ancient literary expression
in which this ‘typicality’ is particularly marked.

s Cf., e.g., Himmelmann (1980), Bernsdorff (1996). .

5 For Anyte ¢f. HE 1 35~41, 11 8g—104, D. Geoghegan, dnyte. T{ze Epigrams
(Rome 1979), K. J. Gutzwiller, ‘Anyte’s epigram book’ Spllecta Classica 4 (1993)
71—89, Bernsdorff (1996) go—186.

52 Anth. Pal. 6.334 (= HE 1966~71), cf. 1.1, 7.135~47nn.



14 INTRODUCTION

and nature which characterise T.’s poetry; this is not merely a dif-
ference between the epigram and the mime, but an indication of how
T. uses this stylised countryside to illuminate literary experience.

Plato’s Phaedrus occupies a special place in the history of the liter-
ary presentation of landscape.® The urban Socrates, for once out
of his ‘natural habitat’, specifically draws attention to the (typical)
beauties of nature — cool water, the shade of a plane tree, statues of
the Nymphs, cicada song — and marks them as aesthetic pleasures
inimical to intellectual progress (230b—d, cf. r.m.). The Phaedrus
establishes such pleasures as a privileged locus not just for T& fpwTikd,
but specifically for the exchange of competing views of eros. More-
over, Socrates tells a myth of the origin of cicadas from men who
were so besotted with the new pleasure of song that they neglected
to eat and drink (258e6—9d8); inter alia, this is an actiological myth
for the mousike which distinguishes men from sheep. For Socrates, the
highest form of mousike is philosophy, but in the world of Theo-
critean bucolic, song is more often than not the result of emotional
distress, precisely that distress which animals do not feel. Plato’s
cicada-men have successfully made the transition: they have escaped
human desires** and been rewarded with the undiluted pleasure of
song and divine privilege after death. For a Daphnis, however, and
those who seek to imitate him, there is no such freedom from
disturbance.

At the very beart of Idylls 1, 3, 6, 7, 10, 11 and 13 lies eros, whose
irruption into the bucolic world destroys the hoped-for &ouyia
(‘quietness’). In Idyll 1 the young men depicted on the cup, ‘long
hollow-eyed with love’, are set off against the child in the vineyard
absorbed in his own play. Like the cicada-men, the child has no
concern for food nor yet feels the weight of eros; he is the only char-
acter of the bucolic poems who is ‘self-sufficient and at peace’

* Murley (1940) is the standard reference, but that does little more than
gather a mixed bag of evidence, cf. also Pearce (1988) 297—300, Gutzwiller
(2991) 73-9. For the Phaedrus and Idyli 7 cf. below, p. 145~6. For the Phaedrus
and later pastoral cf. Hunter (1997).

% The common view that cicadas were ‘born from the earth’ (Davies—
Kathirithamby 124--6) suggests their asexuality; the Anacreontic poet calls the
cicada &mwabhs (34.17), and this will cover, inter akia, sexual desire. For the
‘realities’ of cicada sex ¢f. Arist. H4 5 556a25-bzo.
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(cTéprns Kai &rdpakTos). The Cyclops of Idyll 6 claims a similar
contentment, but his triumph is at best qualified and uncertain. At
the other extreme from the child, the Daphnis of Idyll 1 offers a
model of self-inflicted pain, of the refusal to take what is on offer.
Daphnis is an aetiological figure for all subsequent herdsmen b'otlh
because of his music and because it is eros which is his undoing; it is
eros (1.130) which puts an end to herding, syrinx-playing and (in Idyll
10) reaping. Song is both a product of eros and an activity that may
bring temporary alleviation (r0.21-3, Idyll 11), but it reallyloniy
serves to highlight human distress, a distress not felt by the animals
that the herdsmen guard (1.151—2, 3.2—4 etc.). It is, as Priapos makes
clear in Idyll 1, the very proximity of the animals with their uncom-
plicated mating habits which throws the emotional suffering of the
herdsmen into pathetic relief; the fantasies arid réle-playing in which
the herdsmen indulge function as an assertion of humanity ~ in the
poet’s construction, sheep and goats do not cause each other such
pain.®® . .

This paradoxical conflict — the desire both to imitate the animals
in escaping from desire (11.75, 1.85~6n.), as Plato’s cicadas did, and
to ‘pursue the one who fices” as 2 marker of difference from them -
is expressed in the figure of Pan, the god of herdsmen and their
poetry.®® Half-human and half-goat, Pan’s duality embodies both
straightforward animal sexuality and the emotional obsessiveness we
associate with human beings, and particularly T.’s herdsmen. The
familiar stories of Pan’s unhappy love for Syrinx and Echo display
the transformation of one into the other: an animal lustfulness
becomes an obsessed longing for what is now beyond reach as the
god kills the object of his desire. Something of Pan’s doubleness also
infects the tone of T.’s poems: just as the god may inspire terror or
laughter (cf. k. Pan 36—47), so too can the sight and plight of the
unhappy satyr-like lovers of Idylls 3 and 11.

The delusion and disturbance which eros brings has obvious points
of contact with philosophic accounts of desire, and Thomas Rosen-
meyer sought to draw a close link between the Theocritean pursuit

5 This is another area in which post-Theocritean pastoral developed what
are merely suggestive hints in T. (cf. 10.31-2).
* Cf. Idyll 1, Intro.
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of freedom from disturbance and Epicurean ideals of ataraxia.’” For
Epicurus® eros arose, roughly speaking, from a combination of
heightened desire and false opinion. Both Epicurus and Lucretius, in
his famous account in DRN 4, recognise sexual desire as something
which may safely and easily be satisfied, but which is dangerous
because it so easily turns into something deleterious to our happi-
ness; it is a pleasure we may give ourselves, but we are lucky if we
avoid the harmful entrapment which results when desire passes into
eros, with its obsessive focus upon the loved individual. Lucretius saw
the way of avoiding the worst excesses of amor as not thinking about
{or being with) the beloved (cf. Epicurus, S¥ 18) and taking care to
empty your seed in corpora quaeque (4.1065).% In Idylls 1, g (cf. 3.1-2n.)
and 11 (cf. 11.75) the cure is available, and Priapos’ account of
Daphnis’ behaviour (1.82-91) seems to fit the pattern — Rosenmeyer
{(1969) 81) calls the phallic god a ‘good Epicurean’ ~ but this is not
enough to allow the conclusion that T. explicitly evokes Epicurean
ideas.

Poetic and philosophical traditions use very similar language to
describe eros, and illustrative material might as well be drawn from
Plato as from Epicurus.® It is indeed part of philosophy’s rhetoric to
describe ‘morbid desire’ in the language of poetry and myth, since it
is in these realms, not in the world of reason, that such desire
belongs. This is philosaphy’s satire: thus Lucretius’ famous ‘diatribe’
{4.1171~91) on the exclusus amator must be seen as an elaborate version
of a traditional weapon in the armoury of philosophy. This sim-
ilarity in the language of poetry and philosophy makes assertions of
philosophic influence in T. particularly hazardous, however tempt-
ing it may be to see ‘doctrine’ placed wittily in the mouth of a Pria-
pos or a (?) deluded Cyclops (6.28n). This would be poetry’s satire: not
the philosopher caught out in hypocrisy nor the malicious mis-
representation of doctrine — Epicurus never lacked for that kind of

# Rosenmeyer (1969) passim. ‘Freedom from disturbance’ is not of course
exclusively an Epicurean ideal, <f. 7.126-7n.

® Cf. Brown (1987} 10122, Nussbaum (1994) 14091,

* This too is a traditional attitude, cf. Antisthenes at Xen. Symp. 4.38.

& Cf. 13.64~71n.
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detractor®' ~ but doctrine manifested in the deluded fa'ntasics of
satyr-like rustics and exemplified against a background 9f §1mple car-
nality. At what point easy guesses about what goes on inside a goat-
herd’s mind cross paths with philosophical reflection upon the nature
of eros is an insistent question towards which these poems nudge us.

4. METRE

The great majority of T.’s poetry, and all the poems inclu'dcd in this
book, are written in dactylic hexameters which, ‘alc.)ng' fmth elegiac
couplets, are the dominant metre of all Hellenistic élite poetry 2
The basic pattern is:%
1 2 3 4 5
— 00| ~UU0 |~ 00|~ 00 |-0U|~u

By the third century, the hexameter was the standard mctrica} form
for a very wide range of poetic subjects and tones, but no writer of
hexameters could escape the Homeric heritage, which had shaped,
indeed created, the whole tradition of epos, the word whic‘h is as
close as the Greeks came to a ‘generic’ term for poetry written in
hexameters. Any writing of hexameters was a conscious or uncon-
scious engagement with Homer; in T.’s case, it was very co.nscmus.“
Moreover, the choice of the hexameter for the ‘bucolic mimes’ was
not merely the result of the general poetic and performative trfer'xds
of the time. T. married ‘low’ subject matter, resonant of a tfaditlon
of prosaic mime and/or popular song, to a metre, sxgm‘ﬁcant'h:
called 1O Rpwikdy,* which theorists regarded as the most p?etxc
measure and the one most removed from the rhythms of ordinary

s Cf. Diog. Laert. 10.6-8, D. Sediey, Cahiers de Philologie 1 (1976) 121-59.
2 For these developments cf. Hunter (1996a) 46, Camcro:} (1995) passim.
& This section assumes a working knowledge of the basuf patterns and
prosody of the hexameter. Those without such knowledge will find helpful
guidance on pp. xxii-xxvii of Dover’s edition, and <f, also M. L. West, Intro-
duction to Greek Meire (Oxford 1987) 19-23. . ] '
& The fullest treatment of T.’s engagement with the Homeric heritage is
1 83a).
Hiﬁpg&“ g?tmact)rius, On style 5 ‘The hexameter is called “heroic verse”
because of its length and appropriateness for heroes.”
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speech, cf. Arist. Poetics 14492278, 1459b34~7 ‘the hexameter is the
stateliest and weightiest (oTacidTaTov kai dykwdioTaTov) of the
metres; for this reason it is the most receptive to rare words
(YA&rran) and metaphors’.® In using in his hexameters words
drawn not from the inherited poetic language, but the pastoral
world of herdsmen or the chatter of Alexandrian housewives, T.
issued a challenge to received notions of poetic appropriateness, T
Tpémoy; elevated metre was supposed to be accompanied by ele-
vated style and subject matter.5” Of the poems in the present collec-
tion, it is Idylls 3 and 4 where the productive clash between metre
and verbal style is most sharply felt.

Three related aspects of the Theocritean hexameter deserve spe-
cial attention here.®

1. Dactyls and spondees.5® The élite hexameter poetry of the third
century is, in general, more dactylic than Homer and tended to
reduce the number of verse-schemes which were used at all com-
monly. Thus Callimachus, for example, has a very clear preference
for a hexameter with only one spondee, the favoured place for which
is in the second foot.” Broadly speaking, the ‘epic’ poems of T.,
including Idylt 13," conform to this general tendency, as also do

 Gf. Rhet. 3.1404a34~5, 1408b32—~3, Demetrius, On stple 42 ‘the heroic
verse is solemn and not suited to prose, being resounding (osuvds kol o
Aoyikds, GAN fixd8ns)’. yAGooat in this context are largely archaisms, often
from Homer, which were often no longer fully understood, cf. below, p. 1.

¢ Some of the most familiar theoretical statements in this field are, of
course, later than T (e.g. “Longinus’ 30.2), but it is hardly to be doubted that
there is an academic, as well as a poctic, background to T.’s practice.

8 What follows is heavily indebted to Kunst (1887), Legrand (1898) 31442,
Brioso Sanchez (1976) and (1977), West (1982) 152-7 and Fantuzzi (r9952). My
account aims to be as descriptive as possible; the detailed statistics supporting
that description may be found in the works listed, Unsurprisingly, there are
differences between the statistics of different scholars, but 1 hope that the
general picture is not in doubt.

 The commentary uses a combination of d (dactyl) and s (spondee) to
indicate the pattern of the first five feet of a hexameter, e.g., dssdd.

7 There are helpful tables in W. H. Mineur, Callimachus, Hymn to Delos
(Leiden 1984) 35-6, and see also B. A. Van Groningen, La pofsie verbale grecque
(Amsterdam 1953) 33—4.

7" On the special metrical characteristics of Idyll 11 cf. the Introduction to
that poem.
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Idyils 3 and 7,72 whereas Idylls 1, 2, 4, 5'and 6 are markedly more
spondaic than the third-century norm. It is the first half of ic verse
which carries the bulk of this spondaic weight; two successive spon-
dees in this part of the verse are very common, and three are not
rare. Spondaic rhythm may still be used to ef)han.ce meaning (cf.,
e.g., 1.7:—2), but the general effect of \{e?se-wcxgh't in recitation and
reading must have been rather more striking than it may appear to us
today. Doric dialect and a vocabulary marked by many words which
had never appeared in hexameter poetry befor.e ‘obvmus%y play an
important réle here,” but as these are ‘mimes’, it }s ter'nf)tmg also to
see an attempt to produce a less smooth, mmje ‘fnzmctxc hexameter.
1f so, this would not be because the spondee is, in Greek eyes, closer
to speech than the dactyl {quite the reverse, in .fact),lbut because the
very deviation from contemporary poetic tendencies would effect
distance from the artifices of ‘literature’. . .

Some Hellenistic poets favoured verses, and often successive pairs
of verses, with spondaic fifth feet, so-called srrovSs;dCov.)’reg. Whereas
some 5% of Homeric verse and 6% of Hesiod show thl's featu‘re,'thc
figure for Callimachus is some 7% (though thfzre are wide variations
between different poems) and for the Argonautica %, wh‘ercas Aratus
and Euphorion show in the region of 15%. Once again, there are
marked distinctions within the Theocritean corpus. Whereas the
‘epic’ poems are statistically close to the figures .for Caillmaf:husland
Apolionius, omovdsidlovTes are extremely rare in the buc0h‘c mimes
(1.3%): there are none in Idylls 3, 4 and 6, one in 5,. three m. 7 and
four in 1. Idyll 2 also has only one example, thus again following the
‘bucolics’ metrically, whereas Idyll 15 has eleven (7%). From a
rhythmical point of view, this avoidance of the ﬁfthjfoot ?pondce to
some extent compensates for the increased spondaic welght'of the
first half of the verse, and must be seen in conjunction with the
treatment of the fourth foot, to which we now turn.

a. *Bucolic digeresis’. From Homer onwards, there was a clear pref-
erence for word-division after the fourth foot (some 60% of Homeric
verses), and an even stronger preference for the fourth foot to be

7 Idyll 7 also has verbal features in common with the ‘epic’ poems. Cf.
below, p. 23.
72 Cf. Fantuzzi (19952a) 251-3.
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dactylic when it was followed by word division (i.e. £ Uuli, the so-
called ‘bucolic diaeresis’). In Callimachus, there are virtually no
examples of % —|j; the avoidance of such a break is known as
‘Nacke’s Law’.”* Again, there are important differences within the
Theocritean corpus. Taken together, some 85% of verses in Idylls 1—
7 have a dactylic fourth foot {against 73% in the ‘epic’ poems) and
some 80% of all verses in those poems show the pattern £ LU ||, and
there are at most three examples of % _.{); considered individually,
the figures for ‘bucolic diaeresis’ range from 74% for Idyll 7 to go%
for Idyll 5. It is again noteworthy that the behaviour of Idyil 2 is
close to that of the bucolics, whereas Idyll 10 has only 58% ‘bucolic
diaeresis’ and two breaches of Naeke’s Law, Idyll 14 has 67% and
one breach, and the figure for the rest of the corpus is around 50%.
Idyll 11 is again entirely remote in style from the bucolic mimes.”

3. ‘Callimachean rules’. Callimachus’ metrical practice forms a use-
ful point of reference for all third-century poets, for his hexameter is
subject to a sophisticated series of ‘rules’ governing the positions in
the line occupied by words of a certain shape and the positions at
which word-division may occur, and these ‘rules’ offer a useful guide
to the ‘conservatism’ or ‘modernity’ of other poets.” Thus, ‘Naeke’s
Law’ described above is one such rule, ‘Hilberg’s Law’ forbidding
£ —|{ another, and ‘Hermann’s Bridge’ forbidding £ U || U another.”
These ‘rules’ are, for the most part, standardisations of universal
tendencies within the Greek hexameter of all periods, and any close-
ness between Callimachus and T. need not imply direct influence.
An analysis by Marco Fantuzzi™® has confirmed that it is, again,
Idylls 1, 3, 4, 5, 6 and 7 which cohere most closely in their observ-
ance of the ‘Callimachean’ rules; Idyll 2 is somewhat more lax, but
remains close to the ‘bucolics’, whereas Idylls 10 and 15 are ranged
with the ‘epic’ poems (including Idyll 13) in a much looser respect for

7 Cf. rason.

s Cf. the Introduction to that poem.

7¢ Helpful accounts of the Callimachean ‘rules’ may be found in Hopkin-
son (1984) 51-5 and A. 8. Hollis, Callimackus, Hecale (Oxford 19g0) 15-23.

7 Cf. r0.26—7n.

7 Fantuzzi (19952); the basic point is made already in Di Benedetto (1956)
56—8. E. Magnelli, MD 35 (1995) 135~64, presents some modifications of
Fantuzzi’s results concerning the treatment of the second foot.
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these norms; Idyll 11 is again idiosyncratic in its remarkable freedom.
Broadly speaking, therefore, the ‘new’ bucolic mimes are marked by a
close approximation to the ‘new’ metrics of Callimachus, whcrca§ the
‘epic’ poems remain closer to inherited patterns of generic practice.

5. LANGUAGE

Homer bequeathed a linguistic style to all hexameter poets, what-
ever their native dialect and theme; the language of Homer, pre-
dominantly Ionic, characterised by a multiplicity of alternative
forms and littered with words whose meaning had, by the third cen-
tury, long been uncertain, is the basis of most surviving hexameter
and elegiac poetry. Even purely local, ‘non-literary’, poetry shows
the clear influence of the epic tradition. The poems included in the
present volume differ, however, from the inherited conglomerate in
three broad and related ways.

1. Vocabulary. We saw above that, just as the hexameter was
regarded as a high and serious rhythm removed from ord.inafy
speech, so it was most receptive to rare and archaic words, X.thh in
practice often meant words inherited from Homer. Despite their
sophisticated density of Homeric allusion, however, the language
of the bucolic mimes is relatively free of such arcane vocabulary; a
tension exists between the associations of the metre and the lan-
guage in which that metre is expressed. Moreover, the rich botanif:al
and pastoral vocabulary may function as a kind of ironic alternative
to the traditional lexicon: such words are constructed as further
removed from the experience of T.s intended audience than
Homeric glosses would be. Be that as it may, T.’s sophisticated use
of a “technical’ vocabulary, and one probably indebted to the bota-
nical scholarship of Theophrastus as well as to his own observa-
tion,” marks this as an élite discourse. By a familiar literary para-
dox, the appearance of careful detail works as much against as with
both ‘realism’ and enargeia.

2. Morphology. Hand-in-hand with vocabulary goes the familiar
Homeric/Ionic morphology: genitives in -olo, datives in ~o10t and
-auat, verbal diektasis (4.57n.) ete. Such features are, for the most

7 Cf. Lindsell (1937), Lembach (1g70).
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part, metrically guaranteed, and so their place within the poems can
be securely plotted. Di Benedetto (1956) showed that the quantity of
such features differs strikingly from poem to poem. Idylls 1o and 11
have very few such features, whereas there is a fair sprinkling in
Idylls 1~7, with Idyll 7 having more than any other; Idyll 13, which
Di Benedetto did not consider, seems to stand close to Idyil 7, and is,
in any case, not straightforwardly ‘epicising’.®® Three points may be
made about these results. The mere fact that the relative scarcity of
such features allows them to be used as a diagnostic tool shows how
far T.’s language has come from the traditional language of the hexa-
meter. Secondly, just as there is a productive tension between
metre and vocabulary, so the interplay between humble words and
poeticising morphology is a central stylistic feature to which readers
must always be alert;* such interplay is 2 major constitutive feature
of a poetic self-consciousness which openly displays, rather than
seeks to conceal, literariness. Thirdly, in the bucolic poems language
and metre seem to move in parallel: the more ‘Callimachean’ poems
also seem to be the most ‘Homerising’, and thus the ones which most
obviously display their ‘poetic’ character,

3. Dialect. The predominant dialectal colour of all the poems in
this volume is Doric; T. came from Dorian Syracuse and his poetry
draws its most obvious inspiration from Sicilian poetic traditions
(above, Section 2). Moreover, Idyll 1 tells a Sicilian myth and may be
set there, Idyll 4, like 5, is set in Dorian South Italy, Idyll 7 is set on
Deorian Cos, and Idylls 6 and 11 tell the story of the Sicilian Cyclops;
Idylls g and 10 have no explicit setting that we can now recover. It is
also now very hard to recover the ‘resonance’ of such Doric hexa-
meters. Later theory, almost inevitably, saw a mimesis of the language
of rustics, a rough equivalent of the mock ‘West country’ accent
given to ‘countryfoik’ in some branches of English comedy.®? There

% Cf. Hunter {(1996a) 44-5.

8 Cf. Fabiano {1971).

2 Cf. Z Proleg. p. 7, 8-10 Wendel; ‘Probus’ on Virg. Eel. pp. 326~7 Thilo—
Hagen, Bucolica Theoeritus facilius wdetur fecisse, quoniam Graecis sermo sic widetur
diuisus, ut Doris dialectos, qua ille seripsit, rustica habeatur; Di Benedetto (1956) 49—
50; Halperin (1983a) 148~52. A much more subtle Byzantine interpretation is
found at X Proleg. p. 12, 4~25 Wendel.
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is, however, no contemporary evidence that Doric would be the
inevitable choice for such a mimesis, and this view leaves far too
much unexplained about the use of Doric throughout the corpus
and in other poets of the third century. We should also be wary of
assuming a single explanation or a single flavour for all poems. It
may be that there is an element of mimesis in the Doric of, say, Idyll
10, which is absent from the conspicuously different mode of Idyll 7,
whereas elsewhere the language may evoke the high Doric lyric tra-
dition of Stesichorus. We, like ancient scholars, read Theocritus in
‘collected editions’, but if we force ourselves to think rather in terms
of the individual poem, then it will be variety rather than sameness
which strikes us with greatest force.

The Doric character of the poems reveals itself partly in the use
of a few specifically Doric words (e.g. Afiv “to be willing’), but much
more importantly in the phonology and morphology of words com-
mon to all dialects. ‘Doric’ is in fact a very broad designation cover-
ing sub-dialects spoken from the western to the eastern edges of the
Greek world; a ‘Doric’ poet often had a variety of metrically equi-
valent and equally ‘dialectal’ forms from which to choose. Local dif-
ferences persisted for some time in the face both of something like a
Doric kotne and what was to prove the much more potent threat of
the Atticising koine which gradually took over the Greek world. It
seems clear that, as well as using ‘epic’ features in his ‘Doric’ poems,
T. combined within single poems ‘Doric’ features which were never
found together in any real speech community. In this he would have
been following the practice of literary poetry from Homer onwards:
virtually all high Greek poetry, particularly the three great traditions
of epic, lyric and tragedy, is composed in a composite, ‘artificial’
language which functions, in part, as a marker of distance from
ordinary discourse, This view of the language of the ‘bucolics’ has
indeed been challenged. C. J. Ruijgh (1984) argued that their lan-
guage is essentially that of an expatriate Cyrenean élite living in
Alexandria, modified by a number of forms influenced by the Attic
koine. Ruijgh’s case cannot be considered proven,® either on linguis-
tic grounds or on the basis of what little we can reconstruct of T.’s
poetic career, but the dialectal chaos which reigns in both papyri

8 Cf. Hunter (19962) 37.
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and manuscripts means that we are too often unsure of what T.
actually wrote to allow clear judgements about why he wrote what
he did.

A catalogue of some features of T.’s Doric is appended; Homeric
and koine alternatives which also occur are not listed. This list has no
claims to exhaustiveness, and other phenomena are noted in the
Commentary as they arise.®

I Phonology

(i) Long alpha is retained, and may also appear in so-called ‘hyper-
dorisms’ in place of an original long e, cf. 1.44n., 1.109~10n.

(i Medial -Z- may appear as -o8- (though the earliest papyrus
consistently presents the former spelling). This is a standard
feature of ancient texts of Sappho and Alcaeus, where it seems
to be a conventional spelling to mark ‘the preservation of the
pronunciation [zd] in Lesbian after it had changed to [z(z)]
elsewhere’ (W. S. Allen, Vox Graeca, 3rd ed. (Cambridge 1987)
59). It occurs also in ancient texts of Alcman, and if indeed T.
used this convention, he may have considered it a feature of
Laconian Doric. For discussion see Arena (1956), W. B. Stanford,

PRIA 67 (1968/9) c.1—-8, Gallavotti (1984) 5~6, Ruijgh (1984) -

76—80, Molinos Tejada 120—31.

I Nouns

First declension
(i) Masculine genitive in -& {<ao), cf. 4.1 V1AoVBg, 7.75n0.
(i) Acc. pl. -&s, as well as koine -&s, cf. 1.82~3n.
(iil) Gen. pl. -&v.

Second declenston
(i) Gen. sing. -w (<00), cf. 1.6 X1pdpw, 1.29 T (=ToU).
(i) Acc. pl. -ws (<ovs), cf. 1.92 TS (=TOUS), 1.121 TAUPWS, 07 -OF,
cf. 1.90 Té&s Tapbévos, cf. 1.82-3n.

8 The Commentary makes no attempt to deal systematically with T.s
poetic dialect; I have in the main followed Gow and/or Gallavotti.

5. LANGUAGE 25

III Pronouns

First person
Nom. sing. #ydov cf. g.24n.
Dat. sing. &uiv
*Nom. pl. &ués, &upss
*Acc. pl. Gué, &upe
*Dat. pl. &uiv, Gpiv, &uw(v)

Second person
Nom. sing. T¢
Acc. sing. 7€ (1.5), enclitic v (1.60 etc.), Tiv {cf. 11.39n.)
Gen. sing. TeUs, Teus, TeoUs (11.25—ym.); for Tel and Tev cf.
10.36~7m.
Dat. sing. Tiv (with long iota) or Tol
*Nom. pl. Upés, Uppes
*Acc. pl. Upg, Uupe
*Dat. pl. Upiv, Uuiv, Gupi(v)

*The status of these forms in T. is particularly uncertain, cf. Gow 1
300 n. 1, Molinos Tejada 142—9.

Third person
T. seems to have used both Doric viv and lonic piv, and choice is
often very difficult. The pronominal adjective is Tfivos, rather than
(&)xsivos, cf. 7.104n.

1V Verbs

1. Infinitives
() Thematic infinitives in ~ev, as well as -aiv/-nv, cf. 1.14n.
(i) Athematic infinitives in -pev, 7.28 fpev etc.

2. Personal endings
(i) ond pers. sing. pres. act. -¢5, as well as -5, cf. 1.1-3n.
{it) 1st pers. pl. act. -pes, fues ‘we were’, 7.2 giprrouss ete.
{isi) -11 rather than -o1 is regular, hence 3.48 TinT1, and grd pers.
pl. act. ~ovTl, -avi, 1.88 poxbifovt, 43 Gr8AKavTI.
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3. Contracted verbs
(i) =0 > &v, 1.107 PouPelvT etc.
(i) Apparent interchange between -dw and -éw verbs, cf 3.18-
20n., 7.51 Eemwdvaoa.
(ili) Athematic declension of contracted verbs, 7.40 vixnw, 1.36n.

4. Verb “to be’
grd pers. pl. pres. évti; for singular &vri f. 3.97—9n.
grd pers. sing. impf. fs.

5. Tense formation
(i) Futures in -céco with subsequent contraction, 1.14 vopevo®, 7.71
aiAnoebvTl,
(i) Verbs in -fw (-08w) form futures and aorists with -§-
koBifas, 1.97 AuyrEeiv.
(iii) Perfects with present endings, 1.102 588Uxew (1nﬁmt1ve)
wedUke (with n. ad loc.).

6. Feminine participles
In -oiow, rather than -ouoca or -woa (so also Moica). Inscriptions
attest such forms for Aeolian Lesbos and Dorian Cyrene, and they
occur also in high lyric and Syracusan texts. T. may have taken such
forms from the lyric tradition, but their origin and status in his
poetry remain a matter of dispute, cf. Braun (1932) 181-93, Ruijgh
(1984), Gallavotti (1984) 37—41, Molinos Tejada 1518, Hunter

{19g6a) 37 n. 142.

V' Miscellaneous
(i) Apocope of prepositions is regular, I.74 Tap woooi, 10.22
&uPdhey, 11.an.
(ii) T. uses both Doric xa and Ionic ks, cf. 7.53—4n.
(iii} Eywya, TUyq, though ye seems standard in the bucolics.
(iv) fjvBov rather than fABov etc.

6. TRANSMISSION

The early history of the circulation of T.’s poems is a fascinating
and frustrating subject which cannot be pursued at any length

6. TRANSMISSION 27

here.®® Individual poems were presumably at first recited and circu-
lated separately; some of the transmitted titles may perhaps go back
to the age of the poet himself, but the majority will have crystallised
in the subsequent tradition. Whether T. ever produced a ‘collected
edition’ of some of his poems we cannot say, and it would be rash to
assume that the strong sense of generic form which marks his poems
was given concrete expression in a ‘poetry book’; their stylistic dis-
tinctiveness makes tempting the idea that T. produced a book of ‘the
bucolics’, but it must be admitted that there is no external evidence
to support the hypothesis. That Athenaeus (7 284a) can cite from a
poem, the Berenike, of which there is no other trace in our ancient
and medieval texts, suggests that this poem at least travelled sepa-
rately. In the Eclogues Virgil echoes the spurious Idylis 8 and g and
‘non-bucolic’ poems such as Idylls 2 and 17,% and it is not unlikely®’
that he used an edition prepared by the grammarian Artemidorus of
Tarsus in the first half of the first century Bc. The Anthology pre-
serves an epigram of Artemiderus with the heading ‘For the gather-
ing together of the bucolic poems’.

BoukoAtkal Moioat owopddes wok&, viv §° &ua wloal
tvrt mi&s pdwdpas, Evri wds dyAas.
{(dnth. Pal. 9.205 = Epigram [xxvi] Gow)

The Bucolic Muses were once scattered, but are now all united
in one fold, in one flock.

Such a collection, presumably with the title BoukoAik&, will have
begun with the strictly ‘bucolic’ poems, but may have included other
poems as well, and also the work of other poets. Be that as it may,
the fact that in the probably early &\Aos 6 Xios epigram (above,
Section 1} T. is not yet presented as a ‘bucolic’ poet is surely signi-
ficant. The primacy given to T.’s ‘bucolic’ poems by the subsequent
tradition will be a result of the development of a ‘genre’, attested by

% The main arguments and bibliography for what follows can be traced
through Wilamowitz (1906), Gow 1 lix-Ixii, Gutzwiller (1996).

® Cf, e.g., L. M. Le M. DuQuesnay, ‘Vergil’s fourth Eclogue PLLS 1 (1976)
2599
¥ The implications of Servius’ famous remark, sane sciendum est septem eclogas
esse meras rusticas, quas Theocritus decem habet {Buc. Provem. 3.21), are at least
ambiguous; for an ambitious attempt to build upon it see Vaughn (1981).
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the spurious poems and by Moschus and Bion, in the two centuries
separating T. from Virgil.

Some 180 medieval and Renaissance manuscripts containing
Theocritean poems are known.®® Shared errors demonstrate that all
our MSS ultimately go back to a cormnmon ancestor, which itself
contained corrections, variant readings etc. An increasingly rich
papyrus record (though not yet dating earlier than the first centuxry
ap) and the preserved scholia on Idylls 1-18 and 28-9, which may
ultimately go back to the work of Artemidorus’ son, Theon, confirm
the presence of significant textual variation (and not just in matters
of dialect) from an early date. The MSS fall into three broad fami-
lies, though they may change their affiliations from poem to poem;
the principal MSS used in this edition and the order in which they
present the poems are as follows:®

Ambrosian family (K) 1, 7, -6, 8-13, 2, 14, 15, 17, 16, 29, Ep:-

grams

Laurentian family (PQW) 1, 5, 6, 4, 7, 3, 8-13, 2, 14~16, 25

Vatican family (AGLNU) 1-18.
Of these families, the Ambrosian tradition of K seems the most
trustworthy, and the Vatican the least, but the papyri make it clear
that no medieval family offers privileged access to ancient traditions,
and the modern editor should assume that truth may lurk anywhere.
The now standard ordering of the whole collection derives from
H. Stephanus, Poetae Graeci principes heroici corminis & alit nonnulli
(Basel 1566), although the Vatican sequence of 1-18 was already fol-
lowed in the editio princeps (Milan 1480) and the Aldine of 1495.%°

Information in this edition about MSS readings derives from
Gallavotti (3rd ed.) and Gow; where possible, reports of papyri have
been checked against the original publication. The apparatus which
accompanies the text is extremely selective: silence should never be
interpreted as a sign that the tradition is unanimous, and those re-
quiring more detailed information should consult Gallavotti and Gow.

8 Gallavotti’s grd edition, as well as Gow’s Introduction, must be con-
sulted for the manuscript history; cf. also Gallavotti (1952) 65~75.

 In the following list I omit the poems of Moschus, Bion etc. which often
follow after T. in our MSS.

% Cf. Gallavotti g61-2.

SIGLA

1. PAPYRI

P Perg. Louvre 6678 + Perg. Rainer (saec. v)
11?2 P. Berol. 17075 (saec. 1v)

T3 P. Antinoae (saec. v—vi)?

¢ P. Oxy. g545 (saec. 1)

115 P. Oxy. 2064 + 3548 (saec. 1)
T P. Oxy. 3547 (saec. 1)

V7 P. Oxy. 1618 (saec. v)

Ti® P Berol. 21182 (saec. vi)

T1¢ P Oxp. 3549 (saec. 1)

M P. Oxp. 694 (saec. 11)

" P. Oxp. 4430 (saec. 1)

M2 P. Oxy. 4442 (sacc. 11)

2. MANUSCRIPTS AND PRINTED BOOKS

a. K Ambrosianus 886 (C 222 inf.) saec. x1u1
b. P Laurentianus g2. g7 saec. Xm-xv

Q Parisinus gr. 2884 Ap 1301°

W Laurentianus Conv. soppr. 15 saec. X1v
c. A Ambrosianus 390 (G 32 sup.) saec. X111

G Laurentianus $2. 52 saec. X1

L Parisinus gr. 2831 saec. x1-x1v

N Athous Iberorum 161 saec. Xi~xiv

U Vaticanus gr. 1825 saec. x1v
d M Vaticanus gr. g15 saec. X1

S Laurentianus g2. 16 ap 1280

' Cf. Gow 11-1i, J. Bingen, CdE.113/14 {1982) 309~16.

* Cf. A. 8. Hunt and J. Johnson, Two Theocritus papyri (London 1930).

* Cf. A. Turyn, Studies in the manuscript tradition of the tragedies of Sophocles
{(Urbana 1952) 41 n. 3.
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Tr
Mosch.
Non.

e. ed. princ.

Ald,
Tunt.

SIGLA

Parisinus gr. 2832 saec. x1v
Codd. Moschopulei saec. x1v, xv*
Salmanticensis 295 saec. xvi°®

editio princeps, Bonus Accursius, Milan 1480
Aldine edition, Venice 1495
Editio Philippi Iuntae, Florence 1516

consensus codicum omnium

consensus codicum plurimorum
consensus codicumn POQW

consensus codicum familiae Vaticanae®
scholiasta, scholia

3. ABBREVIATIONS

K a.c.. K ante correctionem
K p.c. K post correctionem

Ryt varia lectio in K
Ks* K supra lineam

X manus prima in K
K2 manus secunda in K

Slem lemma scholiastae

+ Cf. Gow 1 Xiv, Gallavotti 327~34.
3 Cf. Gow 1 xlvi—il.

8 In practice this means {(following Gallavotts): Idyll 1, AGS; Idyll 3,
AGNU; Idyll 4, AGU; Idylt 6, AGLU; Idylls 7, 13 ALU; Idylls ro, 11 ALNU.

THEOCRITUS
A SELECTION



I IDYLL 1
OYPZIXZ H WIAH
OYPIIZ

&8U Tt T yibUpiopa kat & TriTus, aimdde, Thva,

& ol Tals Tayaiot, ushicSeran, &8U 8¢ kad U
ovpicBes petd Mava o Selrepov &BAov &TroiofL.
of ko TRVOS EAnt kepady Tpdyov, aiya TU Aoyl

of ®a 8 ofya A&Pnt THvos yiépas, s TE KaTxppel

& yiuapos xipdpw 88 kahov kpéas, Eore KW &uEAERIS.

AITOAOX

&B1ov, & TrounV, TO TEdV PEAOS i TO KXTAYES
THy’ &mod T&S TETPas KaTaAsiPeTan tyodbev Udwp.
of k& T Moloan tév olida 8dpov &ywvTat,
&pva TU caxiTav Aayfit yépas o 8¢ k* &ptokn
Thvais &pva AaPeiv, TU 8¢ T&v Siv UoTtepov &Ef.

OYPZIZ

Afiis roTi T&v Nupedvy, Afits, aidis, Teide kaifas,
&5 T K&TavTss ToUTo yewAogov af T8 uupixal,
oupicdev; Tds 87 aiyas éywv év Té18e vousvad.

AITTIOAQZ

ol BEus, & ToIpfY, TO pecapPpivov ol Béus Eupy
oupiodav. Tov MM&va dedoiraues A ydp &’ &ypas
Tavika Kekuakes dpmraverar 6Tt 8 KPS,

wai ol &el Spiusia xoAd ot pvi k&dnTai.

I 6 xpéas Heinsius: kpfis codd. 11 &€ 5% &Efis vel &&els O
KPQ; & Wy 7 €011 Stobaeus 8.20.3: fvi codd. ye K

13 <08



34 IDYLL 1

SANG TU y&p 1), OUpoi, T& AdewiBos dhye’ deides
kai T&s PoukoAik&s i Td TAfov ikeo poioas,
$elp’ UTd Tav Ay oBdueda T Te TTprde
kal T&v Kpaviddwy katevavTtiov, dimrep & 8&kos
THvos & Toluevikds kol Tod Sples. ol 8¢ & &eloms
s bk Tov AiBUade ol Xpduw dioas épioduwv,
alyd T Tol Bwodd Bidupatdrov & Tpls duéA§a,

& B Eyo10” Epipws TorauéhyeTan & SUo TEAAQS,
ki Padl kKiooUPiov KekAuouévoy &BEL Knpdd,
&ppddes, VEOTEUXES, ET1 YAUQ&VOlo TIOTOGSOV.

76 TTOTi WEV XeIAn poplsTal Uydh K1oGos,

K16G0g EAIXPUCWL KEKOVIoMEVOS & B KaT® aUTdv
kapTrédt EME eihelTan &yoAAouEVa KPOKOEVTL.
$vToofev 88 yuvéd, Ti Beddv Baxidadua, TérTukT,
doknTd TémAw Te kol Gurrukl wap 8¢ of dvdpes
kaAov 0s1pd&ovres &uo1Padis GAAobev GANoS
veikelova® Eméeoct: T& & ol gpevds &TrreTan QUTES:
AAN Sra pdv Tfivov moTidépkeral dvdpa yéAaiog,
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@ol Tl cvoutva Tav Tpiuov, & & &l THpat
whvTa §éAov Teuyoloa TO audiov o wply dvnosiy
gacti Tpiv fj dkpdTioTov &l Enpolor xadigm.
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&pyeTe Poukohik&s, Moioal eidal, dpxeT’ &o1d&s.

ToAAai of wap Tooot Pdes, ToAAol 8 Te Talpol,
roMal 8¢ Sapdhal kal wépTiEs WBUpavTo.

&pyeTe Boukohikés, Mofoat pidar, &pXeT™ &oid&S.

Av8” ‘Eppds mpdrioTos &’ dHpeos, gime Bt “Adovt,
Tis TV RaTaTPUYEL; Tivos, Gyadé, TocToV gpaoar;”’

&pyeTe PoukoAikds, Moloc eidal, &pxer’ &o1dds.

Avbov Tol PoUTat, Tol Trotuéves, GimwdAot fAvBov:
Tté&vTes dympaTeuy Ti wdBot kakév. five” 6 Tlpiamros
kApa “Adgvi Téhav, T vu T&keal; & 5& TV KodP
mrdoas v kpdvas, vt &Acsx TToool popeiTal — -

&pyeTe PoukoAikds, Moloal pidas, &pxer” &o1dds —

Chrao™ & BlUoepdds Tis &yav Kal &uixavos éoot.
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Go1rdN0s, kK’ foopfit Tas uNk&Bas ola Patelvral,
réreTar dgBaucos 8T1 oU Tp&yos aUTOS EyevTo.

&pyete PoukoMkds, Moloon pidan, &pyer’ &ord&s.

kot TV 8 el ¥ Eoopiiis T&S Taphévos ola yEAGV T,
ket dBaApcds 81 ol peT Taiol XopeUsis.”

T & oUBky ToTeAEEx®” & PoukdAos, AN TOV aUTd
&vue TIKPOY FpwTa, Kal &5 TéAos &uue poipas.

&pyete Boukohkés, Mofow, réAy &pxer’ &ordés.
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&pyeTe BoukoAikds, Moloal, wéiv &pyet &o18&s.

Tav 8 dpa xo Adevis otausiPetor “Kumpr Bapsia,
KUmpt vepeooatd, Kimpt varoio &reybis,

81 y&p ppacdnt v &hov &uut SedUkery;
Adguis kfiy AlSa kakdv Eooetat &hyos "Epeori.

P -~ ~
&pxeTe PoukoAikds, Moloai, méhiv &pyet’ &o18ds,

ol Aéyetan Ta&v Kitrpiv 6 Poukdios; éprre wot’ “I8aw,
g¢pme roT Ayyicav: tnvet Spuss A8t kUTelpos,

< 3 Ay N ~ 3 ‘
ai 88 xaAdv PouPelivTi ToTi cudveoot pihicoal.

&pyere Pourohikds, Moioal, réAv &pyer’ &o18as.

dpaios xddwvis, &rel kol udha voueUs
kol TdRGs PAAAE Kad Onpla whvTa Sicoker.

» A -~ ~ ke LI LIS § ~
&pyxeTe Poukorikds, Moloai, A &pyet” &oi184s.

. o , x -

aUTIs 6Trws oracft Alopndeos dooov iolow,

kot Aéye “Tov BouTay vikd Adguiv, AR udyey pot.’
&pyxeTe BoukoAikds, Moloat, A &pxet’ &o184s.
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oUkeT’ &v Spups, oUk &Acex. yaip’, Apéboloa,

kol ToTauol Tol XeiTe KaAdY kaT& ©UPP1Sos USwp.
&pyeTe PoukoAikds, Moloat, A &pyet” &oi184&s.

Aaguis Eydov 88e tfivos & Tés Pdas d8e vouedwv,
A&evis O TS Tawpws kal wopTIas (e woTiodwy.
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T&v Tikeh&y, ‘EAikas 88 Afrrs plov admrd Te odpa
THivo Aukcovidao, 1o Kal Haxd&peoaty &ynTov.

AfyeTe Poukohikds, Moloal, Tte AfyyeT &9186(;.

20, Huag, Kot T&vde pépeu TakTolo peAitTrvouy
& Knpw cuplyycx KAV -rrep1 XEIAos EAIKTAY"
f y&p Eyoov O’ "EpwTos & Aidav EAkonal 787.

AnysTe PoukoAikds, Moioal, fte AysT &o18&s.

viv i uév popiorte PéTot, popéorts & &kavbal,

& 8% koA véipKiooos & &pkedfolol Kop&oat,
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KHE dpheov Tol okdTrEs &ndool yapUouwTo.”

AfyeTe PoukoAikds, Moioa, iTe AfyeT” &otds.

xo) iy Té00° grdoy &remaioaTtor Tov 8 AppodiTa
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2k Moip&v, X6 Adguis Epa péov. EkAuae Biva

tov Moioais gitov &vSpa, Tév o Nuugaiow &rrexbi.

AfjyeTe PoukoAixds, Moioa, iTe Aysr” &oidds.

1 K + ” 3 Id
ked TV 81801 Tév aiya T6 Te oKUPOS, WS Kev &uéAlas
otrelow Tads Moloous. & yaipere TOAAGK1, Moioal,
2 o 2 ~
yaiper’ &y 8 Unwv ki & UoTepov &Biov aiod.
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1év Tot Eydov, Apcpulli ¢iAx, Kioooio puAdaon,
qumAtEas KaAUKeoo1 Kal elOBUDIoL OEAIVOIS.
duot gy, Ti mdbw, Ti & BUoaoos; oly UroaKkoUErs.

& Paitav &mrodus & kUpaTa TNV SAelual,
&mep TS BUvvws oxomidieTar ‘OIS & ypiTevs:
kol Ko ph) oB&vew, TO ye pdv TeoV &BU TETUKTAL.

Byveov Tpdy, SKa HOL, HELVapEVEmL gl @iAgels W,
oUdE TO TNAéIAoY TroTep&EaTo TO TAGT&Y MUY,
SN aliTes &maids moTi Tyl Eeuapdvin.

gimre kol & ypaia Tdhabéa kooKIVORQVTIS,

& pdv olohoyeloa MapaiB&Tis, oUvex’ Eyd uév
Tiv 8Aos Bykeual, TU 3¢ peu Adyov oUdéva Trotfit.

A udv Tot Aeuxdy S18upaTdkov aiya UALOTW,
Tdv pe ked & Mipuveovos kpiBakis & pehavoxpws
aivel kal 8wod ol, &mel U po1 dvBiabpUTTn.

&Meran dpBapds ey & Begids &p& ¥’ iBnod
atréy; &ioeUuan woTl T TriTUY 8 dwokAivleis,
kot k& o' fows oTtidol, Emel ok &dauavTiva EoTiv.

‘Trrouévns, dka 81 Tav Tapbivov fileke yduat,
UGB’ &v Yepaly EAdov Bpouov &vuev: & 8 ATEA&VTX
&s 18ev, s tndvn, s & Paduy &hat” EpwTa.
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2 TTUhov & 8¢ BiawTos #v &yxoivaicty ékAiven
p&TRp & Yapieoox mepippovos Ahpeoipoias.

T&v B kah&w Kubtpeiay v dpeot pijAa voueUwv
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KO. % wéw Seldcaal ye, xad oUxéri AT vépsobal.

BA. TfAvas piv 81 Toi Tés mopTios alrd AéAetTTl
TohoTia. un mpdKas oiTi(eTan dotrep & TETTIE;

KO. o0 A8v, &AW Oka pév viv &n’ Alodpolo voueUw
Kot poAakE XépTolo KaAd kuuBa Bidwyt,
&Mook Bk oraiper TO Pablokiov &uel AdTupvov.

BA. hemtds pdv x& talpos 6 wuppixos. aibe Adyoiev
7ol TG Aawmpidda, Toi SauoTa dxka BUwvT
Té&1 “Hpat, Totdvde kakoyp&ouwy ydp & 8d&pos.

KO. kaipav & TroudAipvov EAadvetal & T8 T& DUOK®,
kai ol Tov NfauBov, 81ran koA Tt&vTa pUOVTL,
adyimupos kal k(o kad eiddns peNiTa.

BA. oeU peU Pacelvron kal Tai Pées, © TéAav Alywv,
gl AlBav, dka kai TU kakds fpdocao vikas,
¥& cUpry€ edp@T1 ahUveTan, v ok ém&ga.

KO. o¥ mva y’, oU NUugas, émel woti [Tioav &eéprwy
Bpov tuol viv EAermey: Eyd 8% Tis elpi pehikTds,
KeU piv 1o Fhadkas dykpovopay, g1 88 T Thuppo.
alvéw Tév T KpdToova — “Kahd mohis & T

Zéxuvlbos ... —
kal TO ToTadtov Té& Aakiviov, &iTrep & TUKTAS
Alywv dyddkovTa pévos kaTedaioaTo p&(as.
Trvet kai TOV Tadpov &’ dpeos &ye MaEas
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AcoeUpes®’s Boov aiyes tuiv pidat, dooov &méoPns.
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7oV DRSOy TpdyovTl, T& dlcooa. KO. oité’, 6
45 Attapyos,

oi1T’ & Kupaifa, ol Tév Adpov. olk éoaxolss;
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KO. é&kpav y’, & Seidaie wpdav ye ptv adrds Erevlev
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BA. &0 y’, dvBpwe grhoipa. T Tot yévos i Sxtupiokols

gyyuev 4 TTdveoot kakokvépoto dpicBer.
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k&vTlyévns, 800 Tékva AukwTréos, €l 7i Trep §06ASY
Y&y TéY rdvewdsy &rd KAutias e kol aUtd
X&Akwvos, BoUpivav &g ik o8ds &vue kpdvay

¢0 fveperoGuevos TéTpon yévur Tal 8t wap’ aiTéy
adysipot reAban Te dUokiov &hoos Upaivov
¥AwpoIo1v TTET&AOITL KATNPEPEES xoubwoal,
Kol T&v peodTav 680v dvupes, oUdE T6 odua
&uiv 16 Bpaoida katepaiveto, kai Tv’ d8iTav
tshAOV oUv Moioatot KuSwvikdy elpopes Gvdpa,
obvoua ptv AukiSay, fis 8 aitdhos, oUdE ke Tis piv
Ayvoinoey 18cbv, tmrel aidiw: Eoy’ Edikel.

ik utv y&p Aagiolo SaaUTpiyos eixe Tpdyolo
Kvakov Bépu’ duoiot véas Tapigolo ToTécdov,
&uoi 8¢ of aTHBeoTL Yépwy fapiyyeTo TETAOS
(woThpt TAaKepd1, poikdy & Eyev dypiehadw
BeErtepdn kopUvav. kal w” &rpépas elTe cECAPLS
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COMMENTARY

I Edyll x

A shepherd, whose name, Thyrsis, we learn in 19, compliments a
goatherd on his syrinx-playing and is in turn complimented as a
singer. The goatherd persuades Thyrsis to sing ‘the sufferings of
Daphnis’ in return for a goat and a wooden bowl with marvellous
decoration; the bowl is described in detail {27-60). Thyrsis then sings
the story of Daphnis’ resistance to Aphrodite and ultimate death
(64~145). The poem ends with the handing over of the bowl. There
is no explicit setting, but Thyrsis comes from Etna (65) and sings a
Sicilian song; it is not improbable that the setting is a stylised
Sicilian countryside, cf. 24, 57an.

Idyli 1 seems always to have been placed first in ancient collections
of T.’s poetry, and it is not hard to see why. At its heart lies the story
of Daphnis, variously the first ‘bucolic’ singer and the original sub-
ject of ‘bucolic’ song; Thyrsis’ song begins with an invocation to the
Muses to ‘begin the bucolic song’ (64), and so the placing of this
poem at the head of a collection entitled Boukohik& would be
unsurprising. The author of the Hypothesis ascribes its position in the
collection known to him to the fact that it ‘possesses more charm
(x&pis) and art’ than the other poems. Be that as it may, its ‘pro-
grammatic’ character is clear. It begins with the crucial idea of poetic
‘pleasure’ {in.), and the description of the marveilous cup (27-61n.)
evokes a style of poetry as well as a work of art, cf. Halperin (19832)
169—76, Cairns (1984). The programmatic significance of the subject
is matched metrically and stylistically: there is a relatively high num-
ber of guaranteed epic forms, and a very high incidence of bucolic
diaeresis accompanied by period or colon end, cf. Di Benedetto
{1956) 545, Van Sickle (1975) 55.

There is, however, no compeliing reason to think that Idyil 1 was
originally designed or subsequently redesigned to fit within a collec-
tion (contrast, e.g., Eclogue 1), nor that it was written against a
background of a pre-existing body of ‘bucolic’ poems to which it
could form a programmatic introduction, cf. above, Intro. Section 5.
What is more important than the possible relation between Idyll 1

60
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and any hypothesised early (or even authorial) collection is the sense
of tradition which is written into the poem. Thyrsis is already a
‘master poet’ (20) and the ‘sufferings of Daphnis’ have been sung
many times before (19); Thyrsis has taken part in song contests which
still live in the memory (24); even the carved scenes on the cup suggest
a pre-existing tradition of poetry (27-61mn.). The extreme courtesy
and mutual praise of the opening verses both' play off against an
expectation of antagonism (Idyll 5), and are distinctly agonistic in
form (1—11, 12~23nn.). T. may, moreover, be exploiting the poetry of
Stesichorus for the song of Thyrsis {cf. below); if so, he is Jaying claim
to a model from the ranks of high literature, rather as Callimachus
uses Hipponax in the Iembi. In short, whatever the original circum-

‘bucolic’ tradition, while itself founding such a tr n, of. Van
Sickle (i§75) 54-8, (1976) 22. Moreover, the three refrains which
punctuate the song of Thyrsis chart the move from ‘beginning’ to
‘repetition’ — that move by which all acts of cultural foundation are
marked — and ultimately to “cessation’. Thyrsis’® song inaugurates
and completes a whole genre.

the cup is an elaborate version of a common, rustic object, so the
song of Thyrsis suggests the popular in both style {the refrains) and
subject (Daphnis), but we may well believe that nothing like it had
ever been heard or read before. Like the cup, the poem itself is ‘a
marve] of the goatherd’s world, 2 tépus to amaze your heart’ (561.).
Its power derives from the fact that it does not fit readily into famil-
iar categories (this is what a Tépas is), and it stands under the sign of
Pan (3, 12330}, himself both ‘a marvel of the goatherd’s world’ and
a Tépas (above, p. 15). Moreover, Idyll 1 is specifically music per-
formed for prizes of a goat or a sheep (1-11, 25). BoukoAicouds was
believed to be a pre-literate song (Intro. Section 2), and 1~11 evoke
the related Tpaywibia, ‘goat song’, which was variously etymolo-
gised in antiquity: ‘song sung by goat-men’ and ‘song for [the prize
of] a goat’ would both have been known to T.’s audience, cf. Dio-
scorides, Anth. Fal. 7.410 (= HE 1585~g0), Eratosthenes fr. 22 Powell,
Pickard-Cambridge (1962) 112~24. The opening verses thus suggest a
historical narrative for ‘bucolic’ which is analogous to the familiar
account of tragedy’s origins. Later Peripatetic theory seems in fact
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to have invented an origin for bucolic on the pattern of the story
told about the origins of comedy (Intro. Section 2); T. himself, how-
ever, has already inscribed a related history in the fabric of Idyll 1.
‘Bucolic’ here is literally a kind of ‘tragedy’, with Pan taking the
place of wsos, that Olympian to whom Pan stands nearest
(h. Pan 46); Pan, Dionysos and the nymphs are indeed also found’
together in a ‘pastoral’ cp1gram of Leonidas (dnth. Pal. 6.154 = HE
2555—62). It is Dionysos who is evoked by Thyrsis’ name (1gn.), and
the decoration on the ‘ivy-cup’ specifically recalls a_famous Dio-
nysiac miracle (29-3in.). The boy weaving his cricket-cage, who is
at one level a figure of the poet, is set within the Dionysiac locus of
a ripening vineyard (cf. the story of the young Aeschylus’ poetic
‘initiation’ by Dionysos (Paus. 1.21.2 = Aesch. Test. 111 Radt)). At
another level, the ‘sufferings of Daphnis’ clearly resemble a tragic
pathos (cf. A. Parry, ¥CS 15 (1957) 11—13), and the 8pfivos or lament
offers another vision of pre-tragedy, the kind of song which, taken in
another direction, led to ‘drama’. Idyll 1 thus shares the very strong
literary-historical orientation of much_third-century_poetry {cf.
Hunter (1998)). D1 nysos Mgl lays an 1mportan‘g_;_ole also in the ‘bucolic
foundation’ of Idyll 7 (7.154n.).

The marvellous cup is another Dionysiac artefact, but the ‘mimetic
realism’ of the scenes, their contemporary or at least timeless setting,
and their subjects ~ erotic rivalry, rustic labour — suggest perhaps
the traditions of comedy, and comedy’s forebear, the Odyssey, rather
than those of tragedy and the Iliad. Where the story y of Daphnis, like
so many tragedies, blocks generational passage, the cup, like both
ithe Odyssey, from which the kicoUBiov ultimately derives, and New
lComedy, lays great stress upon ‘the ages of man’ and the activities
‘appropriate to each. The ‘goat-song’ of Pan will thus be as double as
the god himself, and the Aristotelian distinction between the paihos
of the liiad and the ethos of the Odyssey {Postics 1459b14-15), a dis-

- tinction which_later theory applied to tragedy and comedy (cf
quntlilan 6.2.20, Halpcrm (19832) 23943, C. Gill, CQ 34 (1984)
149~66), is played out in the counterpoint of the song and the cup.
In Daphnis and the Cyclops of Idylls 6 and 11 (the orlgmal owner of
a xiocoupiov) T. constructed two proto-bucolic poets, both Sicilian
herdsmen, both in other versions blinded, but one tragic and one
comic, one a hero of pathos, the other of ethos: ‘bucolic’ was to
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encompass them both. For a different view of pathos and ethos in Idyll
1 cf. Walsh (1g8s).

The song of Thyrsis, the &\yex Adgvidos, is mysterious and allu-
sive. In the east of Sicily (68~g) Daphnis ‘wastes away’, a verb often
used of the sufferings of unsatisfied love. He is visited by Hermes
and his fellow-herdsmen who enquire as to his trouble; next comes
Priapos who tells him that & kdpa is searching madly for him, and
the god calls him 8Uoepws 115 &yav kail &pfixaves. To these visitors
Daphnis makes no reply but ‘saw his bitter love through to the end
appointed by fate’ (92--8). Next comes Aphrodite who claims that
Daphnis had_vowed to defeat Eros, but he himself has now been
defeated; Daphnis responds abusively to her, and then delivers a
lyrical farewell to nature and Pan, as he acknowledges that Death is
at hand (130). Fate has now run its course and, though Aphrodite
would have wished it otherwise, ‘Daphnis went to the stream (#px
pdov), and the whirlpool washed over the man who was dear to the
Muses and no enemy of the Nymphs’ (140~1). Minimally, we may
infer that Daphnis is ‘in love’, perhaps with the girl who is searching
for him, but refuses to satisfy that love, even though he knows that
that refusal means death (103). The manner of his death remains
mysterious, but he may merely have ‘wasted away’ (cf. 7.73—7).

The very allusiveness of Thyrsis’ narrative demands a different,
but related, mode of reading to that necessary in the reading of an
ekphrasis, such as the goatherd’s description of the cup. As gkphrasis
offers more ‘than is actually there’ {the thoughts and emotions of the
figures, for example), so the song offers less ‘than is actually there’,
no matter whether we are to bring to our reading of the song know-
ledge of a pre-existing Daphnis story (cf. below) or whether our very
strong feeling of eliipse is purely a product of the poet s invention
a creation which is wholly new. This is not mercly a tras
hexameters of the allusive techniques of lyric. The nameless figures
on the cup, with their timeless and generic quality, provoke us to
enquire after particulars — ‘What is the story of the woman and her
suitors?’, whereas Thyrsis’ song of Daphnis, by its very particularity
and apparent intertextual evocation of a familiar narrative, invites
us to look to the general and universal.

Some of our later sources for the story of Daphnis may have been
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written to explain Idyll 1, and as such must be treated with caution,
but the ancient tradition is fairly consistent; for useful surveys cf.
Prescott (189g), LIMC ur 1.348-52, Zimmerman (1994) 25-37. Our
principal sources are as follows (omitting minor variants which have
no obvious connection with T.).

(i) 7.72—7 “Tityros shall sing how Daphnis the oxherd once loved
Xenea, and how the mountain grieved and the oak trees, which
grow on the banks of the River Himeras, mourned him as he wasted
(xaTeTdKeTo) like snow on tall Haimos or Athos or Rhodope or fur-
thest Kaukasos.’

(i) Parthenius, Narr. amat. 29 ‘Concerning Daphnis. The story
occurs in the Sikelika of Timaeus [FGrHist 566 ¥83]. Daphnis was
born in Sicily; he was the son of Hermes, and a fine syrinx player
and very handsome. He did not consort with most men, but stayed in
the countryside both winter and summer herding cattle (BoukoAddv)
on Etna. The story is that the nymph Echenais fell in love with him,
and told him not to sleep with (Panother) woman, for if he disobeyed
he would lose his eyesight. For some time he held out, though many
women were crazy about him, but finally a Sicilian princess got him
drunk and roused his desire to sleep with her, Thus it was that, like
the Thracian Thamyras, an act of thoughtlessness caused him to be
blinded.’ The attribution to Timaeus, a Sicilian historian of the late
fourth or early third century, is due not to Parthenius but to a later
annotator (cf. Knox (1993) 63—4), but it is not implausible, particu-
larly in view of the next source.

(i) Diod. Sic. 4.84 ‘In the Heraean mountains [SE Sicily, inland
from Syracuse], so the story goes, was born Daphnis, a son of
Hermes and 2 nymph, and he, because of the bay (8&¢vn) which
grew there in profusion, was called Daphnis. He was brought up by
the nymphs, and possessed very many herds of cattle which he
tended very carefully. For this reason he earned the name ‘Boukolos’.
He was a naturally gifted musician and invented bucolic poetry and
song (o BoukoAikdy Toinua kal péAos), which persists throughout
Sicily to the present day. The story is that Daphnis hunted with
Artemis and found favour with the goddess, and that he delighted
her exceedingly with his syrinx playing and bucolic singing (Bouxo-
Aty perwidia). They say that one of the nymphs fell in love with
him and warned him that, if he slept with another woman, he would
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lose his sight. A king’s daughter made him drunk and he slept with
her, whereupon he was blinded in accordance with the nymph’s
warning.’

(iv) Aelian, VH r0.18 ‘Some say that Daphnis the boukolos was
Hermes’ eromenos, others that he was his son ... His mother was a
nymph and she exposed him in a bay bush (¢v 8&¢vn1). They say that
his cattle were from the same stock as the cattle of the sun, of which
Homer tells in the Odyssey (12.127fF). When he was herding his cattle
in Sicily, a nymph fell in love with him; he was beautiful and young,
with his first beard, and she slept with him. She got him to agree not
to sleep with anyone else, and she threatened that if he transgressed
the agreement he would be blinded ... Some time later the daughter
of a king fell in love with him, and under the influence of wine he
broke his agreement by sleeping with the princess. As a result of this,
bucolic song was sung for the first time {(T& foukoMk& péhn TpdTov
fitofn) and its subject was what happened (16 Td&Bos) to his eyes.
Stesichorus of Himera [PMGF 279] began this kind of lyric (Tfis
ol Tns peAoTrorias Yrrdpfacbar).’

The meaning of the last phrase is unclear: are the ‘first singing’
and Stesichorus’ poem intended to be the same, or is Stesichorus
being credited with raising ‘bucolic song’ from a sub-literary to a
literary form? Halperin (1983a) 79 understands the verb to mean
‘inherited [from Daphnis]’, but Aelian is not explicit that Daphais
himself sang the story of his suffering, and such an interpretation,
though in itself credible, finds no support in Diodorus. Doubts have
been expressed about whether the famous Stesichorus of Himera,
rather than a fourth-century namesake, really sang (or even men-
tioned in passing) the story of Daphnis, but there is no compelling
reason to reject the traditional interpretation (cf. L. Lehnus, SCO 24
(1975} 1916, O. Vox, Belfagor 41 (1986) 311~17), and the reference to
the River Himeras at 7.75 — Himera stands at its mouth on the north
coast of Sicily — makes it not implausible that T. associated the story
with his great Sicilian forebear.

(v) Z8.93 “The story is that Daphnis was loved by a nymph whom
Sositheos [T7GF 1 gg r1] calls Thaleia. She told him not to sleep with
another woman and when he disobeyed she came to hate him. So
Theocritus says that the nymph rejected him, but that he persisted in
his love for her and died of grief; but he also says that Daphnis
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rejected her and loved another, “how Daphnis once loved Xenea”
[7.73]. Others say that he was blinded and fell over a cliff as he
wandered around.’

(vi) [Servius] on Virg. E¢l 5.20 adds that after he was blinded
‘Daphnis called for aid to his father Mercury {Hermes], and the god
snatched Daphnis up to heaven and caused a fountain to appear
where Daphnis had been; there the Sicilians hold annual sacrifices.’
Such an aetiological reference would not be out of place in T., and
7.76, ‘Daphnis was wasting like snow’, is at least suggestive in this
context.

Sources (iii) and (iv) connect the story of Daphnis with the origin
of ‘bucolic song’, as also apparently does Idyll 1. As an aetiological
figure, Daphnis finds a close paraliel in Menalkas, whose story was
told by Clearchus (late fourth to early third century) in his Erotike
(fr. 32 Wehrli = Ath. 14 61gc~d): ‘Eripbanis, the lyric poetess (f)
peromrods), fell in love with Menalkas while he was hunting, and in
her desire she too went hunting. She wandered and roamed over alt
the woods of the mountains ... so that not only the most heartless
men, but also the most savage beasts, wept at her suffering (cuvBak-
ploar Té1 w&Ber), for they perceived the lover’s delusion. Hence,
they say, she composed poetry and wandered through the wilderness
calling out and singing the so-called “pastoral song” (vouiov), in
which occur the words “Tall are the oaks, Menalkas™.’ Here are
many familiar elements — unrequited love, a madly searching girl,
the ‘pathetic fallacy’, the origin of a rustic poetry; those elements are
differently distributed from their occurrence in any version of the
Daphnis story, but the similarities are clear. Daphnis and Menalkas
(originally a Euboean figure) are connected in various sources -
Hermesianax apparently made them lovers (Z 8.55 = fr. 2 Powell) ~
and they may have been rival ‘first inventors’ whom poets liked to
bring together as competitors, 4 la Homer and Hesiod, cf. Idylls 8
and g, Sositheos TrGF gg r1. Clearchus’ account suggests, though
does not state explicitly, that Menalkas rejected the love of Eripha-
nis. The hunting motif (cf. (i) above) might in fact suggest that
Menalkas rejected all eros, like Hippolytus, Atalanta (3.40—2n.) and
perhaps Daphnis.

The nature of Daphnis’ death (140~1) remains a tantalising puz-
zle. For some critics, Daphnis is in love with a water-nymph - per-
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haps has been punished by Aphrodite with this love — and finally can
hold out no longer; he thus throws himself into her pool and ‘dies’ in
the manner of Hylas (cf., e.g., H. W. Prescott, CQ 7 (1913) 176--87,
H. White, 4C 46 (1977) 578—9). Comparable perhaps is Call. Epagr.
22 (= HE y211—14) in which Astakidas, who has been ‘snatched from
the mountain by a nymph’, usurps Daphnis’ position as a subject for
shepherds’ song (above, p. 3 n. 8). Line 103, however, seems to be a
cry of ultimate defiance. For others, Daphnis refuses to satisfy his
love for a mortal girl (& kwpa), because of a boast or a general vow
of chastity (cf. Hutchinson (1988) 149), or because of his oath to the
nymph to which g7 may allude (cf. ¥. J. Williams, 7HS 89 (1969)
121-3). In the latter case, he may drown in the nymph’s pool as
revenge for the breaking of his oath. Nevertheless, 1401 are
intended to be mysterious: the ‘hero’ dies in a manner unlike that of
ordinary ‘oxherds’, cf. Segal (1981} 50—3. The emphasis on the
watery nature of his end — whether it is understood literally or meta-~
phorically (71~5n.) — seems to point to a specific narrative and not
simply to be an elaborate way of saying ‘went to the Underworld’,
though the words must also evoke such an idea (140on., A. M. Van
Erp Taalman Kip, Hermes 115 (1987) 249-51). Daphnis may, for
example, have wasted away to nothing and the place of his death
been marked by a spring.

Thyrsis’ song shapes the story of Daphnis as a myth, that is ‘as a
narrative about the deeds of gods and heroes ... handed on as a
tradition ... and of collective significance to a particular social
group or groups’ (Buxton (1g94) 15), and it also brilliantly dispiays
what has been called the ‘improvisatory character of myth’
(J. Bremmer in J. Bremmer (ed.), Interpretations of Greek mythology
{London 1987) 4). In the Hellenistic age traditional tales, like the
story of Daphnis, were very commonly fashioned into aetiologies for
ritual practice; ‘bucolic song’ is the recurrent commemoration of the
pathos of Daphnis, and in the threnodic form of Idyll 1 is very close
to ritual. As a myth, the story of Daphnis has clear analogues.
Daphnis’ resistance to eros brings him close to the Phaedra of Euri-
pides’ Hippolytos, aithough as a male who insults Aphrodite he stands
closer to Hippolytos; with Hippolytos he shares an almost obsessive
self-concern, a sense of his own worth and position (120~1n.). For
both figures this ‘radical refusal of the “other”’ inevitably means
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‘that when desire comes, it will turn not outward but rather within’
(Zeitlin (1996) 223, 279). Zimmerman (1994} has in fact argued that
we are to read Daphnis’ story as largely parallel to that of Narcissos
(cf. 133): Daphnis’ ‘wasting’ is due to the effect of ‘the evil eye’ to
which his scorn for love left him vulnerable, and his death is a lique-
faction into the stream beside which he has been lying and in which
he had seen his own reflection.

The story of Daphnis (as indeed that of Hippolytos) has clear sim-
ilarities to eastern stories of the paredroi of great female divinities
{Dumuzi and Inanna etc.). Such young men, regularly shepherds or
herdsmen, are part son, part lover, and are characterised by great
beauty and essential passivity; their death causes great grief to the
goddess (even though she may be in part responsible for it) and
upheaval in nature, and is usually commemorated in song (cf. again
Hippolytos, Eur. Hipp. 1428—30). The most familiar of these figures
is Adonis (cf. 3.46-8, Idyll 15); 109—10 in which Daphnis taunts
Aphrodite with her lost favourite might also be an acknowledgement
of the affinity of Daphnis and Adonis. Bion certainly drew heavily
upon the song of Thyrsis for his Lament for Adonis (cf. A. Porro, Aevum
Antiguum 1 (1988) 211~21), and the Daphnis of Eclogue 5 owes much
to Adonis (cf. esp. lines 22—3). Reconstruction of a ‘chain of trans-
mission’ from the east to T, is fraught with difficulty, but as ‘the
pathetic fallacy’ also seems to look eastwards (71—5n.), the similarities
cannot be dismissed. Cf. further W. Berg, Early Virgil (London 1974}
1522, Halperin (1983b), Griffin (1992}).

Title. @Upais A (184 (£ and some MSS), Towtv kai Aiwdros vel sim.
cetl.

Modern discussions. Cairns (1984); Calame (1992) 59—85; Edquist (1975)
101-8; Griffin (rgg2); Gutzwiller (1991) 83—104; Halperin (1983a)
161-8g; Lawall (1967) 14~33; Miles (1977) 145~56; Ott (1969) 85~137;
Schmidt (1984) 57—70; Segal (1981) 25-46, 50—3; Stanzel (1995) 248~
68; Walsh (1985) 2—11; Zimmerman (1994). For further bibliography
on the ekphrasis of the cup cf. 27-61n.

1—1x In sound, dialect and rhythm the opening exchange announces
a ‘new’ poetry to which our ears must become accustomed, cf. D.
Donnet, AC 57 (1988) 158-75. Bucolic diaeresis is observed through-
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out, and until g no verse has more than one spondee; the opening
verses thus strongly align T.’s poetic ‘whisper’ with ‘modern’ poetic
taste, though his overall practice is somewhat different (Intro. Sec-
tion 4). Bucolic poetry is to be a ‘clear’ and ‘sharp’ sound, like that
of the syrinx itself which is evoked by the repeated i and & sounds of
the opening verses (cf. Ecl 1.1 Tiyre tu ..., drg. 1.577-8 oclpryyr
Avyeint | keA& peAiGouevos). [Arist.], De audib. 8o4a22-5 lists cicadas,
grasshoppers and nightingales as examples of creatures whose song
is Aryupdv ‘sharp’ and Aemrév ‘thin’, and all are associated by T.
with ‘bucolic song’ (cf. 52, 136, 7.139).

The ‘competition’ of compliments with which the poem opens
does not necessarily mean that the goatherd is to be imagined as
playing the syrinx and Thyrsis ‘singing’ before the poem begins (7~
8n.); these are the usual skills of the two characters. Rather, this
‘competition’ corresponds to the opening exchange of abuse in Idyll
5: in both poems a poetic exchange, though of very different kinds,
follows; so too in Idyll 7 the preliminary sparring of Lykidas and
Simichidas is a form of ‘bucolic agon’. In Idyll 1, however, eris (24) is
a thing of the past, now recollected only in art, whether on the cup
or in the song of Thyrsis; the present is marked by reciprocal ¢p1Aia,
the past by the bitterness of eris and eros. T, thus not merely explores
the shifting relationship between frame and included song, but also
suggests the timelessness of bucclic conventions in a poem which is
actually going to ‘invent’ those conventions. The second structure
which informs 1~11 is that of the ‘priamel’, in this case of the simple
‘A is fine, B is fine, but C is finest’ type, cf. Asclepiades, Anth. Pal,
5.169 (= HE 812-15), ‘Sweet it is to drink ice-water when thirsty in
summer, and sweet for sailors is the sight of the spring Garland after
winter storms, but sweeter it is when one blanket covers lovers ...
Thyrsis uses one version of this to compliment the goatherd (1—3),
but then the goatherd caps the compliment by incorporating Thyr-
sis” priamel into a larger priamel structure: the opening ‘sweeter ...
suggests that Thyrsis’ song surpasses not just the sound of splashing
water, but also the music of 1-3. In both herdsmen’s priamels, how-
ever, the final, and hence privileged, sound is that of human music -
syrinx~playing and song: T.’s poetry both derives from and surpasses
the music of nature.

1~3 > Ecl. 11. ‘Something sweet, goatherd, the whispering
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[which] that pine-tree by the springs sings, and sweet also is your
syrinx-playing.” The construction combines &8¢ ... &80 8¢ with kai
... xal. The goatherd’s playing (and hence T.’s poetry) has the same
qualities as nature itself, but this poetic vision of ‘nature’ will be a
highly ‘artful’ one, as signalled here by the mannered word-order
and phrasing (y180propa .. . usAioSeren), which juxtaposes two key
features of the bucolic locus, the music of nature and nature itself;
both y18Upiopa and perioBetan are transferred from the human
sphere to that of nature to emphasise the relationship. The link
between nature and the ‘rustic music’ is further reinforced by the
assonance of yi8Upiopa ... oupiodes, and prepares for the ‘pathetic
fallacies’ of Thyrsis’ song (71-5n.).

1 689: ‘sweetness’ is to be the key quality of T.’s bucolic verse, cf,
65, 145, 148, Call. fr. .11 (Mimnermus as yAukys). &30 suggests the
quality of the sound of the syrinx itself (cf. Eur. El 703 voloa
718U8poos of Pan’s playing) and the ‘pleasure’ it gives both men and
animals (cf. Aristid. Quint. 2.5); the beauty of that sound mirrors
and repays the beauty of the locus in which it is performed and the
calm ease of the singer or piper (cf. 5.31—4 &3iov dnofit | 1£18” Umd
Td&v KéTvov KTA., 6.9, Edquist (1975) 102—3). Behind &8V lies also a
long-standing debate about the purposes and value of ‘literature’.
The ‘pleasure’ (16 Tepmvdv, dulce, tucundum) that poetry brings had
been a battleground for Plato and Aristotle, and one branch of Hel-
lenistic theory, particularly associated with Eratosthenes (cf. Pfeiffer
(1968) 166—7), privileged poetry’s emotional appeal, its yuyxaywyic,
over any moral or educational claims it might have. On this view,
‘bucolic poetry’ will have no effect in the world in which it is per-
formed - goats go on being goats, and Daphnis’ pathos will become,
like the marvellous cup, purely a subject for our aesthetic apprecia-
tion. Like, however, the ‘sweet (yAukepn) voice’ of the Heslodic poet
(Theog. 96—103), bucolic poetry, the ‘sufferings of Daphnis’, can
make us forget our own sufferings and induce a sense of &ouyia. In
later rhetorical theory, WSovn, like yAukUrns, was a quality of
thought and writing particularly associated with ‘bucolic’ and
images of nature, ¢f. Hunter (1983b) g¢2-8. In particular, the
description of nature in terms properly applicable to men, such as
‘the pine whispering’, was considered ‘sweet’, and the ‘pathetic
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fallacy’ of 71—5 would be an excellent example of ‘sweet’ ideas; T.
may have already been influenced by such critical categories.
Yubpropas the soft (and sensual, cf. 2.141, 27.67-8) rustle of the
ieaves, cf. 27.58 GAM\Aais AaAéovol Tedv ydpov of kumdpiooot,
Ar. Clouds 1008 fipos v dpal, Yaipwy dmdTav wAdTavos TTeAéal
wibupilni, Anyte, Anth. Pl 228.2 (= HE 735) &8¢ To1 év YAwpols
Tvelpa Bpoel werdAois, Eel. 8.22 argutumque nemus pinusque loguentss.
wivug: this name for the pine may have been particularly associated
with Pan and Arcadia, cf. Pind. fr. g5 Machler, Thphr. HP 3.9.4,
Leonidas, Anth. Pal. 6.334 (= HE 1966—71); T. uses wsUxn only at
7.88 (where see n.) and 22.40. The story of Pan’s love for the nymph
Pitys is largely attested in imperial sources, but cf. $yrinx 4, Prop.
1.18.19~20. aindhe: the goatherd remains nameless throughout
the poem. In all the other ‘bucolics’, as also in Idylls 2, 11, 13, 14 and
15 and in later imitations, there is at least one proper name in the
first or second verses, cf. J. Hubaux, RBPE 6 (1927) 603~16, Clausen
on Ecl r.1. Here the repeated generic addresses, aimdis . .. woiuiv
.. alrdhe ... motudv (1, 7, 12, 15), establish the antithetical bucolic,
cf. Hunter (1993b) 40.

2 nayalow: the presence of cool water is inevitable for any Medi-
terranean locus amoenus. T. uses wayé only here, perhaps for the
alliterative effect. perioderar: peAi- (connected with uéhos,
‘song’ cf. 7) suggests TO péAt ‘honey’, thus emphasising the ‘sweet-
ness’ of bucolic, cf. 128 ueAimtvouy, 146-8n.

3 ovpladeg: Doric - for -e15 in the 2nd pers. sing. is never metri-
cally guaranteed in T., ¢f. Molinos Tejada 279-81; a Cyrenean
inscription of the second century Bc (SEG xx 719) gives woToloés for
ToTotosls, ¢f. Ruijgh (1984) 60 n.10. The syrinx is Pan’s instrument
and that of the bucolic world. The herdsmen depicted on the Shield
of Achilles ‘delight themselves with the syrinx’ (ZI. 18.526) in a scene
which is constructed as antithetical to the world of martial epic; here
too the syrinx functions as an image of a new poetic world. It was
constructed out of reeds cut (usually) to the same length and held
together with wax, and differential pitch was created by stopping
each reed with wax at a different point, cf. [Arist.] Probi. 19.919b8,
Gow on 1.129, West (1992) 109—12; in the Roman period a syrinx
constructed of reeds of descending length became standard.
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&Brov: the idea of competition for a prize appeals not merely to
the agonistic Greek spirit {cf. 22.70—2) but also introduces a familiar
feature of ‘bucolic poetry’ of. 5.21—9. EB 55~6 revises the conceit,
‘Pan might be afraid to play Bion’s syrinx, lest he take second prize.’

4~6 Of three possible prizes the goatherd will always receive the
one immediately below Pan’s prize in value. Pan ‘takes’ a goat when
it is sacrificed to him, and this prepares for the idea in kavappei.

5 &g T& xarappet lit. ‘flows down to you’, not merely ‘falls to your
lot’, though the verb may have been used colloquially in this way; as
part of a pattern of water imagery, the word evokes the ‘flowing’
collapse of the kid, as it is sacrificed and then (6) eaten, cf. MD 32
{(1694) 165—8. The Doric accusative T¢ is all but certainly restored
also at 5.14.

6 & yipupog ‘young she-goat’, one stage older than an £pigos
‘kid’. The point of Thyrsis’ assurance — to a goatherd who may be
expected to understand such things ~ is that it is not only the Epigos
which is good to eat: so too is a young goat before she has had her
own kids, cf. Hes. WD 591—~2 on the pleasures of summer, Bods
Uhopdyoto kpéas un Tw TeTokving | TrpwToydvey T Epidwy. With
rustic cunning, Thyrsis proposes a diminution only of the goatherd’s
flocks; the goatherd will respond in kind (g—11). xpéag: the
transmitted kpfis is a good Doric form (Sophron fr. 25 Kaibel, Ar.
Ach. 795, Buck (1955) 39) and might be right; such an intrusive
breach of ‘Naeke’s Law’ (130n.), however, would disturb the other-
wise uniform rhythm of the opening verses. A long monosyllable in
the second half of the fourth foot is very rare at all periods, and
partial parallels at 5.132, 15.62 and 22.114 do not lessen the oddity,
of. O'Neill (1942) 123, 139. At 5.140 KaASV Kpéas is universally trans-
mitted in the same sedes.

7=8 > E¢l. 5.45-8, 84. Either ‘Your song, shepherd, flows down
more sweetly than that water [flows down]’ or “Sweeter, shepherd,
[is] your song than that plashing water {which] flows down from the
rock on high ...’; the syntactical ambiguity matches that of 1—2 (cf.
Ott (1969) 88), just as the k and A alliteration, indicative of flowing
water (cf. 7.137, 22.47—9, 49—50, Arg. 3.71), matches the sound effects
of the opening verses. Whereas the opening verses move from nature
to human music, 7-8 move from the shepherd’s song to natural phe-
nomena. The principal models are Hes. Theog. 786~y (the fearsome
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Styx is rewritten as a nameless and pleasant waterfall) and Od.
17.209~10 {the spring at which Melantheus, Eumaeus and Odysseus
meet, cf. Idyll 7, Intro.); both models mark bucolic as a re-writing
and re-evaluation of epic. Although ‘your song’ refers primarily to
special performances of the kind cited in 24 and exemplified by the
Daphnis-song which is to follow, 1~6 are also part of “Thyrsis’ song’
here praised by the goatherd. It is amusing that the goatherd is
so full of praise for a ‘song’ which was full of praise for him, but
this technique also calls attention to the relation between ‘frame’
and ‘song’, or rather explores the distinction between them, cf, 143~
50

9~11 Here the prizes are of equal value, which caps Thyrsis’ offer
of a hierarchy of prizes; the Muses, however, who are to song what
Pan is to syrinx-playing, get first choice. The association of the
Muses with sheep may go back to Hesiod’s ‘initiation’ while herding
his lambs (Tkeog. 23).

9 Moioat: T. seems to have used this Aeolic and Pindaric form
rather than the common Doric Mdooi; he may also have used
Moloat, but (if so) the rationale of the choice is unclear, cf. 117
‘Apéfoioa, Nothiger (1971) 93, Molinos Tejada 55-8. ol18az this
accusative does not occur elsewhere (cf. Pfeiffer on Call. fr. 513);
disyllabic &tv in 11 offers 2 mannered contrast.

10 caxitav ‘fed in the stall (onkés)’, rather than being allowed to
graze with its mother. 8& may appear in the apodosis of a condi-
tional, usually as here with a pronoun, ¢f. 29.17, Denniston 180~1.

12—23 The characters now ‘contest’ both the nature of the per-
formances to follow and their location, cf. 5.31-61. Attempts to pro-
vide a spatial map of the geography of the setting are doomed to
failure; typical features of the locus amoenus (7.135—47n.) are divided
between the speakers and hence multiplied and stylised, cf. Elliger
(1975) 426~7, Pearce (1988) 295~6.

12 Afjtgt Afjv ‘to be willing’ is completely absent from epic and
high lyric, but is one of the most persistent features of literary Doric
at ‘lower’ levels. Nuopddv: it may be that we are to imagine
statues of the Nymphs in the vicinity, cf. 22n. Teide ‘here’; the
form occurs on a first-century BG papyrus of Epicharmus (fr. 99
Kaibel = CGFPR 83). The standard variants are T¢iv8e and T#3g, cf.
Molinos Tejada 338-g, West on Hes. WD 635.
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13 g ‘where’, a marked dialect feature. This verse recurs at
5.101. pupixon ‘tamarisks’, cf. Lindsell (xg37) 80, Lembach (1g70)
105—6. It was perhaps this verse that prompted Virgil to make humiles
myricae a symbol of Theocritean pastoral (Eel. 4.2). '

14 ovpicdev: cf. 16. Both -ev and -ev or -nv infinitives are metri-
cally guaranteed in T. (Molinos Tejada g12~17); the short form
occurs also in the traditional language of high lyric (N6thiger (3g71)
96-9). Tig 8 aiyag xTA.t singing or playing the syrinx may be
conceived as an alternative to ordinary pastoral activities (Idylls 1, g)
or as taking place during those activities (Idylls 4, 5). ’

15-18 The heat of midday is the traditional time for meeting gods
and when gods are most dangerous, cf. 7.21, Gall. & 5.72—4 (with
Bulloch’s note), T. D. Papanghelis, Mnem. 42 (1989) 54—61, Roscher
s.v. Meridianus daemon. Piping would annoy the god when he is trying
to rest, but singing, so the goatherd alleges, carries no similar danger.
Like Priapos and the Nymphs, Pan will thus be ‘present’ to hear a
song in which he is closely involved.

16 8eBoixapeg: perhaps ‘we goatherds’.

1y ot cf. 3.97-9n.

18 xoAd moti fuvi: cf. Herodas 6.37~-8 piy 8%, Kopirroi, Thv
XOoAfw &mi pwds | &y’ e08Us. The phrase combines semi-Homeric dic-
tion (cf. JI. 18.322 Bptuls xéAos) with a colloquial expression. At Od.
24.318—19 Spipl pévos moves along Odysseus’ nostrils as he watches
his father weeping.

19 yép: ‘anticipatory’ yé&p (Denniston 6g~70) explains the propo-
sition of 21-3. Odpo1: not otherwise attested, except in imi-
tations of Idyll 1 (Epéigr. 6, Myrinus, dnth. Pal. 7703 (= GP 2568-73)).
BUpoos is not uncommon (LGPN 1 s.v), and ©Upois may suggest
Dionysos, cf. above, p. 62. & Addpvibog &Aye’: at 5.20 the phrase
1s used as proverbial for the worst fate which can befall a herdsman.
deideg: probably present (3n.), rather than an unaugmented imper-
fect (&ai8es). To (be able to) ‘sing the sufferings of Daphnis’ is viz-
tually the same as ‘reaching mastery in bucolic song’ (20).

20 BouvxoAixdg: cf. Intro. Section 2. mAéov: cf. 3.46-8n.

21 > E¢l. 5.3. As the opening suggested a paralielism between the
sounds of nature and bucolic song, so the central narrative is to be a
projection from the environment of the characters: Thyrsis and the
goatherd sit near statues of Priapos and the nymphs for Thyrsis’ song
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in which Priapos and the nymphs have important réles. TMotdne:
Tpiarros is Attic / koine and passed to the Romans, whereas Mpintros
is the Tonic form used in the god’s Lampsacene homeland. For T.
certainty is hardly possible, but a Doric poet might well prefer the
form with long -&. The cult of Priapos, the ithyphallic son of (vari-
ously) Dionysos and Aphrodite, Dionysos and a nymph or Hermes
and a nymph, spread from Lampsakos on the Hellespont all over the
Greek world; in Hellenistic times he was particularly associated with
Dionysos, and their images were carried together in the great pro-
cession of Ptolemy Philadelphos (Ath. 5 201¢~d). His prominent réle
in Idyll 1 is thus a typically Hellenistic retrojection of ‘the present’
into the mythic past. In essence a fertility deity, the protector of
crops and fruit, his functions clearly overlapped those of Pan;
Pausanias says that he is honoured ‘wherever goats or sheep are
pastured or there are swarms of bees’ {g.31.2). Springs, as sources
of irrigation and fertility, were an obvious site for statues of the god
(cf. Epigr. 4), as they were for Pan and the nymphs (Nikarkhos, 4nth.
Pal. g.330 (= HE 2727-36) etc.). Cf. in general H. Herter, De Prigpo
{Giessen 1932).

22 Kpaviddwy ‘[statues of] Nymphs of the spring’, the viudo
xpnvaiot of Od. 17.240, cf. 13.48—5, Leonidas, dnth. Pal. 9.326 (= HE
1978—83), Arg. 1.1228-9 etc.; for the form cof. SH ¢78.14~15 émi
Tynw | THvSe pet’ ebvoping Paivere Kpnuiddes (probably not much
later than T.). The transmitted kpavidwv would most naturally
mean ‘springs’ (cf. Eur. Hipp. 208, Call. fr. 751), rather than ‘spring
nymphs’, because in the latter sense the -1- might be expected to be
short {cf. EB 2g). Like Priapos, nymphs are to play a major réle in
Thyrsis’ song, and it is important that bucolic narrative and bucolic
emotion are seen to grow out of the context in which they are set.

24 This line presupposes (and thereby inaugurates) the existence
of song ‘contests’, the rustic equivalent of the aristocratic games at
which a Homer or a Hesiod competed and the dramatic contests of
Athens. Thyrsis is most naturally understood to have sung ‘the griefs
of Daphnis’ in this contest; this is his ‘masterpiece’, as Daphnis is the
prime subject of ‘bucolic song’. In an amusing fantasy, Chromis may
be imagined to have travelled from Libya to take part in one of
these rustic ‘matches’, as Hesiod crossed the sea to Euboea (WD
650-7) and as Theocritus and his contemporaries regularly travelled
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to poetic festivals; the most familiar institutions of classical poetry
are thus to have their bucolic equivalents. ‘Chromis of Libya’ (or his
family) may, however, have settled in the area long before, and he
may have been no more a recent arrival than the Libyan goat of 3.5.
Xpdpis is a Homeric name (. 2.858) and a fish of uncertain identi-
fication (Thompson, Fishes s.v.}, but it may be relevant that among
the people called Xpduios known to literature is a Syracusan patron
of Pindar (Nemeans 1, g).

25 &g Tpig apérEar ‘for milking three times’, i.e. I will let you milk
her three times; for the ‘infinitive of purpose’ cf. Goodwin §770.

26 motapéryerar &g 800 méArug ‘produces two pails of milk in
addition {to the milk for her kids]". The repeated numerals in these
verses mark the goatherd’s ‘naive’ eagerness to convince Thyrsis.

27-6x As Hesiod won a tripod, Thyrsis is to be rewarded with a
marvellous cup; Cairns (1984) 106 sees here a reminder to T.s
patrons that they should be equally generous. The ekphrasis of the
bowl is the goatherd’s ‘masterpiece’ to match the song which Thyrsis
will sing. In the bucolic world of reciprocal exchange rather than
financial transaction, cup is to be exchanged for song: both are of an
equal value (56n.), which is that of a goat and a large cheese (57-8).
The deseription of the wooden cup evokes contemporary ceramics,
metalwork, and statuary in a fantastic Tépas (56), which is at once
both ‘realistic’ and quite ‘unrealistic’; like Thyrsis’ song, the cup is a
highly wrought and artistic version of an essentially humble and
popular form. For Hellenistic ekphrasis in general cf. D. P. Fowler,
FRS 81 (1991) 25—35, Hunter (1993a) 52-¢g, Goldhill (1994}, M.
Fantuzzi, Der newe Pauly s.v. ‘Ekphrasis’. On the cup cf. also Dale
(1952), Gallavotti (1966), Nicosia {1968) 15~47, Manakidou (1993) 51~
83.

The three scenes all have analogues on the Shield of Achilles, and
it is clear that the cup is to be seen as a ‘bucolicisation’ of the Shield,
where the first ‘bucolic poets’ of literature appear (the herdsmen
playing the syrinx, I 18.525-6). Just as Homer’s shield was intex-
preted as a comprehensive picture of the world (cf. P. R, Hardie,
FHS 105 (1985) 11-31), so the cup offers a view of the wider world
against which the limited concerns of ‘bucolic’ poetry are played
out. In turning the Shield of war into a rustic bowl of peace, T.
exploited a familiar opposition, perhaps under the influence of the
roughly similar shape of the objects, ¢f. Ar. Ach. 583—6 (Lamachos’
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shield used as a vomit-bowl), Lys. 185—237 (a large kylix is substituted
for an Aeschylean shield), Aristophon fr. 13.2 K—A +&v OnpixAsicov
gUkUkAwTOV &omida, Arist. Poet. 1457b1g~22, Rhel. 3 1407a15~18 (a
shield and a drinking-bowl ($1&An) are ‘analogous’, as the latter is to
Dionysos as the former to Ares); as on a shield, the decoration is on
the outside (cf. below). The cup is not a simple representation of the
bucelic world ~ there are, e.g., no flocks — because the ecphrastic
relation here constructed between a described object and the poem
in which it occurs is not that of ‘original’ and ‘copy’. The three
scenes cover the three principal ‘ages of man’ (maturity, old age and
childhood), as the Shield divided existence into ‘war’ and ‘peace’; so
too, emotional (the lovers) and physical {the fisherman) wovos give
way to a labour (the boy’s weaving) which suggests poetic mévos
{7.51n.). That the art of poetry is expressed through an image (‘a boy
weaving a cage’) is itself a manifestation of how poetry works; so too
is the fact that the goatherd’s account of the scene does not follow
the ‘natural’ order of child — adult ~ old man, cf. Ettin (1g84) 116.

The fisherman and the boy in the vineyard suggest contemporary
‘realistic’ trends in art, cf. Himmelmann (1980), id., Alexandria und der
Realismus in der griechischen Kunst (Tibingen 1983), Laubscher (1982),
Pollitt (1986) 141~7. An old fisherman is represented in famous
statues in the Vatican and the Louvre and was clearly a widespread
sculptural type (cf. 43n., Pollitt fig. 155, Ridgway (1990) 334~6); these
may have had predecessors close in time to T., but relief work on
pottery and metal will have been the principal influence, cf. U.
Hausmann, Hellenistische Reliefbecher aus attischen und béotischen Werk-
stitten (Stuttgart 1959), E. A. Zervondaki, MDAI(4) 83 (1968) 1—88;
for a relief vase depicting fishermen cf. Zervondaki p. g5 with Tafel
26.4~5. By suggesting that the subjects of his poetry have already
been copied into art, only then to be re-inscribed in literature
through the device of ¢kphrasis, T, reinforces the sense of tradition in
his poetry; in describing works of art, literature erects a hierarchy in
which art is both derivative from literature and also needs the writ-
ten word if its narratives are to be explained, and indeed from a
later period survive relief bowls decorated with scenes from epic and
tragedy (cf. Hausmann op. cit.). For an early nineteenth-century
silver version (by Paul Storr) of T.’s cup cf. Gallavotti (1966) 431,
W. G. Arnott, QUCC 29 (1978) 129—34.

297~3% > Fel. 3.36-9.
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27 xioovBlovs a rustic wooden bowl or pail (0d. 9.346, 16.52)
which could doubtless double, as here (cf. 55, 149), as a drinking. ves-
sel, cf. Dale (1952), Halperin (1983a) 167-76. After Homer the word
may have been restricted to literature. The most common etymology
was ‘a bowl made of ivy-wood (kicods)’ (cf. Eur. Cyel. 390--1, Ath. 11
476f-7¢), but such bowls are technologically improbable, and the
word is perhaps non-Greek in origin, ¢f. C. A. Mastrelli, SIFC 23
(1948) 97-112. T. may wish to etymologise as ‘decorated with an ivy
pattern’ (cf. 30, Pollux 6.97). uexAvopévov: wooden vessels
might be sealed with wax for protection and to prevent seepage into
the wood, cf. Ovid, Met. 8.668-70; Cato, De agr. 111 says that ivy-
wood is porous to wine. KAUZgtv is the technical term for such sealing
(Ammontus, De diff. 2774 Nickau). a8ét knpd1: the wax shares the
principal quality of bucolic poetry (1n.).

28 auddeg ‘two-handled’, a hapax corresponding to the Homeric

hapax Gupwros (Od. 22.10), used of the beautiful golden cup from,

which Antinous is about to drink when Odysseus kills him; the
change from precious object to wooden bowl is a pointed marker of
the move from epic to bucolic. &udddes may also suggest ‘double”:
the cup is both ‘a cup’ and an image of poetry, it is ‘ambiguous’.
veoTevy €g carries a ‘programmatic’ charge: this poetry is something
quite new. The bowl still ‘smells of the knife’; the reference is not
merely to the shaping of the bowl, but specifically to the carving of
the decoration. Thus the inside of the bowl will be fragrant with the
sealing wax, whereas the outside still carries the smell of wood-
carving, cf. Kénnecke (1917) 2go~1.

29—31 ‘Up towards the cup’s lip weaves ivy, ivy intertwined with
helichryse; along the flower winds the ivy-tendril rejoicing in its
fown] yellow fruit.’ The intricate word-order is mimetic of the
interwoven plants; the anaphora of kioods across a verse-division
displays the curling ivy. The principal model is the description at
h. Dion. 401 of ivy curling over the mast of the ship carrying the
god, dud’ 1ordv Bt pidas cidicoeTo k1oads | &vlsot TnAeB&ewv, Yap-
leis & &l kapmods dpddpet, of. K. J. Gutawiller, 4P 107 (1986) 253—5;
one Dionysiac miracle prompting amazement (4. Dion. 37) is used to
describe another. The language of weaving (papUeTai, kexoviouivos)
associates the cup with the ‘cricket-trap’ depicted on it (52—4): both
artefacts suggest poetry.

COMMENTARY: 1.29-32 79

Except for one particular, the above translation broadly follows
Gallavotti (1966). Both sides of the bowl (as defined by the two han-
dles) carry a pattern of interwoven ivy and helichryse rising from the
base and running around the top to form a frame closed at the base
by an acanthus pattern (55). On the cup, as in the text, the two
flower patterns frame the asymmetrical carved scenes (29~31, 55).
Both painted pottery and Hellenistic silver-ware offer examples of
such work. (Among those who have placed the decoration on the
outside of the cup, the most popular alternative has been to see a
line of ivy round the rim of the bowl with the 8Ai§ ‘opposite it” (xkat’
adtév) and the scenes between the two; this, however, leaves the
position and purpose of the acanthus unexplained. It is doubtful
whether the imitations at E¢l. 3.96—40 and Nonnus 1g.130~1 should
be used to try to explain T.’s text.) '

29 moti: lectio difficilior. Particularly in later Greek, woTi can
denote ‘near’ in a fairly vague sense, but Gallavotti’s interpretation
gives it point. poapdetor (i.e. pnplstan) ‘winds’, intransitive
middle.

30 eAuypdow: probably Helichrysum siculum, cf. Polunin—Huxley
183—4. A notice in the Suda (z 874), glossing a quotation from Call.
Hecale (fr. 274 = 45 Hollis), alleges that éAixpuoov can be the ivy-
flower; there is, however, no other evidence for this meaning. f\xp-

. M€ ... sldeTTon reinforces the mimetic word-order; Et. Mag.
330.29 Gaisford derives A1 from £ricoow. uexovicpévog ‘inter-

woven’, from the rare kovifev, continuing the image in popUero,
cf. Hesychius 8 1070, Latte (1968) 668—9; Z glosses as ovumemAeypé-
vos. kexovi(o)uévos has more usually been derived from xoviw, and
interpreted as ‘dusted’ or ‘sprinkled’. xat’ adbrév ‘along the
helichryse’.

3% wopndi: the tendril ‘rejoices in / prides itself upon’ its saffron-
coloured fruit (cf. Epigr. 3.3—4 TOV KpokdevTa ... KI00dY), a good
example of yAukUTns {above, p. 70) which illustrates the genesis of
one kind of ‘pathetic fallacy’, for here the viewer shares the plant’s
‘joy’. Gallavotti, however, understood the ‘fruit’ to be the yellow
flowers of the helichryse.

32 évrocBev ‘within [the frame of the plants]’. The oldest witness
reads &krocbsv, which would remove the potential ambiguity of
‘inside’, i.e. ‘inside the frame’ or ‘inside the cup’, but seems an
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unnecessary specification; it may have arisen precisely to remove the
ambiguity. yovg, 7t fedv daibodpas cf. 15.79 (the tapestries)
Beddy mepovanaTa paosls, syn. daioAua belongs to the standard
language of ekphrasis, cf. Il. 18.482, drg. 1.729, Moschus, Europa 43,
but here evokes Pandora, the most famous ‘fashioned’ woman of
Greek story, an emblem of women’s power to cause ‘grievous desire
and body-devouring cares’ (Hes. WD 66) for men, cf. Miles {1977)
147.

345 xaAév: adverbial neuter. &0erpalovreg: this sapax could
refer to either beard or hair, but the latter, the normal sense of
E8s1pc, seems more likely. &potBadis ... | verxeiovs’ éméesou:
the scene rewrites the ‘legal’ velkos of the Homeric Shield (Z.
18.497-508), cf. 506 &uoiPpndis 5k Sikalov; a case of murder has
become a fruitless erotic quest. veikeious” is a non-Doric form of an
epic word, and £mwog also is otherwise absent from the bucolic Idylis,
of. Hunter (1996a) 43~4; the diction thus marks the ‘epic’ origin of
the scene. The men stand on either side of the woman and argue
their case alternately (cf. the imitation at Longus, D&C 1.15.4—17.1).
The principle of alternation suggests the bucolic agon, and énn hints
at the performance of hexameters; it is noteworthy that at 7.48 &vos-
ol pox8igovrt is used of unsuccessful poets. Other Theocritean
lovers do not, however, ‘contest’ before their rivals, cf. Idylls 3, 1o,
11: such a stylised and controlled display is possible only in the freez-
ing grip of pictorial art.

36—7 oo pév ... | &Ahoxa 8’z a Doric version of the epic 0T¢ ubv

. &\hote 8¢, cf. 4.17-19, Il 18.599—602, Call. h. 3.192~3, Chan-
traine, GH 2.360~1. yéharoa: if correctly restored, this will be
the athematic participle of a thematic verb (< *yéAa-voa), cf. 85
L&Taioa, 6.8 woddpnoba, 7.40 viknul. The phenomenon is standard
in Lesbian Aeolic, but examples occur also in Cyrene and Cos;
yehdotoa is, however, metrically guaranteed at 9g5~6. The woman
laughs while the men suffer from the ¢ros for which she is responsible;
here is the mortal equivalent of ‘laughing’ Aphrodite (95-6) and
Daphnis. moTi Tév ‘to the other’.

38 The first spondeiazon of the poem completes the scene; the
heavy rhythm is mimetic of the men’s wasted labour.
xvAotdLowvTeg ‘with bags under their eyes’, presumably caused by

the sleeplessness typical of those in love; kUAa are the tender parts
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under the eyes and kuAoiBi&v ... Tous dpbarpous is a symptom of
love at Heliod. 4.7.7. etwora poydifovtis cf. 7.48. They ‘labour
in vain’ because, as Z observes, ‘who could persuade 2 statue?’ As in
35, the ‘naive’ interplay between the narrative and the carving
explores the principles of ecphrastic description.

39 7toig 8& petd ‘near them’ or perhaps ‘in addition to these’
(17.84, 25.129). yeurede: a fisherman with his net is depicted on
the Hesiodic Shield (Aspis 213~15), and cf. Il 16.406~8 (simile of a
fisherman on 2 rock); the Homeric Shield depicts various workmen —
ploughmen, reapers, harvesters — but not fishermen. Some contem-
porary epigrammatists, notably Leonidas of Tarentum, specialised
in the depiction of working people, and a fisherman appears in Idyll
3; Idyll 21 depicts the hard and frustrating life of the fisherman, but
is certainly later than T.

40 & Porov: perhaps ‘for {i.e. to make] a cast’ rather than “for a
catch’. Such an interpretation suits the uncertainty and chanciness
of the fisherman’s life.

41 ©0 naprepov: adverbial, cf. 3.3-5n. gowxwg: the standard
language of ekphrasis, cf. Hes. Aspis 215 (the fisherman) &mroppiyovT
oikds, Arat. Phaen. 63~7 poykovti ... &vdpl o1kds KTA., A7g. 1.739
(Zethos) uoytovT: toikds. All such figures are merely ‘like’ because
they are not ‘real’, but the phrasing also foregrounds the réle of the
interpreter in literary ekphrasis.

42 You would say that he was fishing with [lit, as to] all the
strength of his limbs.’ $aing xev: a Homerism, which might
protect the epic-lyric xev against Ahrens’ ka, cf. 34~50. In Homer
dains xev is used by both the poet and his characters (cf. De Jong
(1987) 57-60, Richardson (1990) 174-8); T. uses it only here (150
‘Wedv ... Boknoels and 15.79 8edv Tepovdpata dpaoels are related
forms), and the phrase will have particular significance in an efphrasis
concerned with the viewer’s production of meaning, cf. Arat. Phaen.
196 (the constellation Cassiepeia) ¢aing kev &widgew émwi waadi,
Herodas 4.28 (an ¢kphrasis in the mouth of a humble character) o0k
#psis ... ; Here the form plays against the precious poeticisms yuiwv
and éAAomievelv: would anpone ‘say’ such a thing? Eomredelv:
#Ahoy (probably ‘scaly’) occurs as an epithet of fish in T.’s Hesiodic
model (4spis 212), and is used as a noun for fish in Hellenistic poetry.
As fish were proverbially dumb, the standard etymology is éAAsiresty
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THV o0&, cf. Syrinx 18 EAAomri koUpa of Echo, who has no voice of
her own, Hesych. & 2168, Ef. Mag. 331.51~2 Gaisford. This verb,
which is found only here, may therefore have special point for a
work of art which caznot speak.

43 ‘Realistic’ depiction of veins, muscles and sinews is a familiar
feature of Hellenistic statuary and ekphrasis, cf. 22.44~50, 25.148~9,
and is particularly prominent on the ‘Louvre fisherman’ (27—~61n.).
In Epist. 3.6 Pliny describes a bronze figure which he believes to be
uetus et antiquum: effingit senem stantem; ossa musculi nerus, uenae rugae etiam
ut spirantis adparent; rari et cadentes capilli . . .

44 molu@®: perhaps little more than ‘old’, but the ecphrastic
mode allows the goatherd to ‘see’ colours on the kissubion, no less
than the poet describes the colours on Achilles’ shield. afBag:
&P is Aeolic and fifa the original Doric, but &P« in third-century
literary Doric would not be surprising, ¢f. Ruijgh (1984) 85, Cassio
{1993); 2 second-century inscription from Tenos has both &pnPel-
cavtes and EpaPor (IG xur 5.911).

4554 A vineyard at harvest-time is depicted on the Shield of
Achilles (Zl. 18.561—72, cf. Hes. dspis 292—300): young men and girls
collect grapes in ‘woven baskets’ (¢f. 52, Eel 10.71 which combines
52 with its Homeric model), while a mais plays the lyre and sings
Aetrradént gwviit. So too the boy on the cup is an image of the
bucolic poet, constructing something beautiful from ‘natural mate-
rials’ (52-3), cf. Call. fr. 1.6 mods &re, Cairns (1984) 102-5, S.
Goldhill, ICS 12 (1987) 1-6.

45 To780v &’ Sacov dmwbev (fit) ‘[It is] a little how distant from
.0, del fvery close to ... aArrphroto: Leonidas calls fishermen
GhwAdyxrol ... SikruPdhot (dnth. Pal. 6.4.4 = HE 2286).

46 Cf. Il 18.561~2 &v 5t Tibe1 oTaduAfiiol uéya Ppifoucay &rwiw |
koA xpuoeinv; the unusually close reworking acknowledges the
significance of the Homeric passage as a founding ‘bucolic’ text.
trupvaiaigt: quite obscure and presumably corrupt. Briggs’s mep-
xvoiol (mepkvaions iam Ribbeck) has won much favour (cf. Gmo-
mepralouoiv of the grapes in Alcinous® orchard, Od. 7.126). T6 wUp-
vov is ‘bread’, ‘food’, and ‘ready for eating’ would make good sense
(cf. 49), but the adjective is unattested; TupvoTdkos ‘producing food’
occurs as an epithet of &poupa (IG xu1 5.73g, line 45). Wilamowitz
understood ‘of Pyrnos’ in Caria; Ahrens proposed muppaious, and
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Campbell (CQ 25 (1931) go) yevvaiais. (There is no evidence for any
other reading, cf. J. Bingen, C4E 113/114 (1982) 313.)

48 The two foxes echo and invert the two men who strove for the
attention of the beautiful woman. Vineyards are a standard place to
find foxes, cf. s5.112-13, Ar. Knights 1076~7, Song of Songs 2.15
etc. wtvs the Doric is viv, but the transmission is very unstable in
such details (Molinos Tejada 248—53); epic colduring is appropriate
in this ekphrasis, and &udi 3 wv is a Homeric verse-beginning (Od.
3.467, 4-404 etc.).

49 tav tpwEtpov: a collective oTa¢uA& may be understood,
‘grapes ripe for eating (Tpdyetv)’, but the expression may also be a
colloquialism in which the absence of a noun is no longer felt. The
Digest states that Tpd§inot were grapes grown for eating rather than
pressing (50.16.205). '

5o—1 The textual and interpretative problems in these verses have
as yet found no satisfactory solution. The second fox presumably has
designs on the boy’s own food (bread — t& €np& ~ carried in the
pouch referred to in 53?), but the final four words of 51 defy expla-
nation. &xpartifeobar is ‘to breakfast’, but if &xpdmioTov means
‘having breakfasted’ and xa@i€ni is intransitive, the minimum neces-
sary change will be &kpdrioros to agree with the fox, ‘will not let
the boy go until she has sat down having feasted upon dry food’; the
word is, however, probably corrupt. fi &xp- must be scanned as a
single syllable by synizesis, but § could be excised as an inter-
polation. To the commentaries add J. Edmonds, CR 26 (1912) 2412,
A. Y. Gampbell, CQ 25 (1931) go—102, A. D. Knox, CQ 25 (1931) 205~

11 Tedyotaa: cf. above, p. 26. $ari ‘thinks to herself’, cf.
LS s.v. 1b.
52 > Ed 1071 &vOepinoior ‘asphodel stalks’. TAEREL

weaving as an image for poetry occurs already in the archaic period
(Bacchylides 5.9—10 Updvas | Guvov, 19.8), and becomes a common-
place of Latin poetry. dupi8obhpav ‘a trap for crickets’; the vari-
ant &xpi8obrikav ‘a cricket-cage’ is not impossible — the two variants
also occur in the Longan imitation of this passage (D&C 1.10.2) ~ but
‘traps’ may also function as ‘cages’, as does the modern glass jar, and
-04xn words seem to be confined to containers for the dead or inan-
imate (P. Kretschmer and E. Locker, Rickliufiges Werierbuch der grie-
chischen Sprache (Gottingen 1963) 86). ‘Pet’ crickets are the subject of



84 COMMENTARY: 1.53-56

a number of contemporary epigrams (e.g. Leonidas, 4nth. Pal
7.198 = HE 2084~91). Other &xpides posed a threat to grapes (cf.
5.108—9), but it is unlikely that ‘locusts’ were the boy’s prey; for the
terminological problems cf. Davies—Kathirithamby 135-44. The boy
has become entirely absorbed in the task, and wéheton 8¢ of kTA.
captures both the ‘frozenness’ of art and the innocent unconcern
which is built into the pastoral vision from the earliest texts, ¢f. Il
18.526, 21.39, Griffin (1992) 198~g; we are here close to an ancient
expression of ‘art for art’s sake’.

53 oxoivwt édaprécdwy Joining [the asphodel] to rush’; oyoivet
is collective singular. The asphodel will give strength, while the more
pliant rushes bind the trap together.

55 > Eel. 3.45. The acanthus design runs round the base of the
cup. 3émag: in 27 the cup was a kiooUPiov and in 143 will be a
oKUgos; such use of synonyms is a common feature of Hellenistic
poetry, which always sought variety rather than sameness.
mepménratan ‘is spread around’, perfect passive of weprmeTdvvup.
Sypég ‘pliant’, ‘able to bend in supple ways’.

56 The expression of admiration refers to the acanthus, but col-
ours the description of the whole cup, to which it forms the con-
clusion; after the section-by-section account, we learn that the whole
cup is a Tépas, as acanthus surrounds the whole cup. aimorixdv
Ganpa ‘a marvel of the goatherd’s world’, an expression appropriate
to the speaker. Despite Hes. 4spis 318, Balpa ideiv kal Znvi Papy-
KTUT®1, ‘a thing at which a goatherd would marvel’ seems less nat-
ural, although the difference is slight. For the variant adohikdv
cf. Wilamowitz (1906) 36—8. 8dnpo is the Doric form of 8éapax
‘(marvellous) sight’, which was rightly connected in antiquity with
Salpa words, cf. Etym. Mag. 443.37-48 Gaisford; the language of
‘wonder’ is standard in ancient ekphrasis, cf. Il 18.977, Arg. 1.767,
Moschus, Europa 49, LferE s.v. 8alpa, and see next n. Tépag ué
T Bupov dtdEat ‘it would amaze your heart as a wonder’. Tu 8updy
is a double accusative of ‘whole and part’, cf. K~G 1 289—go. Con-
templation of the cup, like listening to the song of Thyrsis, produces
not just ‘wonder” but ‘amazement’; &TUZsewv is a strong word of high
poetry. The cup is a vépas, i.e. a manifestation of the supernatural,
and this associates viewing the cup with the reception of poetry.
‘Pleasure’ as an aim of poetry (in.) was closely linked by Hellenistic

COMMENTARY: 1.57-60 85

theorists with &wAn&is, the ‘amazing’ of the mind and senses, a
UtrepBoit) SavpaocidtnTos (Arist. Tep. 4 126big); this was most
important for tragedy and epic, but not limited to them, cf. Polyb.
2.56.11, Strabo r1.2.17, R. Heinze, Virgil’s epic technique (Eng. trans,,
Bristol 1993) 370, 384~5. ‘Longinus’ 15.1-2 makes EkwAn§is the
purpose of poetic pavracix, which is ‘when inspiration and emotion
make you appear actually to see what you describe and bring it
before your hearers’ eyes’; the goatherd thus inscribes both his tech-
nique and our reaction into the text. As cup and song are reciprocal
artefacts, so the effect of the cup upon Thyrsis will be the same as
that of Thyrsis’ song upon the goatherd.

57 T® pév xtA. For it [i.e. in exchange for it] I gave ... as
price ...’; the genitive resembles a genitive of price, cf. Od. 11.326~7
EptouAnv | f xpuodv ¢idou &udpds &8éfaro tipfevra, K-G 1
378. mopBufjs KaAuvdviwi ‘a ferryman from Kalydna’, an island
{modern Kalimno) or set of small islands off the NW coast of Cos,
cf, 1l. 2.677, RE x 1768~71. The geographical specificity increases the
mystery of the cup’s origin: a ferryman might well have received the
cup from 2 passenger, perhaps indeed from a god (which would give
added point to g2); we might think of the story of Aphrodite and the
ferryman Phaon. It would be hazardous to seek to draw conclusions
from this phrase about the setting or place of composition of Idyll 1,
cf. above, p. 2. (The text is not certain: the MSS have mwopfusl
KeAubwviw ‘ferryman of Calydon’, which lies on the edge of the
mountains towards the NW end of the Corinthian Gulf; this may
have arisen from familiarity with the mopbuds KoAuddovios, Helio-
dorus 5.17.1 etc.)

58 Tupbevra: meaning and text are uncertain. Hesychius glosses
the word as wAakoUvta ‘cake’, but it may simply = Tupbv; &pTos
Tupdels is ‘cheese bread’ (c¢f. Sophron fr. 14 Kaibel). Elsewhere,
however, the first syllable of Tupds is long; unless this is an unparal-
leled exception, -oe- is scanned (by synizesis) as a long syllable or we
should read Tup&vTa or the text is corrupt.

59 > Ecl. 3.43, 47. movti ... Blyev: tmesis, although the verb
normally governs the genitive rather than the accusative,

60 a&ypavrov: like veoTeuyés (28), ‘unstained’ suggests the novelty
of T.’s undertaking, cf. Call. £ 2.111 (the programmatic epilogue)
xabapt) Te kad &y pdavros. There is humour in the implication that,
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had a goatherd drunk from the cup, it would no longer be ‘pure’.
nés cf. g4on.

61 pirog: cf. 149. diros as a nominative address occurs already in
Homer, cf. Il 9.601, 21.106, M. L. West, Glotia 44 (1967) 139—44; in
many cases the form seems to convey great urgency. 7oV ...
dpvev ‘that ... hymn [we have mentioned before]’. Upvos is here not
simply ‘song’: the ‘song of Daphnis’ is an encomiastic commemora-
tion of a ‘bucolic hero’.

62 uepropéw: an allusion to the expected agonistic rivalry
between musical herdsmen, cf. 5.77 TOya udv ¢1Aoképrouocs éool.
moray’ ‘Come on!’

63 &éxherdBovro ‘which causes forgetfulness’, a strong aorist par-
ticiple from &kAnBdvew, cf. Il 2.599~600 (of the Muses taking away
Thamyris® musical skill). Hades wipes out memory (cf. Ar. Frogs 186,
Pl. Rep. 10 6212), and this is particularly cruel for a singer, as the
Muses are the daughters of Mnemosyne; cf. the variation at EB 22
rap& TMAourfit uéhos Anafov &eide. The goatherd’s rhetoric is
reinforced by the assonance of &o18é&v ... ’Aidav, and looks forward
to Daphnis® abandonment of music as he dies (128~30). The idea of
an underworld river of Lethe, ‘forgetfulness’, is largely post-classical
(cf. Roscher s.v., RE x11 2141-3).

64~145 On the manner and subject of Thyrsis’ song cf. above,
pp. 63~8. Later antiquity developed a complex and confused scheme
of classification for lamentatory poems: Thyrsis’ song may be de-
scribed as an &miknSsiov, in which praise of the dead played a major
r8le, but very little generic importance should be attached to the
label. Whether or not it is relevant that the Sude Life ascribes
Emkndeia to T. is unclear. There are major reworkings of the song
in Bion’s E4, the EB, in Eclogue 5 (cf. I. M. DuQuesnay, PVS 16
(1976/%) 18—41) and Eclogue 10.

64 > Eol. 8.21, 25 etc. The song is punctuated by three different
refrains; to judge from I, the changeover verses are 94 and 127

(where see n.), but the transmission is far from unanimous. The

refrains, which divide the song into short but irregular units, suggest
both popular Pouxohicouds — Wilamowitz compared them to a
‘real-life’ blast on the syrinx — and the antiphonal refrains of the
threnodic tradition, cf. Wilamowitz (1g06) 148—51, Alexiou (1974)
1317, tpyere: the invocation to the Muses is of a traditional
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kind (cf. PMG 142, 27, 278 etc.), but here it carries a particular
charge: not only are the ‘sufferings of Daphnis’ the original subject
of ‘bucolic’ song, but Idyll 1 is also a foundational poem (above,
p- 61). BouxoAwdg: cf. Intro. Section 2. MoTsar ¢iar: cf.
g—11n. Singers are ‘dear to the Muses’, cf. 141, 7.95 etc. Mortals call
gods ‘dear’ when they have a special relationship with them and/or
are asking a favour, cf. 2.142 (Simaitha and Selene), 7.106, 22.23.

65 A sphragis ‘seal’ which marks the song as the property of the
singer; although this normally concludes rather than begins the
song (cf., e.g., Theognis 19~24, Eratosthenes fr. 35.18 Powell Tol
Kupnvaiou 1ot *Epatocbévess), there are exceptions (Sousarion
fr. 1 K~A), and the historiographical tradition may be influential
here, cf. Hecataeus, FGrHist 1 ¥1 ‘Exataios Midfoios 08¢ uubeitat
kA, Hdt. 1.1 ‘Hpo8bTou ‘Ahikapynoctos &médetis #5¢ kTA. For the
sphragis in general cf. W. Kranz, Studien zur antiken Literatur und ihrem
Fortwirken (Heidelberg 1967) 27-78. Airvag: whether this is the
mountain (cf. 6g) or the homonymous town at its foot, Thyrsis comes
from the same area as the story of Daphnis which he is to sing; the
sphragis therefore also gives authority to his song. The Cyclops is
another proto-bucolic poet ‘from Etna’, cf. 11.47. Odpuidog adéa
$wvas probably, ‘sweet is the voice of Thyrsis® rather than ‘{this is]
the sweet voice of Thyrsis’. ‘Sweetness’ echoes the beginning of the
poem (1-31n.), a repetition which questions the relation between the
frame and the song: which constitutes ‘bucolic song’? a8éa: such
feminine forms occur first in Homer, and then sporadically in both
Doric and Tonic, cf. 3.20, 7.78, both in the same sedes.

669 > Ecl. 10.9-12 {(where see Clausen’s note). The fact that the
Nymphs did not save Daphnis can only be understood on the
assumption that they were elsewhere at the time; a feature of major
gods — that they may be cither present (§wiSnuos) or absent (&mwé8n-
uos) ~ is here transferred to nymphs, who are usually closely con-
nected with a single locality. There are three further points. The
Nymphs knew that Daphnis was to die, and gods keep away from
death, even (or especially) the death of those close to them (c¢f. Eur.
Hipp. 1437-9). Secondly, the absence of the nymphs from the lamen-
tation for Daphnis, himself the son of a nymph, reverses the pattern
of Achilles, at whose funeral his mother, her fellow Nereids and the
Muses all lamented (Od. 24.47—59, Aethiopis p. 47 Davies). Finally, T.
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tends to associate the Muses with ‘mythological’ poetry and the
Nymphs with the lives of his fictional herdsmen, cf. 7.148n., Fantuzzi
(1998b).

66 mfj: the form used by T. is quite uncertain. Doric dialects knew
el (cf. 15.38, P2.1), &t and T, of. Buck (1955) 103, Gow on 15.33,
Hunter (1996b} 156. &g’ marks an urgent question, cf. Denniston
39—40, LS] s.v. B2.

67 The Peneios rises in the Pindos range, which divides Thessaly
from Epiros, and flows NE to emerge at the sea between Olympos
and Ossa; the last part of its journey is through the ‘lovely valley of
Tempe’ (cf. Hdt. 7.173.1, Aelian, VH 3.1, RE va 473—9). In later
poetry Téurea could be used more generally of any ‘beautiful glade’,
but TInveid here could hardly fail to evoke the famous ‘Tempe’. If
MivBe is correct — Ahrens proposed TlivBov, but cf. Virgil’s nam neque
Parnast uobis tuga, nam neque Pindi (Ecl. 10.11) — we have here an inter-
mediate stage in which ‘Tempe’ is clearly dominant, but Tépmea is
sliding towards a wider application. The present verse may in fact
have been influential in the fondness of Roman poets for the wider
use (Virg. Georg. 2.469, Hor. C. 3.1.24 etc.). The ‘beauty spots’ of
northern Greece are an obvious place for nymphs, but Thyrsis’
choice may carry a sarcastic rebuke: while Daphnis was wasting
(a verb which suggests keat and melting), the nymphs were carefree
in the cool mountains. So also, both wild and domesticated animals,
other gods and mortals came, but not the nymphs ...

68 elyer’: the standard verb for gods ‘haunting’ / ‘protecting’ /
‘dwelling in’ a place, cf. LS} s.v. ag. Avamw: the Anapos flows
from the hills into the sea at Syracuse.

69 ‘The holy stream of Akis’ flows from the foothills of Etna to
the sea north of Catania (cf. modern Acireale, Aci Castello). Ovid
teils the story of how it got its name from Galatea’s lover, who was
kilied by the Cyclops (Met. 13.870—97).

71-5 In a startling narrative anticipation, the song begins after
Daphnis’ death, thus confirming the power of Daphnis’ farewell and
the efficacy of his call to nature: 115—21 (where see n.) closely rework
71-5 to make this point. No convincing alternative has been sug-
gested, though some sense of awkwardness remains. If 140 (where

see n.) means that Daphnis’ death involved his disappearance, it is’

odd that the cattle mourn his corpse; at 7.73~7 the lamentation of
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nature for Daphnis takes place while he wastes away, and cf. Eel.
10.14—16. Either, therefore, 140 is purely ‘metaphorical’ or 74-5
refer to a time when Daphnis was wasting but not yet dead, while
clearly evoking the imagery of death (cf. 74n.); so too could 71-2, if
Bavévra is emended or explained.

The strong ‘pathetic fallacy’, in which nature responds to human
events, rather than just mirroring them, is found also in connection
with Daphnis at 7.73-7, and cf. 4.12—14, 6.45. It may be connected
with Eastern lament traditions {(c¢f. Griffin (1992} 204-9), just as
Daphnis himself resembles figures such as Adonis (above, p. 68): cf.
Epic of Gilgamesh p. 94 Sandars (Gilgamesh weeps for Enkidu) ‘And
the beasts we hunted, the bear and the hyena, tiger and panther,
leopard and lion, the stag and the ibex, the bull and the doe [weep
for you]’, E4 g2—6. The weeping of Achilles’ immortal horses for the
fate of Patroclus (Zl. 17.426—40) shows Homer moulding the device
to his own stylised view of the epic world. For the ‘pathetic fallacy’
in Greek poetry cf. F. O. Copley, 47P 58 (1937) 194—209, B. F. Dick,
Comp. Lit. 20 (1968) 2744, J. L. Buller, Ramus 10 (1981) 35-52, Reed
(1997) 215. T.’s discretion in the use of the figure is marked by a dis-
tinction between the wild animals of 71~2 and Daphnis® own herds
of 74—5. Whereas the latter gather around the dying or dead hero,
the ‘crying’ of the former is more naturally located in their usual
habitats, thus showing that in their case the ‘fallacy’ depends upon
an interpretation by the singer of the sounds of nature, rather than
upon a manifest and extraordinary event; cf. Leonidas, Anth. Fal.
7.657.5 (= HE 2088), the request of a dead shepherd, PAnxnoovr’
diks por. T.’s usually neat separation of wild and domesticated
was another distinction which subsequent bucolic abandoned, cf.
A. Perutelli, 4SNP 1u 6.3 (1976) 763—98. The ‘pathetic fallacy’ was to
become one of the most familiar tropes of the Western pastoral
tradition; it is already ironised by Meliboeus as a generic marker at
Eel. 1.38~9.

7i—~2 > E¢l. 5.20~1, 278, r0.13—15. The pattern of 71, sssds, is
very rare (cf. 22.39), and 72 is also heavily spondaic: the verses
tmitate the mournful howling of the animals. For a related effect
in the same context cf. Ecl §.24 non ulli pastos illis egere diebus.
@pdoavro: the standard verb for the howling of wolves etc. (Livrea
on Colluthus 116); it is nowhere else constructed with an accusative,
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‘howl for’, but the extension is not difficult. Nevertheless, the variant
w8UpavTto cannot be dismissed out of hand, particularly given T.’s
fondness for mannered repetition; either corruption would be very
easy to explain. (GpUcavto seems to be imitated at Quint. Smyrn.
12.518; @dUpavTo at £4 18 may derive from 75, but is in any case
itself problematic). Spupoio: cf. 3151710 Aewve Sicily may
never have known lions, as was already objected in antiquity (cf. Z,
Virg. Ecl. 5.27 perhaps ‘correcting’ T.), but this is ‘myth’ (cf. Eur.
Cyel. 248), and the proximity of Sicily to North Africa means that no
great leap of imagination is required.

74 Another heavily spondaic verse continues the lamentation.
n&p mooois the animals gather ‘round [Daphnis’] feet’, like mourn-
ers at the feet of a corpse, a scene represented on very many archaic
vases. Aelian, Hd 10.13 reports that Daphnis’ dogs wept for him and
then chose to die with him. .

75 Another spondeiazon. 8¢ is treated as long ‘in ictus’.

74 Although some later sources make Hermes Daphnis’ father (cf.
above, p. 64~5), it is his pastoral réle as Hermes véuios which is cru-
cial here (cf. b Herm. 569~71, Ar. Thesm. 9778 etc.). He comes from
‘the mountain’, the place of summer pasturage, and an area naturaily
associated with this god of margins, cf. Buxton (1994) 81—96. Hermes
is Pan’s father and, like his son, was credited with the invention of
the syrinx (b Herm. 511—12); like Priapos, who is also sometimes
Hermes’ son (21n.), Hermes is often depicted as ithyphallic, and may
in general be credited with a fairly straightforward view of sexual
passion {cf. Od. 8.338—42). It is he and Priapos, rather than Aphro-
dite herself, who here take over the rdle of Aphrodite from Sappho
fr. 1.

78 épacar: the middle syllable is long, as at 2.149, but this anom-~
aly remains unexplained.

8o > Ecl. 10.19—21. The repeated verb imitates a Homeric man-
nerism, cf. Od. 3.430-5, 8.322~3 (the gods coming to laugh at Ares

and Aphrodite). In T.’s stylised countryside, unlike that of the poet

of 9.17, there are no mixed herds of sheep and goats, cf. 6.6-7n.
Later scholarly theory constructed a ‘bucolic hierarchy’ with oxherds
at the top and goatherds at the bottom (cf. Proleg. ¢ Wendel, Dona-
tus, Vit. Verg. 49, Longus, D&C 1.16.1), and this verse may be thought
to foreshadow that structure; ‘goatherd (in matters of love)’ is a jibe
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aimed at the amour propre of a Pouxdros in 86 (where see n.) and a
shepherd in 6.7. In Idyll 1 a shepherd and a goatherd exchange songs
about the originary figure of an oxherd, so that the latter is neces-
sarily privileged in this ‘bucolic’ song. Elsewhere in the genuine
‘bucolics’, the only real oxherds are Daphnis himself (cf. Idyll 6,
Intro.), the errant Aigon of Idyll 4, Lykopas (5.62), and Damoitas
(6.1—2n.); neither Aigon nor Lykopas actually appears, and Aigon’s
social status seems rather higher than that of the other characters,
cf. further 7.91~2n. As for shepherds and goatherds, there is no sign
that the shepherds of Idylis 1 and 5 are a social cut above the goat-
herds, though a sheep would normally be reckoned more valuable
than a goat (5.25—30, 16.90—3), cf. Schmidt (1987) 37~5.

81 &vnpwtevv: cf. 3.18—20n. i ndboL xexdv: a standard
question to those in love (cf. 10.1, Sappho fr. 1.15, 47g. 3.675 etc.) or,
as perhaps here, resisting love. Ilpianeg: cf. 21n. On the situa-

tion presupposed by Priapos’ speech cf. the Introduction to this
poem. He tries to be kind and helpful (2 rightly identify elements of
consolation in his speech); for him, the situation has a straightfor-
ward physical solution. There is no reason to think, with 82—5(e),
that Priapos is teasing Daphnis because Daphnis himself is searching
for the girl, rather than vice versa.,

82~3 > Fel. 10.22-3. téAav here expresses sympathy, but
elsewhere this vocative may suggest surprise or anger, cf. 6.8 (to
another 3Uoepws, the Cyclops), 4.26 (to the thoughtless Aigon). The
form is very common in Menander, where it is used almost exclu-
sively by women (cf. D. Bain, Antichthon 18 (1984) 33-5); Hellenistic
poetry, however, does not obsexve this distinction. wu Is common
in questions of this kind (LSJ s.v. viv 11 4), and seems more likely
than 0, particularly if accusative Tv is correct later in the verse. At
5.41, &uik’ Em0yifév Ty, TU 8 &Ayess, there is a pointed contrast
between the characters to justify the repeated pronoun (cf. 5.39 &ydv
wap& 1els). The -7~ alliteration of Priapos’ rhetoric, matched by -r-

alliteration in 83, is not spoiled by vv. vaxear: cf. above, p. 63.
Daphnis is an extreme case of the traditional thinness and wasting of
lovers (McKeown on Ovid, Am. 1.6.5-6}. nacag: in the accusa-

tive plural of the first and second declensions T. uses forms with a
short final syllable, as well as the familiar forms (cf. go Té&s Tap8évos,
134 Oxvas, 3.2 avrds, 6.32 BUpas); such short-vowel forms, which
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arise from the loss of -v- from *-ovs and *-avs without compensatory
lengthening, occur in some Doric dialects (including Cos and
Cyrene) cf. Buck (1955) 68, Molinos Tejada 163-8. nosci $op-
€lta suggests the randomness of a wild search, cf. 13.70 (Heracles in
a similar situation), 13.64—71n. Bion draws upon both Idylls  and 13
for his description of Aphrodite’s frenzied search for the wounded
Adonis; E4 23 8" &yxsx ¢opsitan reworks the present verse (with
méo, line 24, as 2 mannered variation on mooai?).

85 Gatews’: cf. 36n. The enjambment of the participle across the
refrain emphasises the length and desperation of the girl’s search, cf.
2.104~6 (a moment of suspense). Sbaepog: at 6.6—7 Galateia is
alieged to flirt with Polyphemos and call him 8Uospwra Kad aiTd-
Aov; that song assumes a situation in which Polyphemos could have
Galateia but holds back. So here, Priapos probably considers Daph-
nis 8Uoepws, ‘perverse with regard to love’, because he is not taking
an easy opportunity. The precise nuance will, however, depend on
the situation envisaged: elsewhere the word may connote an obses-
sive desire for the unattainable (F. Williams, 7HS 89 (1g69) 122—3},
and either this or ‘hopelessly in love (with another girl)’ have been
proposed as interpretations, cf. above, p. 67. &uiyavoes: for
Priapos, any man who does not know what to do when a girl is
‘after” him is both ‘helpless’ and beyond help. Here it is the lover,
rather than love itself (Sappho’s yAukumikpov dudyavov dpmetov,
fr. 130 Voigt), who is &pfixavos; at 14.52—3 Td ¢&puakov ... &unya-
véovTos EpwTos | oUx oida, Aischinas’ love is &priyavos because the
object of his desire has fallen in love with another.

86~g1 The listening goatherd apparently approves of this
description of his kind as much as of the rest of the song (146—8); the
framing context never completely disappears. As for the verses
themselves, 286a explains that oxherds were self-controlled in mat-
ters of sex, whereas goatherds were notoriously licentious; this, how-
ever, seems entirely contrary to Priapos’ point, which rather implies
Daphnis’ rgiection of the girl who is seeking him. Schmitt (1997)
argues from X that ‘goatherd love’ is so overwhelming that any
attempt to satisfy it would be pointless, as Daphnis knows; others
explain that the goatherd gets upset because he-goats can indulge
themselves whereas he has no easily available woman, but neither
explanation accounts for the analogy Priapos draws between the
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goatherd’s behaviour and Daphnis’ desire to ‘dance with the maid-
ens’ (go—1). Even if Priapos is not a model logician, some relation~
ship between the situations is inevitable; the analogy is reinforced by
the virtual rhythmical identity of 87—8 and go~1. Priapos’ point may
be that the goatherd is 8Uoepws because, although having in his
{female) goats a ready supply of outlets for desire, he longs for the
impossible (transformation into a he-goat) rather than merely doing
what a Priapos would do to the nearest available she-goat. Unlike
the he-goat (151-2), the goatherd places emotional barriers and
impossible wishes in the way of sexual satisfaction; the contrast is
repeated in that between Tityros and ‘the goatherd” in Idyll 3
(below, p. 112), and is important for the whole construction of
bucolic eros. The inimitable model is Pan, the goatherds’ god and ‘he
who mounts the she-goats’ (adyip&Tns), for he has achieved ‘meta-
morphosis’ in being half-man, half-goat, cf. above, p. 15. Daphnis,
according to Priapos, longs to join ‘the maidens’ in their dance;
Priapos perhaps sees this as a strategy of seduction (cf. Achilles on
Scyros). Priapos presumably simplifies to assimilate a situation which
is beyond his understanding to the categories in which he sees the
world, but in one sense at least he is right: to ‘dance with the maid-
ens’, actually to become a Tapbévos, would be to escape the anguish
of sexual desire, and this is indeed what Daphnis wishes (cf. Miles
(1977) 150, Zimmerman (1994) 52—3). Both he-goats and wapdévo:
are represented as free of the erotic suffering felt by both ‘goatherds’
and Daphnis, but neither suggested transformation is possible.

86 pdv: an emphatic Doric particle, ‘you were indeed called’, cf.
Denniston 330-1, Gallavotti (1984) 20—1, Wakker (1996); Daphnis
was indeed 6 Pourras par excellence. uv is lectio facilior, as wév would be
treated as long ‘in ictus’ (cf. 75, 6.46), but the latter probably arose
under the influence of the following 8.

87 Barebvra ‘are mounted [by the he-goats}’.

88 téxerar dbOaApwg: ‘wastes/melts in his eyes’ is chosen as a
way of saying ‘cries’ (cf. Od. 19.204~9, Onians (1954) 201-3), to echo
both Daphnis® wasting condition (66) and the ‘bags under the eyes’
of the lovers on the cup (38). Whether this phrase and the corre-
sponding one in g1 evoke the blinding of Daphnis may be debated.
Zimmerman {1gg4) 52 connects this phrase with the ‘evil eye’, one of
whose typical effects is ‘wasting’.
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go mapbévog: cf. 82-3n.
g2 Daphnis® silence, broken only after Aphrodite’s final provoca-~

tion, marks him as a tragic figure. W i.e. ToUs ‘them’, Priapos
and the herdsmen. woteAeEad’ ‘addressed’, cf. 25.192, Livrea on
Arg. 4.833. adtd: cf. 15.131 TOV aUTd&s ... &vSpa. Zimmerman

(1994) 54—5 sees here an ambiguity explained by the similarity of
Daphnis and Narcissos, i.¢. both ‘his love’ and ‘love of himself”.

93 &vue ‘bore to its end’, ‘saw it through’, though no exact paral-
lel is at hand, cf 2.164 oic® Tév Eudv wobov. &¢ TéAog ...
poipag ‘to the end [determined by] fate’. Wilamowitz’s poipav,
*bore his fate to the end’, makes explicit what is darkly suggested by
the transmitted reading, which should therefore be retained.

94 The change of refrain marks the arrival of Aphrodite, Daphnis’
‘enemy’.

95—6 Desperately difficult, and perhaps corrupt, verses. The
laughter of Aphrodite may convey indulgence (cf. Sappho fr. 1) or
triumphant glee (h. 4phr. 49 etc.), but both what she says to Daphnis
and his reply suggest that here it is the latter, cf. Cameron (1995)
412~13. Bunds covers a range of emotions, from grief to anger. Here
it is normally interpreted as the former: if she is griefstricken now
(iLe. Papufupos, cf. Hopkinson on Call. 4. 6.80), as she may well be
later (138-9), she must be hiding the grief and feigning a sense of
mocking triumph, cf. G. Crane, HSCP gr (1987) 161-84. Such a
reading can, however, make no adequate sense of A&fpn, unless it is
taken (unconvincingly) to mean ‘openly but treacherously’, and it is
not clear that the second half of g6 can mean ‘holding (?back) deep
grief’. The first knot would be cut by adopting Hermann’s attractive
&Béx for AdBpm, which could be explained as an intrusive gloss.
Others understand Aphrodite to be ‘laughing inside’ but feigning
grief (like Clytemnesira at Aesch. Ch. 738~g), a pose through which
Daphnis sees; &véxerv will thus mean ‘hold out’, ‘display’, which
seems possible, if very unusual, with an emotion as object, ¢f. G.
Zuntz, CQ 10 (1960) g7-40. If, however, we give weight to the appar-
ently mocking tone of Aphrodite’s speech in which nothing suggests
‘grief” (cf. below on &pyaiéw), we may be rather inclined to see
‘anger’ on display here: Aphrodite is ‘secretly’ indulgent towards her

Adonis-like favourite, but (with Zuntz’s interpretation of &véyewv).

puts on a display of angry mockery. This interpretation suits Aphro-
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dite’s subsequent wish to ‘save’ Daphnis (138-g). Daphnis, facing
death and not party to the real motives and schemes of the immor-
tals, takes his tormentor at her word and hurls abuse at her. This is
as far as interpretation of the transmitted text can go. As an alter-
native, it should be noted that &v& fupdv may mean ‘in the heart’
(Il. 2.36 etc.), and BapUv may have replaced (e.g.) x6Aov or even
wéfov, perhaps under the influence of Kump: Papeia in 100. Nonnus
34.303, EiXe vOoV YENGwVTY, XOAov & dvédnve Tpoowwt, is at least
suggestive. For the pattern of g6 cf. 7.61-2n. ve pdv marks the
climactic point of an enumeration, cf. Denniston 349, Wakker (1996)
258. &8eiaz probably neuter plural with yeA&oiox, though many
construe as feminine singular, c¢f. G. Tarditi in Filologia e forme letter-
arie. Studi offerti a Francesco Della Corte (Urbino 1987) 1 347-52. Ott
(1969) 124-5 suggests that, as a feminine, the meaning is fiobeioa
‘pleased’ (cf. LSJ s.v. 1805 1 2); this would sit well with the inter-
pretation of 96 offered above.

97 watedyeo ‘bound yourself with an oath’. In the standard ver-
sion of the myth, Daphnis had not vowed ‘to worst Exos’ but rather
‘to remain faithful’ to one girl; Aphrodite (and much of Greek tradi-
tion) sees the two things as equivalent — faithfulness is a triumph over
ordinary sexual feelings. Others understand the verb as ‘boasted’, an
casy extension from the simple elyeobat. AvyiEely ‘to bind’, ap-
parently a wrestling term denoting having an unbreakable hold on
one’s opponent; the metaphor arises from the intertwining of arms
and legs which such a hold entails, cf. Mryor ‘withes’. Kypris is a
wrestler at Soph. fr. 941.13 Radt, and Eros is represented as a boxer
(Anacreon, PMG 396.2, Soph. T7. 442).

98 &pyoréw ‘hard to bear (let alone defeat)’, as Daphnis has
found to his cost; Aphrodite is under no iliusions about what eros
entails. &pyahéos is connected with &hyos (Et. Mag. 135.19 Gaisford),
which gives point to Daphnis’ response at 103.

x00 Bapeia: cf. 3.15~17n.

101 dsssd is a rare shape at all periods (Brioso Sanchez (1976) 39
counts 11 examples in the genuine corpus); the heavy rhythm dis-
plays Daphnis’ bitterness, as does the rising tricolon with anaphora.
vepesoard ‘spiteful’, ‘nursing resentment’, cf. Il 11.649 (Patroclus
about Achilles).

102 ‘Do you think that every sun has set for me?’, an apparently
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proverbial way of saying ‘I am not beaten by you yet’, cf. Diod. Sic.
20.16, Livy 39.26.9. The suggestion that the sun will shine on Daph-
nis even in the Underworld underlines his extraordinary defiance of
‘the natural order’ (cf. Od. 12.382—3). The implication of y&p is ‘Do
you say this (l.e. 97—8) because ... ?’ 8edOnervs cf. 11.1n.

103 Addvig: the use of his own name evokes his kleos; this is the
Daphnis ‘who everyone will know’ did not yield to eros. &Ayog:
cf. 98n. Daphnis will continue after death to be a source of ‘bitter
pain’ to Eros, because Eros (and Aphrodite) will always know that
one man at least rejected their power, and this man will be the sub-
ject of a song, the &Aysax Ad¢viBos, which will be constantly re-sung.
Daphnis® ‘triumph’ over the obliteration of death contrasts with the
projected fate of the singer (63).

105 Daphnis now turns from persistent defiance to Aphrodite’s
own love-making with a PoukbAos, an episode which remained a
uty” dvaidos for the goddess (cf. &. Aphr. 247); she herself proved too
weak to resist the eros with which she taunts Daphnis. Somewhat
similar is the abuse which Gilgamesh hurls at Ishtar: ‘Your lovers
have found you like a brazier which smoulders in the cold, a back-
door which keeps out neither squall of wind nor storm ... Which of
your lovers did you ever love for ever? What shepherd of yours has
pleased you for all time? Listen to me while I tell the tale of your
lovers ..." (Gilgamesh p. 86 Sandars), cf. P. Walcot, Ugarit-Forschungen
1 (1969) 118, Halperin (1983b) 190—1. As close in tone, however, is
Helen’s abuse of Aphrodite at Il 3.406—¢ fioo wap® aUTdv [ie.
Paris] loUoa kTA.; there Helen, like Daphnis, rejects love-making,
although in her case the goddess is to prove too strong. 0d
Aéyetar xth.: for the ‘polite’ omission of, and hence suggestion of,
a verb of sexual intercourse cf. Meleager, Anth. Pal. 5.184.5 (= HE
4374) oUy & mepiPAerwrds os Khéwv;, Ter. Bun. 479 ego illum eunuchum,
st opus siet, uel sobrius, Fcl. 3.8—¢, J. N. Adams, Phoenix 35 (1981) 120-8.
"E8avs Ovid’s Alcithoe sets the story of Daphnis on Ida (Met. 4.276~
8), perhaps under the influence of this passage.

xob—7 > Ecl. 7.12-13. The transmitted text implies a contrast
between the oaks of Mt Ida at Troy (cf. K. 23.107-18, Thphr. HP
3.8.2) and the galingale and bees of Daphnis’ location; there must be:
a pointed reference to the rdle of oaks in the story of Anchises
(h. Aphr. 264), of which Aphrodite does not wish to be reminded. No
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point has, however, been discovered in a contrast between oaks and
galingale (for attempts ¢f. Giangrande (1977) 177-86, Di Gregorio
(1984) 280~2). Bees, on the other hand, are notoriously pure and
asexual, so that at 107 Daphnis could be saying ‘Ida is where you
belong; this place is chaste’, or perhaps he is alluding to a belief (see
below) that bees sting adulterers, and thus giving Aphrodite some
‘good advice’. Some critics (cf. Wilamowitz (1906) 229-35) have seen
an allusion to an otherwise unattested story that it was bees, rather
than lightning, which were the instrument of Anchises’ punishment
by blinding when he finally revealed the story of how he slept with
Aphrodite (k. Aphr. 286-8, Soph. fr. 373.2 Radt, Austin on Virg. 4en.
2.649); Daphnis need not, however, make the point that Anchises, like
Adonis, came to an unhappy end — Aphrodite’s disgrace is sufficient.

Valckenaer deleted 106, as an intrusion from 5.45 (together per-
haps with "Ayxioav arising from a gloss on PoukoAos). Nevertheless,
a sixteenth-century Latin version of a lost discussion by Plutarch of
why bees tend to sting adulterers suggests an alternative approach
(QN fr. 36 Bernadakis = Mor. v 3, p. 28 Hubert~Pohlenz): apud Theo-
critum tocose Venus ad Anchisen a pastore ablegatur uti apum aculeis propter
adulterium commissum pungatur:

te confer ad Idam,
confer ad Anchisen, ubi quercus atque cypirus
crescit, apum strepit atque domus melliflua bombis.

Meineke noted that this translation seemed to imply a text of 106—7
with #8¢ kUrraipos | ai 8t xaddv kA, In this case Daphnis would be
sending Aphrodite off to a locus amoenus with a real sting in its tail;
far from suggesting chastity, the similarity of KUrrpis and xdmeipos,
and the latter’s use in garlands (c¢f. Alecman, PMG 58, P. E.
Easterling, PCPS 20 (1974) 38-40), suggests that ‘galingale’ is an
appropriate plant for a ‘love-nest’. 8¢ kUmweipov ends a hexameter
at I 21.351, and although this wouid be the only use of 73% in the
bucolics (cf. Hunter (1996a} 41), there are more than enough epic
touches in the rest of the poem to allow the reading. The corruption
may be explained as assimilation to 5.45~6. On balance, this seems
to be the best option, but the weak MS attestation of 108 and the
problems attending 109—13 suggest that there can be little confidence
in this passage of text.



98 COMMENTARY: 1.108~115

x09-10 > Kol 10.18. ‘Adonis too [i.e. as well as Anchises] is in his
prime [i.e. ripe for sex] since ..., cf. 3.46-8n. Adonis® activities, as
listed by Daphnis, move from the harmless to the ultimately fatal, as
Adonis was killed by a wild boar, a death which moved Aphrodite to
paroxysms of grief, c¢f. Bion, E4. Adonis is the kind of seductive
shepherd favoured by Aphrodite (cf. Paris) and thus dpaios for her.
On the rhythm of 109 cf. 130n, p8Aa: this ‘hyperdorism’ for
piiAc ‘sheep’ is found on a third-century papyrus of Stesichorus
(PMGF 222b.241); it is customarily dismissed from the text of T.s
genuine poems, but too little is known about the construction of his
literary Doric to allow any confidence in such matters, cf. 3.46-8n.,
4.10, Gallavotti (1984) 7-8, Cassio (1993) go7~10.

112~13 Diomedes wounded and mocked Aphrodite in a famous
sequence of I 5 (lines 335-430): Diomedes, Dione and Zeus all
advise Aphrodite to stay away from war, so Daphnis’ choice of mar-

tial language is particularly pointed. abTig ‘again’, ‘for a second
time’. Cf. Il 3.432-3 (Helen to Paris) &AM 161 viv mwpokdheooon
&pnigirov Mevéhaoy | E€alimis payioaobal tvavtiov. omwg oTH-

ofiu: this imperative form with the future indicative is 2 colloquial
Attic usage (Goodwin 94-5), not otherwise attested in T. Alternative
proposals include making 8mws oTaofil a final clause dependent
upon 105 with 109-10 being treated as a parenthesis (‘off to Ida — or
if you prefer there is Adonis — so that ...°, cf. Kénnecke (1917) 294~
8), and wholesale deletion. Text and interpretation must be consid-
ered uncertain.

115~2x Daphnis’ farewell reworks 71—5: 115~17 re-orders 71—2 and
substitutes bears for lions, and 120-1 picks up 74~5 but omits ‘hei-
fers’. The appeal to the surroundings recalls the final speeches of
tragic heroes, cf. Soph. Phil. 936-8 & Npéves, & mpoPAfitss, &
Suvouoial | Onpdv dpeiwv, & KaTappdyes TéTpal, | UHiv TES’ KTA.,
djax 859—65, Eur, Hipp. 1092—7.

x5 A tricolon begins the farewell in impressively rhetorical style.
Daphnis’ relation with wild animals is that he pastured his cattle in
country which really belonged to those animals and devoted his life
to protecting his cattle from them. To this extent he is no different
from ‘ordinary’ herdsmen. The animals’ grief, however, marks his
death as the event which ultimately separated man from nature, as
Prometheus’ deception separated men from the gods. © Bdeg, &
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&v’ %TA.: -5 is treated as long in arsis (cf. Legrand (1898) 316~18)
and the following & shortened (‘correpted’) before &v’, cf. 15.123 &
EPsvos, & xpuods, & &k Aeuk®d xTA. In both cases the prosody is
expressive of the speaker’s emotion. dbwridbes &pxror ‘bears
who dwell in caves’, rather than ‘bears in hibernation’ {$pewheic),
which would explain their absence from the lamentation of 71—2 but
might tip pathos into bathos; the phrase also occurs at IG x1t 5.739,
line 46 (a first-century Isis hymn from Andros). The Cyclops,
another Sicilian singer from mythical time, keeps bear-cubs (11.41).

11617 6 Bouxdrog ... Addvig ‘the [famous] oxherd Daphnis’.
Cf. the Sophoclean Ajax’s last words, ToU8” Upiv Alas Tobmos loTa-
Tov Bpoel KTA. Buppive the so-called ‘ethic’ dative (K~G 1 423)
expresses Daphnis’ conception of the animals’ interest in him.
odxér’ ... odxér’ evokes the language of epitaphs, cf. CEG 2.680.6,
Anyte, dAnth. Pal. 7.202.1 (= HE 704}, 7.215.1 (= HE 708}. HAavs
marginal wooded land where animals could be grazed; this aspect of
the Theocritean landscape comes to dominate Virgil’s Musa siluestris,
cf. Eel. 1.2, 5, 4.3 etc.

11718 Cf. Ajax’s farewell to the waters, quvcxl T TTOoTOMOl 6
oi8e (Soph. 4jax 862). "ApéBoroa: the famous spring of Syracuse;
for the form cf. gn. @5Bptdog: an unidentified geographical fea-
ture ‘down from which’ waters rush (cf. I 9.15 = 16.4 % 1€ Ko7’
alyihros wéTpns Svodepdy xéar U8wp). Servius on den. 3.500 alleges
that Athenian prisoners were compelled by the Syracusans to dig a
ditch for a moat around Syracuse, and that this was called Thybris
&mwd Tis UPpews; such a ditch would fit Daphnis’ words, but we
might rather think of a natural feature. ‘“Thybris’ (or “Thymbris’) has
therefore often been identified with Monte Crimiti above Syracuse;
the waters from this set of rocky gorges would, in T.’s day, have
been channelled down to Syracuse, and such a fusion of mythic and
present time would be very much in the manner of Hellenistic
poetry, cf. K. Ziegler, RE via 655-61.

x20~1 > Ecl. 5.43~4. Line 120 recalls 65 to associate Daphnis with
Thyrsis, like all bucolic singers a ‘descendant’ of Daphnis. As Virgil
saw (and made explicit), Daphnis here writes his own epitaph.
Hector designed the epitaph of a Greek, whom he intended to kill,
for a tomb which would be a source of eternal &leos for himself (JI.
7.89~90), but Daphnis’ self-contemplation brings him rather closer
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to Hippolytos, cf. above, p. 67, Bur. Hipp. 1078~9, 1363—6 ZeT, Zel,
&8 Spdus; | 88 & osuvods 2yd kol BeootTwp | 88° & cwdpooivm
wévTas UTtepoydy, | wpolrrov & ‘Adny oTelxw KTA.

123-6 > Ecl. 10.15, Georg. 1.16—18. It is standard in prayers and
invocations to list possible places where the god may be found (cf. ZL
16.514~16, Aesch. Eum. 292—8, Ar. Clouds 269—74), just as one tries to
list all the titles by which a god may wish to be known, ¢f. Norden
(1913) 143-63.

x23 Iéav Mév: such doubling is common in address to a divinity,
of Aesch. Ch. 246 ZeU ZeU, Becopds Téwde mpayudrawv ysvol, J.
Wills, Repetition in Latin poetry (Oxford 1996) 50. Avxain:
Lykaion was a mountain in SW Arcadia with a famous sanctuary of
Pan (cf. Pausanias 8.38); here the name seems to be used for the
whole range west of Megalopolis. Pan is, of course, qumtessentlally
a god of the &pos, cf. k. Pan (19) 6~21.

124 Maivadov: 2 mountain lying between Megalopolis and Man-
tinea, and also associated with Pan, cf. Call. k. 8.88-9, Pausanias
8.96.8, RE x1v 576—7. Ev = ENB(e).

125 EAixag: T, here plays with the mythic history of Arcadia.
The founding family was as follows:

Pelasgos

|

Lykaon

|

Kallisto (Helike) = Zeus

Arkas

As early as Hesiod (fr. 163 M~W) ‘the Great Bear’ constellation
seems to have been identified as the (only) daughter of Lykaon,
usually called Kallisto. When the Great Bear was subsequently iden-
tified with Helike, one of the Cretan nurses of Zeus (cf. ‘Epimenides’
g r23 D-K, Aratus, Phaen. 37, Arg. 2.960, 3.745, RE vir 2858--61), an
assimilation of Kallisto to Helike was inevitable; for the various ver-
sions ¢f. Kannicht on Eur. Hel. 375-85, Borgeaud (1988) 29—34. “The
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peak of Kallisto/Helike’ might be any Arcadian mountain, though
124 makes it not improbable that it is here Mt Lykaion, just as ‘the
high tomb of the descendant of Lykaon, i.e. Arkas’ is probably to be
identified with Mainalos {cf. Pausanias 8.9.8-4). Pausanias 8.35.8
identifies ‘the tomb of Kallisto’ as an Arcadian site, and Bosius con-
jectured Al fipiov; Afwev plov occurs, however, in the same sedes at
1. 14.225, 19.114. '

2 interpret very differently: Helike is the Achaean town of that
name on the Corinthian Gulf, Rhion the promontory near Patrai at
the western end of the Gulf, and ‘the descendant of Lykaon’ is
Aipytos, a grandson of Arkas (Pausanias 8.4.7, 16.1-3) whose tomb
near Mt Kyllene, the highest Arcadian mountain, is mentioned in
the Iliad (2.605) and was still a tourist attraction in Pausanias’ day.
‘Rhion of Helike’ makes little sense, however, (the two places are not
adjacent), and there is no obvious connection with Pan. Never-
theless, the Itiad passage is the start of the ‘catalogue of Arcadians’
and its striking word-play might have attracted any Hellenistic poet:
of 8 Exov Apkadinv Umd KuhAdvns épos aimy, | AlmiTiov mapd
TUpPov. The whole manner of 125-6 suggests the ‘mythological
games’ of which Hellenistic poets were fond, and aimé ¢ o&pa pre-
sumably signals by its allusion to the Ifiad that more than one
‘decoding’ of this phrase (Arkas or Aipytos?) is possible. TRvo ‘that
well known .. .” adds to the learned tease.

126 pandpecoiy dynrév: the allusion remains mysterious, for the
association of gods with mountains and tombs seems too weak an
explanation.

127 > Ecl, 8.61. The Muses are called upon to end the song just as
Daphnis abandons his syrinx (cf. 63n.).

128-30 > E¢l 2.36-8, Longus, D&C 1.29.2-3 (cf. Hunter (1983b)
8r—2).

128 Jépev maxtolo: this articulation scems more likely than the
active $pép’ eUrraxToio (both were known in antiquity): contrast the
reworking at EB 55 Tlavi ¢pépw T6 véAiong; weAinvouy ‘breath-
ing sweetly {from the wax]"; the syrinx shares the sweetness of cup
(EMktév recalls go~1) and poem cf. n., 27-8, 149~50. The sweet
aroma of the binding wax forms an associative unity with the sweet
breath of the syrinx-player and the sweet sound of the musical ‘airs’.

129 x0AOov mepl yelhog EAwetdy lit. ‘well bound-around [as to]
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the lip’; xaAév is adverbial, wepi ... EAikTéy in tmesis, and yeidos
accusative of respect. The reference will be to binding near the lip
which aids the wax between the reeds in holding the syrinx together;
for mepi ... EAikTdy of the object around which the bindings are
wrapped rather than the bindings themselves cf. 2.121~2 AeUkav ...
Topupéaiot wepi (hoTeaio fAiktév. The interwoven word-order
is clearly imitative of the sense. Both text and interpretation are,
however, doubtful. The transmitted xaA&v may be defended by 8.18
oUprtyy’ ... kahdv and Epigr. 2.1 koA&1 oUptyyt (both in same sedes),
but is flat and rhythmically inferior to kaAdv, cf. also 5.134—5 6k’
auTéd | Tév oUpryy’ SHpeba, kahdv Ti ue k&pt’ piAnoev. If koAb is
adopted, it could also be taken as an adjective with xeihos. White
(1979) 3944 follows ¥ in understanding the final words as ‘turned
around {the player’s) lip’, in reference to the mode of playing the
syrinx; it is, however, (as White recognises) the lips rather than the
syrinx which move, and this can hardly be derived from the Greek.
There is, moreover, no reason why Daphnis would say such a thing
to Pan.

130 "Awdav: word-break after a fourth-foot spondee (a breach of
one of the Callimachean rules, ‘Nacke’s Law’) is very rare in the
genuine ‘bucolics’ {¢f. 6n., 1oy, mitigated by prepositive kai, 5.132,
Intro. Section 4); how sensitive T. was to such matters can be seen
from the fact that there are two examples in Idyll 10, six in Idyll 11
{(including line 1), and thirteen in Idyll 15 (of which eleven fall in the
conversational lines 1-9g), cf. 11.1n., Legrand (1898) 336, Fantuzzi
(1995a) 231, 23g. All third-century poets except Callimachus show
sporadic infringements of this ‘Law’; Call. has only 4. 4.226 (where
Maas’s emendation is often accepted). "AiBos, a familiar dactylic
form in Homer, would remove the anomaly, but it is hard to believe
that the heavy (? ugly) rhythm does not evoke the Death of which
Daphnis speaks. €Axopar: the verb would suit (inter afia) dis-
appearance into a pool, ¢f. drg. 1.1239 (Hylas and the nymph)
goTraOE.

1326 > Fcl. 3.89, 5.94—9, 8.26-8, 52—6 (cf. L. Braun, Pkl 113
{1969) 292—7). Daphnis sees his life as so fundamental to nature that

his death, unlike that of Adonis who was able to return, should be

marked by an overturning of the natural order, cf. Walsh (1985) 3.

Eel. 5.34—9 combines this with the Hesiodic—~Aratean abandonment:
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of the earth by the gods: postquam te [sc. Daphnin] fate tulerunt, | ipsa
Pales agros atque ipse reliquit Apollo. | grandia sagpe quibus mandawimus hor-
dea sulcis, | infelix lolium et steriles nascuntur auenae etc. For some similar
passages in other cultures cf. D. E. Gershenson, SCI 1 (1974) 24-8.
Daphnis’ mode of expression is the adynaton (cf. §5.124—7), a statement
of phenomena contrary to the natural order; such statements may be
made either as a promise that nothing extraordinary wil/ happen
{‘lead will rise from the sea-floor before ...%, cf. Ecl 1.59-63) or in
response to an extraordinary event (‘Now I could believe ...% cf.
Archilochus fr. 122 West); the form becomes very common in Latin
poetry, cf. E. Dutoit, Le théme de Uadynaton dans la poésie antigue (Paris
1936), Nisbet~Hubbard on Hor. C. 1.29.10, 1.33.7. Daphnis’ death is
not in fact contra naturam, but his obsessive concern with his own
position places him, in his own eyes, at the very centre of the natural
order. The rhyming verse-ends of 132—4 have the effect of a magical
incantation, working the changes of which Daphnis speaks.

133 wopdaan: cf. Virg. Georg. 4.122—3 sera comantem | narcissum. A
more regular expression would be ‘let the juniper flower with the
narcissus’ (cf. 7.9, Call. A. 3.41, d7g. 3.928); there is no need to see a
play on xopdv &t in the sense of ‘pride oneself upon’ (Lembach
(19770) 87). The thorny juniper makes an appropriate opposition to
‘the beautiful narcissus’.

134 dvarra ‘changed’, a very rare word, as also is the alternative
gvaAAa; the former might be thought lectio difficilior, because of the
easy association of &vaAAa with fvadAd&ooev, and the possibility of
taking &v- as privative. That Virgil knew a text with &vaAAa has
been attractively deduced from Eel, 8.58 omnia el medium fiat mare; he
would be playfully connecting gvaAAa with évéia ‘things in the sea’.
wmitvg: the very symbol of the ‘natural’ world, cf. 1, is to revolt.

x35 > Eel. 8.28. We might have expected ‘Daphnis’ death’ to
come after all the adynata, but ‘the natural tendency toward terminal
weight is blocked ... Inventory is put at the service of disorder’
{Rosenmeyer (1969) 264-5). tig xOvag: hunting-hounds are
usually (at least in literature) female, cf. Xen. Gyn. passim, L] s.v.
KUV, &AxoL ‘worry’, ‘tear apart’, rather than ‘drag back’ (Call.
h. 3.93).

136 Daphnis closes with a final spondeiazon. yapboatvro: here
constructed with a dative, ‘cry in competition with .. ’, L.e. ‘rival’ (cf.
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8.6 Afjis pot &eioa), rather than just ‘cry to ... However unpleasant
the cry of the scops owl (cf. ), whose name was etymologised from
oxdmrelv, and however firmly this bird is linked with the woods,
that it should ‘compete with nightingales from the mountains’ is not
obviously a real revolution in nature. One zoological tradition dis-
tinguished deiokcomss, the common, noisy type, from oxédmes cf.
{Arist.] HA g 617b32-61828, Call. fr. 418); the latter were rare and
voiceless, (so rare in fact that they are unknown to modern ornitho-
logy). To give the ok®dy a voice would then be a piece of ‘learning’
on a par with the mythological games of 125~6. At another level, it is
clear that Daphnis identifies himself with the nightingale, the singer
(Hes. WD 203-12) whose sweet song is surpassed only by Pan himself
(cf. k. Pan (19) 16-18), cf. 1—1in., 8.38; it was for this reason that
Daphnis handed his syrinx to Pan. After his death this beautiful song
will be replaced by the harsh sounds of lesser singers trying, in an
unequal song-contest, to rival his sweetness as they sing of his death
(cf. 7.41). &ndéwi is thus perhaps to be preferred to the better
attested plural (cf. dAaos), but confidence would be unwarranted,
cf. 5.136 ToT &ndéva kisoas épiodev (immediately followed by a
plural), Anth. Pal. 9.380.2 ToAp@®1ev 8’ Epioal okémes &ndoviciv. The
nightingale is par excellence the bird of lamentation, and Daphnis is
both the first singer and first subject of a song of &Ays«, a 8pfjvos in
fact. As this suggests ‘tragedy’, the bird of oxdmTaly evokes its
opposite, ‘comedy’, and it is in the fusion of the two that the foun-
dation of ‘bucolic’ song is to be located.

138 dmenavoaro evokes the final ‘cessation’ in death, without
making it as explicit as would the variant &veraboato (LSf s.v. it
2¢), cf. 7.90, Segal (1981) 32. Adpodira: T. uses this name for
the goddess only at verse-end; Apollonius and Callimachus in hexa-
meters avoid the name entirely as it involves treating the initial a- as
short before -¢p- (‘Attic correption?), cf. Fantuzzi (1988) 155-63.

139—40 &vopbioar ‘set him on his feet’, cf. Barrett on Eur. Hipp.
198; the verb also suggests ‘raise him [from death]’. That gods can
do nothing about the certainty of human death is familiar from the
llied on; that Aphrodite wanted to save Daphnis marks the heroic
and tragic nature of his death. It seems more likely that her wish
arises from a (?Pnew-found) concern for Daphnis than that she wants
him alive so that she can continue to make him suffer (Vaughn (1981)
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58). See further g5-6n., 152n. Alve ... | & Motpév ‘the threads
{assigned] by the Moirai’, ¢f. Bulloch on Call. 4. 5.104~5. Aehoi-
mer ‘had run out’, cf. Od. 14.213 viv 8° 1i8n T&vTa AéAoimev (where
interpretation is disputed). Aeimewv is here used like FmiAsimraiv.
€Ba pbov: cf. above, p. 67. 8iva: in poetry this need mean little
more than ‘water’, but Apollonius uses divn of the pool which closes
over Hylas (47g. 1.1239), and the word is likely to have a strong
meaning here. d7g. 1.644—5 refers to the ‘AxépovTos | Sivas &mrpopd-
Tous and both Catullus (65.5) and Virgil (den. 6.296) associate the
Underworld with a gurges; ¢f. already Simonides, PMG 522 wdvra
yép wiav ikvelTtan SacmAfita X&puPpd.

x4% The song of Thyrsis closes with the death of Daphnis and, as
it had begun (64-6), with the Muses and the Nymphs. Daphnis
belongs both to the mythical world of the Muses and the bucolic
world of the Nymphs, cf. 66—gn., Fantuzzi (1998b). ob Nipdor-
owv aneyxdi: ‘litotes’, or pointed understatement, cf. Eur. Helen 16~
17 oUK &vedvupos | Err&prn, K~G 1 180.  explains the phrase with
reference to the love of a nymph for Daphnis, and there is certainly
a clear allusion to the details of the story.

143—5 These lines stand outside the song proper, but the promise
and hymnic farewell to the Muses which link 144 to 141, the echo of
65 in 145 (Byd — OUpois 88°, &Biov — &3éw), and the fact that the ex-
pectation bas been created that the refrain of 142 will introduce a
new stanza all blur the boundary between the two; cf. Goldhill (1991)
245. The promise to ‘sing a sweeter song in the future’ takes the
place of the standard a¥tdp éyd kai oelo kad &AAns pvioen’ &o18fs
with which the Homeric Hymns close: the ‘sufferings of Daphnis’ have
a stature equal to the doings of the gods.

143 §ibos: an imperative form found in Pindar and archaic Boeo-
tian inscriptions (CEG 326, 334, 358), but also almost certainly in a
Corinthian text (/G v 213), cf. K. Strunk, Glotta 39 (1961) 114—23,
Gallavotti (1984) 4-5. oxnddog occurs only here in T, reflecting
its one appearance, in the rustic context of Eumaios’ entertainment
of Odysseus, in Homer (0d. 14.112); Virgil too uses it only once (den.
8.278), cf. J. Farrell in C. Martindale (ed.), The Cambridge companion io
Virgil (Cambridge 1997) 226~8.

146—8 Poets are traditionally nourished by bees and have mouths
‘full of sweet honey’ (cf. 7.80-5, Ar. fr. 598 K—~A, Waszink (1974));
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these motifs have been present throughout the poem, cf. m., 2
ueAiodeTan, 128 weAitvouv. A wish that Thyrsis be rewarded with a
mouth full of honey, honeycombs and figs may simply be a naively
humorous way of saying that he deserves to be on a par with the
most famous legendary singers, but there is also a humorous dis-
tortion of the conventional motifs, showing that the goatherd’s crit-
ical response is at a very different level from the poem to which we
and he have been listening, cf. 15.145~9, Miles (1977} 155~6. The
imitation at 8.82—3 reverts to the conventional expression.

147 Alyidw: Aigilos was the eponymous hero of the Attic deme
Aigilia, apparently famous for its figs (Ath. 14 652¢). This ‘realistic’
touch emphasises how mundane are the goatherd’s concerns beside
the song we have just heard.

148 tértiyog: the singer par excellence, cf. Pl. Phdr. 258e~gd, Call.
fr. 1 ete. Cicadas notoriously lived only on dew (4.15~16n.), so there
may be humour in the juxtaposition of this image to the eating of
figs.

x49-50 The stress on the sweet smell of the cup marks the com-
pletion of the promise of 27-8, as wemwAUcban varies KexAuouévoy
(27). $idog: cf. 6in. ‘Wedy: the Hours, daughters of Zeus
and Themis, are associated with beauty and fruitfulness ~ their Attic
cult names were @oAAed and Kapred. They are closely linked with
Aphrodite and the Graces: the attraction of the bowl, as of ‘bucolic’,
is an erotic one, cf. Hes. Theog. go1—3 (with West’s note), LIMC s.v.
Horai. The ‘spring of the Hours’ is not explicitly attested elsewhere,
but continues the water imagery which has dominated the poem; a
washing in that spring confers upon the bowl (and upon T.’s poetry)
the same power to amaze and arouse desire as the Hours confer
upon Aphrodite herself before her presentation to the immortals
(k. Aphr. (6) 5~18). It is a related idea when Callimachus asks for ‘the
oil of the Graces’ to flow over his poetry (fr. 7 =9 Massimilla).
Giangrande {1981) 352 sees here rather a reference to ‘seasonal’
rain-water. tris of. Arg. 3.876—7 Aapoiowy 8p° UBxor Mapbevioo
... Mogooapévn (with Hunter’s n.). Sonyoeic: cf. 42n.

15x—2 For the earthy ending cf. 4.58-63, 5.147-50. We move
from the mysterious eroticism of the bowl and Daphnis’ death
to the straightforward animality of rutting goats, cf. 86—gin.
Kiooaifa: = derive the first part of the name from kigods ‘ivy’, of
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which goats are said to be fond, or xico&v ‘to crave’, ‘to conceive’;
the second part they derive from oi8w or aibds (‘white’). Kupaifa is
a cow at 4.46 and Kivaifa a goat at 5.102. ai 3¢ yipatpat: this
form of address is perhaps a colloquial survival of the demonstrative
force of the article; it is used only to inferiors or animals, cf. 4.45-6,
8.50, Ar. Frogs 521 6 Trais dkoAoubel, oxiptaceive: the future is
normal in this form of prohibition, but the transmitted subjunctive
may be possible also, cf. Goodwin §§ 297, 301, 364. avaoth: i.e.
‘get up’ from where he is now lying in order to rut. Unlike Daphnis
(139), the he-goat can ‘rise up’, ¢f. Segal (1981} 34. A double entendre,
‘have an erection’, would suit the tone of these verses; such puns
may occur at Antiphanes fr. 19.6 KA, Men. Dysk. 895, and cf.
Ovid, 4m. 1.9.29 resurgunt.

I¥ Idyli g

A nameless goatherd leaves his goats in the charge of Tityros (cf. 1—
2n.) while he serenades his beloved Amaryllis outside her cave; lack
of success leads to despair and thoughts of suicide. There is very
little indication of a geographical setting (cf. 25-yn.). Very little too
can be conjectured about the poem’s literary sources. A probably
fourth-century lyric peem by Lykophronides (PMG 844) included a
goatherd who was in love with a girl ‘beautiful and dear to the
Graces’, cf. Stanzel (1995) 193—4; T.’s interest in post-classical lyric is
clear from his use of Philoxenus in Idyll 11 (ef. Idyll 11, Intro.),
another komastic poem with much in common with {dyll g (cf.
Cairns (1972} 145~7). There are some indications of Philitan influ-
ence (40-51n.).

Idyll 3 offers a rustic version of the komos, that familiar literary
event, which no doubt had ‘real life’ analogues, in which one or
more young men, often rather the worse for drink, proceeded
through the town to the house of a boy or lady to sing songs outside
the house; a late source (Plut. Mor. 753b) preserves the name wapo-
xAauoiBupov for these songs of the lacrimans exclusus amator (Lucr.
4.1177). Elements of the komos are found in many cultures (cf. Song
of Songs 2.8-14, 5.2—6) and in virtually every classical literary genre
(first in Alcaeus fr. 374 Voigt), and in the third century komastic epi-
grams become very numerous; Asclepiades seems to have been a
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formative influence in this, as in so many, fields. ‘Rustic’ komoi also
occur in Bion fr.1r and Euripides’ Cyclops, in which the chorus tease
Polyphemos, as he wants to set out on a komos, that a Tépava viupa
awaits him ‘within his dewy cave’ {5i5-16). On the komos in T. cf.
Sicherl (1972) 57-62 and, more generally, Headlam on Herodas
2.34~7, F. O. Copley, Exclusus amator (Baltimore 1956}, Cairns (1972)
Index s.v. komos, P. Pinotti, GIF 8 (1977) 6071, S. L. Taran, The art
of variation in the Hellenistic epigram (Leiden 1979) 52114, McKeown’s
Introduction to Ovid, 4m. 1.6. Despite the clear parallels with Idyll
11, most of the komastic fopo which are here ‘bucolicised” must be
iltustrated from later poetry; this obviously carries the danger of
undervaluing the innovative poiesis of Idyll g, but the procedure is
justified by the state of our evidence.

Of particular importance for Idyll g are fomo? within dramatic and
quasi-dramatic modes. In addition to Eur. Cyel., komot occur in Aris-
tophanes (Eecl. 938—75) and Plautus (Cure. 1-157), and Menander
constantly varies and inverts the idea (the end of Dysk., the openings
of Mis. and Ter. Eun.). A solo ‘performance’ such as Idyll g brings us
rather closer, however, to mimic performances of the kind described
by Athenaeus: ‘The player called a magode (uayw136s) carries tam-
bourines and cymbals, and all his clothes are women’s garments. He
makes rude gestures (oxwigeTta), and all his actions lack decency, as
he plays the part of adulterous women or bawds {aoTpoTous), or &
man drunk and going on a revel to his mistress. Aristoxenus [fr. 110 W?)
says that hilaredia is serious and derives from tragedy {mapd Tiv
Tpaywiblov givat), whereas magodia derives from comedy (Trapd THv
kopanSiav). For often magodes took comic scenarios (mobéoets) and
acted them in their own style and manner’ (Ath. 14 621c~d). As early
as the fifth century we hear of Gnesippos & maryviaypdgos who
wrote ‘night-time songs with which adulterers could call out
women’, presumably like the songs of Ar. FEecl. 938-75, cf. Ath. 14
638d, Eupolis fr. 148 K~A, Plut. Mor. 712¢. A second-century papy-
rus preserves the so-called Fragmentum Grenfellianum (CA pp. 177—9, cf.
Hunter (1996a) 7-10), a paraklausithyron of a locked-out woman; for
mimic komoi cf. also Mim. Adesp. 2~3 Cunningham. Idyll 3 offers a
sophisticated hexameter version of this semi-dramatic form, which
was always ‘parasitic’ upon high poetry. ‘Parody’ is thus an inad-
equate description of the style and function of Idyll 5. It is true that
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the transference to the countryside of an essentially urban form (the
komos) lays bare the conventional absurdities and absurd conventions
of that form, but the poem reproduces a mode zalready based on a
displacement from ‘serious’ styles.

Idyll g is highly ‘dramatic’, not only in its pathos, but also in the
structure which allows the speaker to pause (Pand gesture), or utter
asides, after each small song-section. Refocusing of scene after 5
would also have clear links with a quasi-dramatic tradition, cf. the
change of scene after 27.48. Moreover, the change of tone after 5,
from the practical and ordinary concerns of a goatherd to a senti-
mental and self-pitying serenade, emphasises the goatherd’s quasi-
dramatic ‘réle-playing’. We are, at one level, offered an infatuated
and deluded goatherd, who is entirely free of self-knowledge, but
does, after his own fashion, what he thinks ‘lovers’ do: so deluded is
he that, whereas the exclusus amator is normally forced to his despair-
ing position by the rejection of the one he loves, here the rejection
(6~4n.) and perhaps even the beloved herself (8—gn.), are part of his
fantasy. He could just walk into the cave and find ...? On the other
hand, as the knowing ‘generic’ announcement of xwp&odw makes
clear, we are also offered, and always remain conscious of, a ‘per-
formance’ (by a master mime-actor?) of ‘the goatherd as komast’ (cf.
Herodas 2, ‘the pimp as forensic orator’); we laugh collusively, not so
much at the foolishness of the goatherd, but at the brilliance of the
script. The audience, whether we ourselves or ‘Amaryllis’, are to be
won over not by the individual arguments, but by the virtuosity of
the whole.

Structurally, there is a clear ‘stanzaic’ pattern (cf. Wilamowitz
(1906) 144): 1—5; 611 (3 couplets); 12—23 (4 triplets); 24; 25-36 (5
triplets); 87-9; 40~51 (4 triplets); 52—4. The ‘narrative’ of the song
follows this division, but does not do so exactly, and this too is in
keeping with Theocritean practice elsewhere. After 5 the goatherd
turns to address Amaryllis, and there may be a refocusing of the set-
ting (1~5n.); between 6 and 23 we may imagine a pause after each
unit while the goatherd waits in vain for Amaryllis to respond. Line
24 marks his recognition that he is not getting anywhere; as a result
of this, he decides (25—7n.) to cure himself or die, though he hopes
that this too will draw Amaryllis out. In 28-33 he lists the earlier
indications that should have warned him that his suit was helpless,
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but these verses too are gambits to Jure Amaryllis out. In 34~6 he
tries again (‘a last throw of the dice’), with another bribe and the
weapon of jealousy. He is rewarded with a favourable omen (37-9)
which leads to the mythological song of 40-51, a ‘performance’
within a performance. When this too achieves nothing he returns to
the ‘moral blackmail’ of death (52~5). Clear parallelism between 27
and 54 divides the poem also into two halves, thus accentuating the
marked structuring characteristic of ‘folksong’. For other proposed
structures cf. Ott (196g) 183—4.

Title. MSS and 2 label the poem with some part or combination of
Auapuiris §| Alrwdros [or Almrorixdv] f) kwpaotns, cf. 1; the simple
Képos is much less well attested.

Modern discussions, Damon (1995) 104~12; Gutzwiller (1991) 115-23;
Isenberg-Konstan (1984); Lawall (1967) 34—41; Ott {1969) 174—89;
Segal (1981) 193-8; Stanzel (1995) 1317, 191—206.

-5 xwpdedw most naturally suggests that the komos is already
under way, as in the standard scenario of komastic epigrams, and cf.
an early fifth-century red-figure cup on which a man holding a lyre
is singing elut kwW&{wy U’ ab{rol (F. Lissarrague, Un flot d’images.
Une esthétique du banquet Grec (Paris 1987) 127-8). Lines 1—5 are thus an
‘entrance monologue’ in which 1~-2 are addressed, as in comedy,
to ‘the audience’, and 3—5 to Tityros who is ‘offstage’, cf. Hunter
(1993b) 41. Hermogenes (second century ap) cites 1—2a as an exam-
ple of ‘naive simplicity’ (&¢éhei) because the goatherd explains
what he is doing when no one has asked him {p. g22 Rabe), but the
phenomenon is regular in comedy. It makes little difference whether
we imagine these verses spoken on the way to the cave or after it has
already been reached. Such scenic vagueness must have been normal
in mime-performances.

1—2 > Fcl. 5.12. The frame, ‘komos ... goats’, and the clear indica-~
tion that it is day-time (4), although the komos is usually a nocturnal
activity, establish the paradoxical narrative. The use of the definite
article with proper names is a feature of less formal speech, and is
accordingly much more common in the ‘Doric¢’ than in the ‘epic’
Idylls, cf. Leutner (1907) 38—45; here the speaker’s narrow horizons
are established (‘my Amaryllis’, ‘my Tityros’, cf. K~G 1 598). In 1 the
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central caesura falls between the article and its noun, cf. 2.8, 97
(Simaitha), 10.29 (rustic song), 21.47; although the effect is somewhat
weakened by the fact that ‘the article is preceded by a preposition to
which it can become enclitic’ (Bulloch on Call. 4. 5.108), this metrical
‘roughness’ may be an opening marker of the character of the
speaker. ApapuAAida: the name is found once in imperial
Athens (LGPN 11 s.v.), but is otherwise restricted to pastoral litera-
ture; it is the name of Philetas’ beloved in Daphnis & Chloe (2.5.3).
&uapuoasy ‘to glitter’, ‘to sparkle’, ‘to flash’ is frequently connected
with female beauty (Sappho fr. 16.18 Voigt, Campbell on 4rg. 3.288),
and the Hesiodic formula Xapitwv duapiyuat’ éxovaa (frr. 70.38,
196.6 M~W) gives special point to Xapieso’ Aucapurii in 6 (cf. 4.38).
There is probably a particular reference to the brightness of the eyes
from which desire radiates, cf. Asclepiades, Anth. Pal. 5.153.4 (= HE
823) YAuxepoU PAéuuarros &oteporrai, Arg. 3.288, 1018; the associa-
tion of the name with fire gives point to &méopns, lit. ‘you were
extinguished’, in 4.39. Virgil perhaps chose “Tityrus’ and ‘Amaryllis’
for his programmatic First Eclogue under the influence of biograph-
ical scholarship on T. Tityrus was early identified with Virgil (cf. Eel.
6.4), just as the komast of Idyll § was later identified as T. because
awds in 8 points to the Zipyidas of Idyll 7 (so Munatius of Tralles
(second century ap), cited in the Hypothesis, cf. Wendel (1920) 74-7).
Cf. further Bowie (1985) 8o-1. Titvgog ... &iadverz for
“Tityros’ and Sicily cf. above, p. 10. Among later explanations are
that Titupos means x&Aauos ‘reed’, ‘pipe’, and that it is a dialect
term either for a satyr (or silenos), cf. Aelian, VH 3.40, or for a he-
goat. The first would suit 7.72 (a singing Tityros, ¢f. n. ad loc.) and
Eclogue 1 {Tityre ... auena frame the opening couplet), but the goat-
herd of Idyll g certainly has satyr-like features (8~gn.), and so may
his friend. Tityros may, however, be the leading he-goat who has
been left in charge of the flock; to address a goat as ‘my wonderfully
dear friend’ would be naively ‘sweet’ in the manner approved by
later rhetoricians (cf. Hermogenes p. 335.8—23 Rabe; Aulus Gellius,
NA g.9.7—11, discussing Virgil’s translation of 3-5 at Eel. ¢.23-5),
and has an obvious model in the Homeric Cyclops® address to his
favourite ram (0d. 9.447-60 xpi¢ TEwov kTA.). EAavvew normally
means ‘drive [from one site of pasture to another]’, whereas here it
seems to mean simply ‘graze’; this may lend colour to the suggestion
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{(Hunter (1983b) 127 n. 12, H. White, MPEL 7 (1986) 147-9) that there
is here a double entendre, as #halvetv is a not uncommon vulgarism
with sexual sense {cf Eng. ‘bang’, ‘screw’). The he-goat will seize
whatever opportunities are offered by the absence of the goatherd,
one of whose jobs was to prevent unwanted mating (cf. 5.147-50);
KopUTrTav (5) is the uox propria for fighting between rival he-goats ox
rams (cf. £ 5, 5.147, Lyc. Alex. 558), though it could doubtless also
have a wider application. Such an earthy opening would stand in
obvious counterpoint to the pathetic emotion and frustrated desire
of the rest of the poem (cf. 1.86—gIn.); animals do not suffer in this
way. If, on the other hand, Tityros is a human figure, the double
entendre persists and the picture is an even earthier one {for bestial
relations c¢f. 4.58-63n.); Tityros, unlike his friend, knows the cure for
sexual longing. avrag: cf. 1.83n.

3~-5 > Ecl. 3.96, g.23~5, cf. Aulus Gellius, M4 9.9.7~11.

3 16 naAdv wedAnpéve ‘my wonderfully dear friend’, cf. 18, 1.41,
7.98, Call. Epigr. 52.1 (= HE 1067) tov 10 aAov peAavelvta G-
Kprtov, Asclepiades, Anth. Pal. 12.1085.3 (= HE 910) &hAwTa prAnBsis,
Headlam on Herodas 1.54. Gellius describes this phrase as dulcissi-
mum . .. uerba hercle non translaticia, sed cuiusdam nativae dulcedinis. Virgil
reproduces the captatio beneuolentiae of the address by having his goat-
hexrd note that he will not be gone for long, Tityre, dum redes, breuts est
uia (Ecl. 9.23).

4 évépyav: both ‘sexually mature’ and ‘uncastrated’. There is
nothing vulgar in this rare word (cf. Il 23.147, Ar. Birds 569}, but the
context gives it particular point: the goatherd will never get a chance
to show that he too is &vopyms.

5 Tov Atfuxdy xvéxwve ‘the tawny Libyan’ (cf. 7.16). Already in
the Odyssey Libya is the true home of nomadic pastoralism (4.85,
with West’s note), cf. Virg. Georg. 3.339—47.

67 These lines imply that the goatherd has previously enjoyed
some success with his courting, but doubts persist, as they do about
Amaryllis herself (8—gn.). xapicoe’s cf. 13./m. To the komast
of Ar. Ecol. his girl is Xapiteov 8péupa (line g73). Tolte wat’
&vtpov ‘out from {the mouth of] this cave’. This use of kat&, where
&k (cf. 8.72) or 31& is expected, lacks exact parallels, but the preposi-
tion can mean ‘through [gates etc.}’, cf. Il. 12.469, Thucyd. 4.67.3.
At 7.149 the phrase means ‘in the cave’. xoAelg, TV EpwTidoy
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‘invite me, your beloved, in’, rather than ‘call me your beloved’; for
the verb cf. 7.104n. épeotéAos occurs first here, and is presumably a
hypocoristic term of affection which the goatherd fondly hopes that
Amaryllis may apply to him; of. Tdv kudvoppuv EpwTida at 4.59
(where see n.).

8~9 > Ecl. 2.7 mori me denique cogis? (v.. coges). oég ‘snub-
posed’, a characteristic regarded as ugly (so, most famously, Socra-
tes), and ascribed to goats (8.50), satyrs and non-Greeks; cf. the
‘broad nose’ of the lovesick Cyclops, 11.33. Physiognomic writers
make snub noses a sign of randy lustfulness ([Arist.] Physiog. 81ibe,
SPG 1 228.19~29, 376.5, A. S. F. Gow, FHS 71 (1951) 82. Eyyibev
‘on close inspection’, with the (hopeful) implication, ‘I am not obuvi-
ously ugly ... vopda: to the goatherd Amaryllis is his (future)
‘bride’ (cf. 19). vUuda is used in high poetry both of marriageable
girls (/. 9.560, Hes. Theog. 298) and of married women (Stesichorus,
PMGF 209.1), cf. V. Andd, QUCC 52 (1996) 47—79; there is a similarly
pointed ambiguity at [Bion] 2.28. On the other hand, the viupal
which one normally finds in a cave are (despite 8.72—3) indeed
‘nymphs’, and we may guess that the goatherd has fallen in love with
a ‘nymph’ whom he has presumably never seen and whose existence
is, at best, shadowy, cf. DuQuesnay (1979) 44 (‘his goddess, his diuina
puella’), Gutzwiller (1991) 1:8-19, and nn. on 18—20 and 379 below.
Qur uncertainty about Amaryllis’ existence mirrors a central uncer-
tainty in the audience’s perception of any dramatic character who is
not ‘on-stage’. ‘Nymphs’ are also the object of the persistent sexual
advances of satyrs, and this fits well with other indications about the
goatherd. npoyévetog ‘with a full [untrimmed] beard’, a promi-
nent characteristic of satyrs, cf. Lissarrague (1990). So too, the
Cyclops of 6.36 is naively proud of his beard, though this is not a
view which Galateia might share; cf. Virg. Ecl. 8.34 hirsutumque super-
cilium promissaque barba. anayEacbau: the speaker’s frustration is
perhaps marked by the absence, for the first time in the poem, of
‘bucolic diaeresis’. This childishly petulant threat is actually carried
out by the komast of Idyll 23, and cf. Ovid, Met. 14.7:6-38 (Iphis).

10-11 > Ecl. g.70-1, cf. 2.51—2. Apples are a very common love-
token in ancient poetry, cf. 6.7, 11.10, A. R. Littlewood, HSCP 72
(1967) 147-81, and 40-2n. below; for apples as komastic gifts cf.
2.120, Propertius 1.3.24. The naive goatherd does not, however,
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understand symbolism, and so he brings Amaryllis many apples (and
promises more tomorrow), as though their value was purely func-
tional; cf. the Cyclops® ‘practical’ objections to the effusions of love-
poetry at 11.58-9. Moreover, he casts himself as Herakles, bringing
back from North Africa the golden apples of the Hesperides at the
behest of Eurystheus (Bond on Tur. HF 394~9), cf. 29.37-8, ‘for you
I would fetch the golden apples and Kerberos, watchdog of the
dead’, Prop. 2.28.7~8, 2.24.34; that the golden apples had been a
wedding gift to Hera from Earth (Pherecydes, FGrHist § ¥16) is
appropriate in this address to his ‘bride’. Amaryllis mapy have given
him this instruction, but surely only as a tease (‘Of course I'll kiss
you if ..."}; for such tasks imposed by the beloved cf. the story of
Leukokomas and Euxynthetos at Strabo 1o.4.12 (= Thphr. fr. 560
Fortenbaugh). For Amaryllis to accept the apples would have sig-
nalled submission, cf. dnth. Pal. 5.79 (= ‘Plato’, Epigr. 1v Page) 1éd
unAwt BaAAew o oU 8 &l uév ékoloa grAsis ue, | s§antvy, Ths ofis
Tapbeving peTdBos KTA, wvdbe ‘from that place’ = &xeibev (cf.
Ar. Ach. 754); the variant Tovéd 8¢ is not impossible (cf. 25), but the
asyndeton (like the repetition xafefdov ... kaBeelv) suits the simple
speaker.

12—-14 What should Amaryllis look at? Perhaps we are to re-
call that satyrs were in an ‘almost permanent state of erection’
(Lissarrague (1990) 55), and there would thus indeed be a visible sign
of the goatherd’s distress; this would prepare for the imagery of the
sexual penetration of the female in lines 13—14. Others take 8&ca
with &yos, which is improbable, or with the apples of 1011, but this
seems unlikely in this system of self-contained ‘stanzas’ (though cf.
40—-2n.). Bupadyss fulv &yos can hardly be a vocative addressed to
Amaryllis.

The goatherd’s wish for metamorphosis is of a familiar kind in the
erotic poetry of many cultures (cf. PMG goo—1, Anth. Pal. 5.83—4,
Nonnus 15.258-66, Ovid, 4m. 2.15, M. L. West, HSCP 73 (1969) 132,
Petropoulos (1994) 35~6), and may have been a komastic fopos, cf.
11.54~5. He could just walk through ‘ivy and fern’, but he has got to
play out the réle he has designed for himself. The bee ~ the definite
article shows that he sees a bee enter the cave — is a familiar element
of a locus amoenus, cf. 7.142, Od. 13.106, but here there is a special

point. Bees were free of sexual longing and therefore had no need to
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play at being exclusae; whether or not bees copulated was a famous
problem of ancient zoology (cf. Arist. GA § 75928-60bgg, Virg.
Georg. 4.197~9). Z raises the possibility that he wishes to be a bee in
order to sting Amaryllis; however unlikely this seems, the bee image
does take its starting-point from his uuadyis &yos, for the compar-
ison of the pain of love to a bee-sting is (at least in later poetry)
common, cf. Idyll 19, Meleager, dAnth. Pal. 5.165 (= HE 4248-53). 2
also recalls a story in which a bee acted as a go-between for Rhoikos
of Knidos in his relations with a nymph, but there seems to be no
necessary reference to that story here.

12 &piv: dudv with metrical lengthening is not impossible, particu-
larly in this emotional outburst.

14 & v muxdader ‘which conceals you’. Alternatives include & TU
Trukd&odnt, ‘by which you are concealed’ and &1 Tv Twuk&oSes, by
which you conceal yourself” (cf. Il 17.551, Wilamowitz (1g06) 81 n. 1).

15-17 > Ecl. 8.43—5. This is the only ‘stanza’ between 6 and 39
without an explicit reference to Amaryllis; we are perhaps to con-
ceive of it as an ‘aside’ spoken to himself or ‘the audience’. Lucretius
3.294—8 associates the rage of angry lions with their ‘hot bodies’, but
the curious sequence of thought in these verses is plain evidence of
the goatherd’s suffering.

15 éyvov: the aorist can mean simply ‘know’ (cf. 2.5, Meleager,
Anth. Pal. 5.184.1—2 (= HE 4370-1) etc.), but the goatherd’s realisa-
tion has been a slow one, hence viv. Cf. Ovid, Met. 13.762 (the
Cyclops) quid sit amor sensit. Bapbg ‘hard’, ‘grievous’, cf. 1.100
KUmpr Papeia, 2.3 (of the beloved), Eubulus fr. g40.5~7 K~A, Lat.
durus. ) po Aexivag wtA.: one of many extant reworkings of Ji.
16.33—5 (Patroclus to Achilles), ‘Pitiless one, horseman Peleus was
not your father nor Thetis your mother; the grey sea and the high
cliffs bore you, so unbending is your mind’; cf. Theognis 1231, Pease
on Virg. Aen. 4.365—7. Eros’ parentage was a notorious problem
(13.1—2n.), but the lioness is chosen as a creature lacking all human
sympathy, whose savagery passed to its cubs through its milk, cf.
23.19 (a cruel eromenos), Catullus 60, 64.154, Ovid, Met. 9.615 (Byblis
about Caunus) nec lac bibit ille leaenae.

16 Spupdu: Bpupol are dense ‘thickets’ or ‘undergrowth’, often
with thorns (cf. 13.64—7); for the association with lions cf. 1.72,
25.134~5. The point is that the erastes must endure a painful exis-
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tence in a harsh environment. érpade: probably imperfect, cf.
80 Aale, 11.40-1n.

17 xotacpbywv: cf. 8.90, 47g. 3.446 (Medea) xfip &ya opiyovox,
762—3 (the pain of love attacks Medea) opiyouoa Si& xpods dupi 1’
&pouds | Tvas kad kepadfls Umd velarov iviov &ypts, Pease on Virg,
Aen. 4.2. For the bones as the site of this attack cf. 7.102, go.21
etc. idnrer: although the verb means ‘hurt’, ‘torture’ (cf. L8] s.v.
4), the phrasing also evokes 1&mrreiv = ‘shoot [arrows ete.]” (LS] s.v.
B). The pains of love are figured as the arrows of the Erotes in the
very similar drg. 3.761—5 (previous note), and cf. Propertius 2.34.60
quem tetigit iactu certus ad ossa deus.

18 16 xaAdv mobopeboa ‘{maiden] whose glance is beauty’, cf.
3n., 13.45n.; the phrase suggests the etymology of Amaryllis’ name
(1—2n.). The participle is formed as though from -dpéw rather than

-6pdw; for this Doric feature cf. 4.53, 5.85, 6.31, 7.55,.11.69, K~B 1 .

124, Buck (1955) 125. Aifog: appropriate both to Amaryllis’ exis-
tence in a cave and to her ‘stony” heart, cf. §7~gn., 23.20 Adive wad,
1l. 16.33—~5 {quoted above). Gutzwiller (19g1) 120 notes that as d¢pUs
can mean both ‘eyebrow’ and ‘mountain-ridge’, xudvogpy continues
the conceit: has the goatherd fallen in love with a stone statue of a
nymph? The phrase sits somewhat oddly between two complimentary
addresses, and Z record the variant Aitros; Arrapds ‘sleek’, ‘shining’
is used as a compliment for women (Bacchyl. 5.169, 7.1), as well as
men, whose use of oil in the gymnasium gave the adjective particu-
lar point (cf. 2.78-80, 102). ‘All unguent’ would be a ‘naive’ way of
conveying the compliment. xvdvodpu: cf 4.59; in the IHad both
Zeus and Hera have ‘dark brows’ (1.528, 15.102, 17.209), and Ibycus
gives Eros himself xudveor PAédpapor (PMG 287.1~2). Here too
Amaryllis is distanced into poetry and myth.

19 wpbéomTuEal: a poetic word, in keeping with the goatherd’s
stylistic ambitions; Tpdo-, rather than 1ét-, is perhaps determined
by euphony, cf. Hunter (19962) 42. ‘Embrace me, your goatherd, so
that I may kiss you’ is deliberately naive; the definite article conveys
more than a touch of pride (cf. 5.90 kApE ... TOV wowpéve, In.,
Leutner (1907) 59~60), though kissing goatherds had its down side
(cf. Longus, D&C 1.16.2 on the smell).

20 €0t xal xTA.t 20 is identical to line 4 of the spurious Idyll 27,
where it is perhaps to be understood as a ‘quotation’ of T. ‘Empty’
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kisses are usually understood as ‘not progressing to sexual inter-
course’ (Dover), but at 27.3—4 ‘insignificant’, ‘carrying no serious
implications’ seems the more likely sense; thus the goatherd is offer-
ing Amaryllis the ‘sweet delight’ of kisses which need not signify any
emotional attachment on her part (cf. 12.32~7). She is unlikely to fali
for that one. &déaz cf. 1.65n.

21~3 Garlands were standard wear for both komasts and bride-
grooms (cf. Blech (1982) 63~81), but here perhaps we have a special
garland which the goatherd has made and ‘is keeping’ for Amaryllis
as a ‘wedding gift’ (cf. Chariton 3.2.16, Lucian, Hdt. 5). If so, the
fowers will be very faded by the time Amaryllis sees them. For
pUAGoow ‘save’ cf. g4; at 7.64 orépavov mepl KpaTi $UAdoOwWY,
‘around my head’ makes all the difference. The komast often aban-
doned his garlands at the door of the beloved (¢f. 2.153, Asclepiades,
Anth. Pal. 5.145 (= HE 860-5) etc.), but this goatherd threatens not
even to do that.

21 Tov orédavov xtA. ‘You will make me shred flit. ‘pluck’] the
garland into little pieces [cf. Od. 12.174 TuTB& S1orun€as] this very
moment.” KxTauTiKa is not otherwise attested, but cf. KaTauTéO; it
may be a very prosaic touch in the goatherd’s threat. Z, however,
explains the syntax as karatiAal TéV ovépavov alTika &s Asmd,
i.e. with ‘anastrophic tmesis’ of xat&, cf. 8.74, Biihler (:g60) 221~8.

22 ®iegoio: in view of her surroundings (14) one might suppose
that ivy was not something for which Amaryllis had great need or
which she would value very highly. The Dionysiac associations of ivy
(cf. 26.4, Lembach (1970} 120}, however, make it an appropriate
offering for the satyr-like goatherd.

23 &pmAéEag: &varmrdéketv more usually governs the part of the
body which is garlanded rather than the wreath to which subsidiary
decorations are added, for which the regular verb is cupmAé-
KEtv, xaAdxeact: probably ‘{rose] buds’, as the marginal £ in TP
explains, cf. 11.10 (roses as a love-gift), Strato, Anth. Pal. 12.8.5,
12.204.3- ebédprotct cerivorgt Theophrastus ascribes the pleas-
ant smell of ‘wild celery’ to the sap (HP 1.12.2). Being moAUyvapr-
Tov (7.68), it was very suitable for garlands, ¢f. PMG 410, Hor. C.
1.36.16 (with Nisbet~Hubbard ad loc.), 2.7.23—4, 4.11.3, A. C.
Andrews, CP 44 (1949) 91—9.

24 A despairing ‘aside’, cf. above, p. 109; Hermann’s Urraxous
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may be right (cf. 37-0), but is not necessary (cf. 52—4). In the first
half of the verse the goatherd strikes a Homeric pose of despair (Od.
5.465, 1. 11.404). &ydv: literary Doric seems to use both &y and
gywv before consonants; MSS will count for little in such a matter,
but here it is tempting to see a ‘Doricisation’ of a Homeric sequence.
8Yoooog ‘wretched’, possibly a Doric colloquialism with a similar
semantic range to kakodaiuwy, cf. 4.45, RIGI 8 (1924) 266 (a Sicilian
curse tablet); elooos occurs at 24.8, and the noun at Soph. OC 390,
fr. 122 Radt and probably Alcaeus fr. 2862 6 Voigt.

2547 > Ecl. 8.59-60. To throw oneself over a cliff was a typical
lover’s death; Hermesianax had told how Menalkas (above, p. 66)
threw himself to his death in despair over one Euhippe (fr. g Powell);
the goatherd’s threat may, therefore, evoke the experience of one of
his models, cf. 5.15~16. Nevertheless, the most famous such leap was
Sappho’s supposed leap off a cliff on the island of Leukas in her
‘crazed desire’ (Menander fr. 258 K~T) for Phaon, cf. the Ovidian
Epistula Sapphus, RE xix 1790-5, G. Nagy, HSCP 77 (1973) 137-77;
subsequently, it was believed that those who repeated Sappho’s leap
and survived would be cured of their passion, cf. Strabo 10.2.9,
Photius, Bibl. 153a~b (= 3.70—2 Henry). Amaryilis’ lack of response
thus leads the goatherd to the final alternative ~ death or a cure. pg
may therefore be retained in 27, despite the obvious attractions of
Graefe’s 81, because Amaryllis will be happy if he is cured of his
love and pesters her no more. Damon (1995) 108 suggests a break
after 25 to allow a response, before he defines the rock from which
he will leap; the text does not require such an articulation, but
‘scripts’ always allow more than one performance.

25 tav Paitav &rodig: the act itself is not naive, because (if uf is
retained) this is not a simple attempt at suicide; what is &ehés, like
the opening verses, is saying what does not need saying.

26 80vvwae: cf. Ar. Knights 313, Oppian, Hal. 3.631—40 ‘Abundant

and wondrous is the spoil for fishermen when the host of tunnies set-

forth in the spring ... first a skilful tunny-watcher (BuvvookédTos)

ascends a steep high hill, who remarks the various shoals, their kind,

and size, and informs his comrades’ (trans. Mair). The place, some-
times specially constructed, from which the look-out was kept was a
fuvvookoTeiov or okomid/okowd. Tunnies are particularly asso-
ciated with the seas around Sicily (Mair on line 627), and this may
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suggest a setting for Idyil 3. "OAanig ‘Oil-flask’, Ajrudos, cf.
2.156, 18.45, Pfeiffer on Call. fr. 534; the word is also used of a ladle
or jug for pouring wine (Sappho fr. 141.3 Voigt, Ion 77GF 19 F10).
The name perhaps suggests the fisherman’s physical shape, but £
make other suggestions based on ‘fish” words (Aetris, EAAoy); SAris is
an anagram of Aotris ‘fish-scale’. Sophron wrote a mime (about
which nothing is known) called ©uvvo#pas, and the name might
derive from that. Amaryllis is presumably expected to know that
Olpis’ cliff is the highest in the locality: the verses again show the
narrowness of the goatherd’s horizons.

27 xal na pi) ‘webave xtA. ‘Even if I do not kill myself, your
pleasure will certainly be done.” 76 Tedv 48U is ‘your pleasure’, cf.
Eur. Hee. 120 16 0dv &yabby, although ¥ interpret ‘it will be pleas-
ant as far as you are concerned’ (cf. Pl. Prt. 338cs, Pind. Pyih.
11.41). ye pév ‘certainly’, f. Denniston 348. ye pév (Denniston)
would mean ‘nevertheless’.

2830 ‘I realised recently when I was giving thought {and won-
dering] whether you loved me, and not even did the smack make the
love-in-absence cling, but it withered on my smooth forearm.” Text
and interpretation are again uncertain. ‘Clearly this was a kind of
“she loves me, she loves me not” divination in which a man smacked
a petal or leaf on to the hairless underside of his arm and got his
answer from whether it remained stuck to him when the arm was
held normally ... or curled and fell off. It was later believed (by Z,
among others) that the sound made by the smack was crucial’
{Dover, cf. G. Kaibel, Hermes 36 (1901) 606~7). Pollux g.127 offers a
different explanation involving the fingers of the left hand and the
hollow palm of the right. For modern parallels ¢f. Petropoulou
(1959} 67-70.

28 &yvwv mpfv stands in naive counterpoint to viv &yvewv (15).

29 tnAédidov: the ‘love-in-absence’ is, according to Z, a poppy
leaf; poppy petals could be called mAaraydwia, cf. 11.57, Lembach
(1970) 163~4.

30 albrtwg ‘to no purpose’, ‘without accomplishing the desired
result’. amaAdie ... wéyeis the transmitted genitive could per-
haps imply ‘it withered [and fell off from}’, with woTi chosen for
variation before é6suapvln); the dative is, however, much easier.

31 & ypaias cf. 6.40 (where the interpolation of line 41 (= 10.16)
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supports Heinsius’ emendation here). The transmitted ‘Aypoiw,
‘Lady of the fields’, makes g2 very difficult, but the text must be
regarded as uncertain; & poicd would suggest ypads, and for the
resulting word order cf. Il nir Tov Xpuonv ... &pntiipa.
xooxLvopavtig: ‘sieve-diviners’ perhaps worked by sieving beans (vel
stm.} and ‘reading’ the subsequent pattern, though other methods are
also recorded in more recent times, cf. RE xx 1481-3, Petropoulou
(1959) 725, W. G. Arnott, Mnem. 31 (1978) 27-32. They were prob-
ably a familiar feature of the ancient countryside. Magic plays a very
prominent role in Roman love poetry (A. Tupet, La Magie dans la
poésie latine (Paris 1976)), and 28~32 are a lowlife anticipation of that.
There is an obvious irony here: no special ‘gifts’ would be required
to ascertain the goatherd’s condition and Amaryllis® lack of interest.

32 moloAoyeloa ‘cutting grass’ or, more likely, ‘gathering magical
herbs’, which perhaps played some réle in the sieve-divining (cf.
Nicander, Ther. 497, L8] s.wv. wéa 1 2); Z understands ‘making
sheaves’ {(cf. Idyll ro0), but there is no evidence that the verb could
mean that. MapgotBareg does not occur elsewhere, but the mas-
culine form is very common (LGPN'1s.v.). As an adjective the mean-
ing would be ‘as she walked beside me’.

33 tiv dhog Eyxetpor ‘I am completely devoted to you’, cf. Par-
thenius, Erot. 23.1 m&oa Bt fvékelto Axkpot&rtew:, Herodas 5.3;
Tpooketpal is more common in this sense (LS} s.v. 1 2), but one can
gykeioBat wobw1 (Archil. fr. 193.1 West), just as desire can &ykeicton
mortals (Ar. Eecl 956). Much the same meaning is differently
expressed at 2.96 T&oav Exel pe TdAaivay & Mivdios.

34~6 > Ecl 2.40—4.

34 Aeuxayv Siduparonov aiya: cf. 1.25. This is a rustic version of
the small animals (hares, cacks etc.) which are the standard love-gifts
of erotic literature and art, cf. Dover (1978) 92. White was presam-
ably a prized colour in a goat, and there is particular point in that it
is going to be given to a ‘dark’ girl; that it has borne twins suggests
that it will yield a rich supply of milk.

35 &pBaxic ‘serving-girl’, ‘hired labourer’; ¥ also notes the possi-
bility of "EpiBaxis, i.e. ‘Erithakis, servant [rather than ‘daughter’] of
Mermnon’, c¢f. 10.15 & TToAuPorTa. peravéypws: the goatherd
tries to provoke Amaryllis by the mention of an iaferior rival; what-

ever her exact status (8~gn.), the cave-dwelling Amaryllis is likely, in

COMMENTARY: 3.36-39 121

the goatherd’s imagination, to have desirable white skin. péAas can
simply mean ‘with a dark complexion’ (as judged by a Greek),
‘swarthy’, cf. Pl. Rep. 5 474¢€1; on the other hand, Greeks judged all
members of some races (Egyptians, Ethiopians) to be ‘dark’. Within
Egypt neAdyypws was one of a graded series of skin-colour terms
used in official documents, cf. Preisigke s.v., Cameron (1995) 233~5.
There is not enough evidence to decide the ethnic identity of this
‘serving girl’, nor whether she affords any clue to the setting of the
poem. Cf. further 10.26-8.

36 &v8iabpimty ‘play the tease with me’, cf. 6.15 (Galateia and
Polyphemos). The goatherd accuses Amaryllis of ‘playing hard to
get’.

37—9 An aside, prompted by an omen, breaks off the series of
pleas to Amaryllis and introduces the mythological catalogue of 40~
51. The twitching of the right eye (always a good omen) is an exam-
ple of the involuntary physical movements around which a whole
para-science (TaAudv pavrikd) developed in later antiquity, cf.
PRyl. 1 28, Plaut. Pseud. 107, Suda T 113, 2110, S. G. Oliphant, 47P g1
(1910) 203~8. &GAAecBa ‘to quiver’ is the standard term in discussions
of such movements. The goatherd’s superstition will belong, how-
ever, to a simpler age before systematisation.

37 idned: this future is not otherwise attested. If the form was
noticeably prosaic or colloquial, it may be significant that it oceurs
in a ‘spoken’ aside.

38 dieedpous 623 and 25-36 have been ‘songs’, but now that he
has fond hopes of success, he will raise the stylistic register and pro-
duce a more elaborate performance. awoxAvleig: poetic for
-kM8eis. The goatherd now adopts the sitting posture of the bucolic~
erotic poet, ¢f. 1.12, 21, 6.4, 7.89, Virg. Ecl. 1.1, 3.55, 8.16 incumbens
tereti Damon sic coepit oliuae (with Clausen’s note); this gives particular
point to wsowv in 53. In Aristainetos’ account, based upon Calli-
machus, Akontios laments his love for Kydippe ‘sitting beneath oaks
or elms’ (1.10.57 Mazal). Cf. further 40—51n. This self-conscious pose
may suggest that the pine-tree (infer al.) was already associated with
the production of poetry (cf. 1.1); the Theocritean goatherd strikes a
pose constructed from T.’s own poems. These considerations make
the interpretation ‘stepping to one side’ less likely.

39 wotidor ‘give me a look’, not just ‘catch sight of me’. For hia-
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tus at the central caesura cf. 11.45-8n. a8apavriva: ‘adamant’
was (in the poeetic imagination) a wondrously hard metal typically
associated with gods, cf. West on Hes. Theog. 161, H. Troxler, Sprache
und Wortschatz Hesiods (Zurich 1964) 19—21. For the present conceit
cf. 13.5~6n., Pind. fr. 123.4 (imperviousness to desire), Ovid, EP
4.12.31~2 quae nisi te moueant, duro iibi pectora ferro | esse uel inuicto clausa
adamante putem, Prop. 1.16.29—32 (in a paraklausithyron), McKeown on
Ovid, dm. 1.11.9-10. €orive most MSS offer &vri (cf. 137, 5.21),
which is first attested as a singular in third-century inscriptions and
Helienistic Doric literary texts; it has some claims to be retained in
the text of T., cf. Gallavotti 42, Molinos Tejada 320~1, W. Bliimel
and R. Merkelbach, ZPE 112 (1996) 151~2. The reading of the papy-~
rus here is uncertain: Parsons notes ‘the trace suggests eooq(y; the
suprascript correction might be ~T[1 or ~t[ar’.

40-51 The goatherd’s new song is formally distinguished from
what has gone before both by its stylistic pretension (epicisms,
Homeric phrases etc.) and mythological subject matter, and also —
until the end - the absence of explicit reference to Amaryllis and the
singer’s own position; except for the suggestion in X& (43n.), the
parallels between the mythological exempla and the framing narra-
tive are, however clear, merely implicit, and the question of 47-8 is
not explicitly addressed to Amaryllis. The goatherd thus offers a for-
mal poetic composition, rather than the ‘extemporised’ ad feminam
verses which bave preceded. The world of the countryside, peopled
by such as Olpis and Mermnon, gives way to the world and exotic
names of myth. Four of the five myths (at least) appear to have links
with the poetry of Hesiod, and the song apes in form the ‘catalogue’
poems, inspired by Hesiod’s Catalogue of women, which were popular
in the Hellenistic period. Of particular importance is a long tradi-
tion of elegiac poems, in which poets consoled themselves for the
loss of, or lack of requital from, beloved women: Mimnermus® Nanno,
Antimachus’ Lyde, Hermesianax’s Leontion and the Bittis of Philitas
perhaps all fell into this category, <f. Knox (1993) 66—7, Cameron
{1995) 3806, V. J. Matthews, Antimachus of Colophon (Leiden 1996)
26—39. The long fragment of Hermesianax’s poem (fr. 7 Powell)
shares both the Hesiodic inspiration and the short units of the goat-
herd’s song, even if the structure of the latter is exaggeratedly regu-
lar, in keeping with the character of the singer (cf. above, p. 109).
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Philitas may have been an important model: Longus’ Philetas loved
an Amaryllis (2.5.3), and the poet somewhere referred to Atalanta
and Hippomenes (40-2n.). For other bucolic catalogues cf. 20.84-41
(another attempt to persuade a haughty girl), Longus, D&C 4.17.6.

All five myths had, in various versions, endings other than bliss-
fully requited love, and the ironic gap between the singer’s inten-
tions and limited ‘learning’ and our fuller knowledge is clearly im-
portant, cf. Fantuzzi (1995b) 22—7. Others see the apparent optimism
of 40-35, created by the good omen of g7—g, giving way to increasing
despair in 46-51, cf. Lawall (x967) 39—40, R. Whitaker, Myth and per-
sonal experience in Roman love-elegy (Gottingen 1983) 49—52. What is
crucial, however, is that, just as the transference to a (highly artifi-
cial) countryside of the apparently ‘natural” manners of erotic poetry
lays bare those manners for the cultural conventions they are, so the
goatherd’s mythology reveals how the very process of adducing
‘mythological parallels’ depends entirely upon an audience’s willing-
ness to ‘forget’ much of what it knows.

40—2 Atalanta, daughter of Schoineus of Boeotia, lived (like
Amaryllis) in the wild and, again like Amaryllis, spurned men; she
was 1) ¢elyouca y&uov (Theognis 1293), cf. 40 T&v Trapdévov. Her
suitors were compelled to compete with her in a running race, and
those who lost were killed. She was finally ‘caught’ by Hippomenes
of Onchestos (or in other versions Melanion), who dropped golden
apples at strategic points of the race. Hesiod told the story at some
length, and enough survives for us to gain an impression of his tell-
ing {frr. 72—-6 M~W). Hippomenes’ apples were a gift of Aphrodite
from her own garden or from the garland of Dionysos (Call. fr. 412,
of. 2.120) or of the Hesperides (cf. Eel. 6.61), a story already evoked
by the goatherd’s apples (1o—~11n.). At least in later versions, Atalanta
and Hippomenes were metamorphosed into lions as punishment for
making love in a temple. For the myth cf. Frazer on {Apollodorus}
3.9.2, M. Detienne, Dionpsus slain (Baltimore 1979} 2634, P. M. C.
Forbes Irving, Metamorphosis in Greek myths (Oxford 1990) 59~05, A.
Ley, Nikephoros 3 (1990) 31~72; in Ovid’s Met. the story is told as a
warning by Venus to her beloved Adonis (Met. 10.560~707, cf. 46-8).
Z 2.120 reports that Philitas told how Aphrodite gave Hippomenes
‘apples of Dionysos’ and that these ‘stirred Atalanta to love’ {fr. 18
Powell); an allusion to Philitas here would certainly not surprise.
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42 Og 18ev &g iz cf. 2.82, Eel. 8.41. The model is Il 14.293—4
(Hera’s ‘deception of Zeus’) i8¢ 8% vepeAnyepéta Zels. | dos 8 18ev,
dos wv Epeos TUKIVGS dppévas GudexdAuyey; for other reworkings cf.
Call. fr. 260.2, Moschus, Eurepa 74. The second and third s are
probably demonstrative with the emphasis on simultaneity, ‘as she
saw, so ...’, i.e. ‘no sooner did she see than ...’, ¢f. Gow on 2.82,
S. Timpanaro, Contributi di filologia ¢ di storia della lingua latina (Rome
1978) 233-70. In the lliad Hera too comes, like Hippomenes, with a
powerful gift from Aphrodite (the kestos, Il 14.214-17), and we are to
understand that the apples exercise powerful aphrodisiac magic. A
papyrus of Augustan date (P. Berol. inv. 21243) preserves a hexameter
spell to be said over an apple: whichever girl picks up the apple or
eats it, ‘may she set everything else aside and go mad (naivorro, cf.
§udvn) for my love’, cf. R. W. Daniel and F. Maltomini, Supplementum
Magicum 11 (Opladen 1992), no. 72, G. A. Faraone, Phoenix 44 (1990)
250—8. So too in Hesiod, Atalanta is instantly attracted to the apples
(fr. 76.19—19). tc Babby &hat’ EpwTar cf. 25~7, where it is the
goatherd (not Amaryllis) who does the ‘leaping’. ‘Deep’ here is influ-
enced by this earlier passage, but is otherwise very rare as an adjec-
tive of £pws, cf. Nonnus 15.209 (in an episode where T. is an impor-
tant model); it may, however, have had a wider currency: Cat.
68.107—-8, 117 sed tuus altus amor barathro fuit altior illo arc particularly
suggestive. The association between Kypris and the (stormy) sea
helps, cf. 7.52—8¢n., Nisbet—Hubbard on Hor. C. 1.5.16.

- 43~5 The seer Melampous helped his brother Bias by recovering
from Phylake in Thessaly, at the cost of a year’s imprisonment, cat-
tle belonging to the family of Neleus of Pylos which had been taken
there by Phylakos {or his son Iphiklos); this recovery was the price
demanded by Neleus for the hand of his daughter Pero with whom
Bias was in love. Cf. 0d. 11.281—97, 15.230—8, Pherecydes, FGrHist g
F33, = Arg. 1.118~21, The story was told in the Hesiodic Catalogue (fr.
37 M=W), and also in the Melampodia (frr. 270-9 M~W). The ‘rustic’
elements of the story allow the goatherd to exploit it. Lines 43—4 are
a ‘“virtuoso’ variation of Od. 11.288-g2, oU8¢ Tt Nnhels | 161 £5i8oy
85 uh EAikas Boas elpupetdtous | &k QuAdkns EA&osie Bing TToIKA-
neins | dpyaréas s 8’ olos Umboyero pdvTis duvpwy | Egehday,
enhanced by the figura etymologica in &yfhav ... &ye (cf. Et. Mag. 7.42
Gaisford); no wonder the goatherd had a headache after this effort.
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Fantuzzi (1995b) 24 argues that T. here constructs, or extrapolates
from the Homeric passages, a version in which Melampous wanted
Pero for himself, but Bias enjoyed the fruits of his brother’s labours,
cf. Arg 1.118—21, Prop. 2.3.51—4. If this is correct, we (but not the
goatherd) will understand 8¢ in 44 as ‘but’; in any event, it is clear
that any similarities the goatherd has are with Melampous rather
than Bias. :

43 tav dyélav: the article suggests ‘his herd’ (cf. 6.2), thus bring-
ing Melampous closer to the goatherd. X l.e. ‘in addition [to
me, for I too have driven a herd]’. A herd of cattle thus becomes a
wedding-gift for Pero (cf. 27.34), as the goatherd has offered Amar-
yllis a single kid. The disjunction between the mythic and the ‘real’
is not dissimilar to that between Hippomenes’ golden apples and the
goatherd’s ordinary fruit. Alternatively, kai is either postponed and
simply joins the two myths, cf. 8¢ in 46, or means ‘in addition (to
Hippomenes)’ who also used a rustic gift to win a lady. "08pvog:
a mountain range in southern Thessaly, lying in fact to the south of
Phylake, but the goatherd uses a little poetic licence. This does not
merely stress the difficulty of Melampous’ task, but also again brings
him closer to the goatherd, who knows all about herding in the
mountains (cf. 2), as well as to Adonis.

44 dynoivaioiv: a high poeticism, used by Homer only of women
sleeping in the arms of Zeus (JI. 14.213, Od. 11.261).

45 xopieoca: like Amaryllis (6). patne ... nepidppovog
AldeoiBoiag: the periphrasis perhaps holds out to Amaryllis the
prospect of the joys of motherhood, if she yields to the goatherd’s
suit. This child of Bias and Pero appears only here and in the paral-
lel narrative in Pherecydes; her name, ‘she who brings cattle’, is
obviously derived from the story in which she appears, ¢f. W. J.
Verdenius, Hermeneus 29 (1957) 4—7, Edwards on Il 18.593. wepidpeov,
which is very common in 0d., particularly of Penelope, wittily points
to her obscurity: there is nothing to say about her, so a ‘standard’
epithet must be used by our struggling poet. It can hardly be an
accident that, according to Hesiod (fr. 139 M~W), Alphesiboia was
the name of Adonis’ mother; she thus forms a link between this myth
and the next, and the ‘confusion’ between two homonyms is of a
kind very familiar in Hellenistic and Roman poetry.

46-8 Adonis, a Hellenisation of the Mesopotamian Tammuz or
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the Sumerian Dumuzi, had a vital link with agriculture, and bucolic
poetry thus naturally represents him as a shepherd, cf. 1.109—10n.,
20.35~6, Ecl. 10.18. The youthful beloved of Aphrodite was killed by
a boar sent by a jealous rival, but was allowed an annual return to
the embrace of Aphrodite, rather than that of Persephoue, when his
festival was celebrated (cf. Idyll 15). Adonis’ death is thus suitably
evoked by a goatherd preoccupied with thoughts of suicide. On the
Adonis myth, which was probably at least mentioned in the Hesiodic
Cutalogue, cf. M. Detienne, The gardens of Adonis (Hassocks, Sussex
1977), W. Burkert, Structure and history in Greek mythology and ritual
(Berkeley 1979) 10511, J. D. Reed, €4 14 (1995) 317-47, Reed (1997).

46 xordv: like Amaryliis (18). Kubéperav: interpreted in
antiquity (cf. Hes. Theog. 198) as ‘lady of Kythera’, although the
istand is KU8npa (cf. G. Morgan, TAP4 108 (1978) 115-20, Burkert
(1992) 190). Pausanias g.23.1 describes the temple of Aphrodite
Qurania on the island as ‘the most holy and ancient of all Greek
shrines of Aphrodite’. The title occurs in a Sapphic lament for
Adonis (fr. 140 Voigt), and T. may have associated it particularly
with the Adonis story. &v dpeo: like the goatherd (2). phAAas
of. 1.10gn. u&Ax ‘apples’ in 41 argues for ufida here.

47 &xnl mAéov ... Adooug ‘to the highest point of crazed desire’;
for this comparative cf. 1.20, Arat. Phaen. 1048.

48 098¢ dpoipevovs gods normally avoided the pollution of human
death, cf. Eur. Hipp. 1437-8, Parker (1983) 337 drep palolo
tibnTi: the present tense evokes the repeated representation of the
scene in ritual and art (cf. 15.84~6). &Tep seems to be unparalleled in
this sense, and Gallavotti deleted the whole triplet.

Aphrodite’s embrace of the dying Adonis (cf. Bion, E4 40-62) is
the embrace both of the grieving lover and of the mother who has
lost her son (the pieta figure). The suggestion in this verse that the
dead Adonis drinks from Aphrodite’s breast catches a central para-
dox: Adonis is both new-born and dead (¢8iusvos ‘wasted away’
points to the fertile growth which the new-born, or resurrected,
Adonis brings). In some versions, Aphrodite first saw Adonis when
he was a baby and then entrusted him to Persephone (cf. Apollod.
3.14.4 = Panyassis fr. 224 Davies), and the notion that she suckled
him after he had burst forth from the tree into which his mother had
metamorphosed was an obvious narrative step. In Met. ro Ovid does
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not explicitly exploit the quasi-incestuous dimension of the Adonis
story, but he does place it after the stories of Pygmalion and Myrrha,
a sequence which is at least suggestive. ‘[ The goatherd] brings within
the limited enclosure of his conventional and trivial amorous prob-
lems the gigantic archetypes and the tragic universality of primal
fertility myths’ (Segal (1981) 71—2).

49-51 The final triplet brings a change from narrative to makar-
wsmos, and also contains two myths rather than one; these features
may be a mark of the goatherd’s growing despair.

49—50a Endymion, like Adonis, was a hunter and/or shepherd,
and was loved by Selene who visited him in the ‘Latmian cave’ in
Caria; the goddess's love led him to fall into an eternal sleep, either
because she was scared of a rival or through the agency of Zeus.
The principal sources for the story are collected by = on this passage
and on Arg. 4.57; it was treated, inter alios, by Sappho. The sleep of
Endymion in his cave looks forward to the goatherd’s melodramatic
collapse outside Amaryllis’ cave. &tporov BHrmvov: the phrase
catches the sleep/death ambiguity so familiar from epitaphs, cf.
22.204, Call. Epigr. 9, 16, E4 71, M. B. Ogle, MAAR 11 (1933) 81-117,
E. Vermeule, dspects of death in early Greek art and poetry (Berkeley 1979)
145-56; analogous expressions from earlier poetry include x&Axgos
Umvos (Il 11.241) and &TéheuTos Umvos (Aesch. Ag. 1451). ATpotros
was the name of one of the Moirai (Hes. Theog. gos), and this con-
firms the powerful ambiguity of the phrase. Endymion’s sleep is
&rpomos — and hence he is aAwTds — in two senses. He does not ‘toss
and turn’, because (so the goatherd imagines) his love is requited;
tormented insomnia etc. is a standard mark of the unhappy lover, cf.
Ovid, 4m. 1.2.1~4 with McKeown’s notes, and the motif may go
back to Achilles’ grief for the dead Patroclus (Il. 24.3-12). Secondly,
his sleep ‘allows no release’, i.e. he is dead and not suffering as the
goatherd suffers; this gives point to &uiv, with which the goatherd
sets his judgement against that of the world at large.

gob—x Tasiwva: lover of Demeter ‘in a thrice-turned field’ and
father of Ploutos, he was killed by Zeus’s lightning (Hom. Od. 5.125~
8, Hes. Theog. 96974, Diod. Sic. 5.49.4). The Hesiodic Catalogue told
this story of Eetion {fr. 177 M~W), but Ection and Iasion are identi-
fied as early as Hellanicus (FGrHist 4 ¥23). The union of Iasion and
Demeter was plainly ‘the mythical correlate of the ancient agrarian
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ritual’ (West on Theog. g71), and lasion was figured as a protos heuretes
of agriculture (cf. Hellanicus, FGrHist 4 r135). The similarities to
Eleusinian myth are obvious; lasion was celebrated as the founder of
the Samothracian mysteries (‘about which it is lawful only for the
initiated to hear’ Diod. Sic. 5.48.4, cf. 51) and was also connected
with the mysteries of the Great Mother. The Samothracian mys-
teries were actively supported by Ptolemy Philadelphos and Arsince,
and so by implying that the mysteries have touched the world even
of this goatherd, T. may be complimenting real or potential patrons,
of. Fantuzzi (1995b) 26—7. Something similar may be true of the
allusion to Aphrodite and Adonis, cf. Idyll 15. In the goatherd’s eyes,
lasion (even the Homeric figure) is lucky, because Demeter ‘yielded
to passion for him’ (Od. 5.126), and his violent death then spared him
prolonged erotic suffering. The address to Amaryllis, ¢pida yUva,
like #uiv in 49, points the paradox: the goatherd’s suffering has
brought him a perspective different to that of most people. More-
over, his claim to privileged knowledge ~ as though /¢ was an initiate
~ is held out as a final teasing bribe to Amaryllis; ‘you (pl.) profani

will never know’ means ‘people like you, Amaryllis’. It may well be
true that Amaryllis will never (wish to) know the pleasures of making -
love with this goatherd in an open field; the verses thus play with a

familiar representation of sex as a ‘mystery’. BéBaAoL ‘unin-
itiated’, ‘profane’ cf. 26.14, Hopkinson on Call. 4. 6.3.

52—4 The goatherd’s headache (cf. 11.70~1) may be part of the
komastic pose (a hangover following too much drinking), and/or a
symptom of love (cf. perhaps Eustath. Macr. 6.3).

52 0dxét’ &elbw: the ‘formal’ song is over, and the performance

as 2 whole is drawing to a close; the present tense indicates ‘no more-

singing for me’, but &eioé deserves at least a place in the apparatus.

53 wetoebpat 5& mesmv ‘I shall lie where I have fallen’, 1.e. ‘T will

not try to get up’, cf. Ar. Eccl. 962 karramesdov keicopat; the image
is of a defeated competitor in the paluisiza, rather than one who has
merely been thrown, cf. Aesch. Eum. 590, Ar. Clouds 126, Meleager,

Anth. Pal. 12.48.1 (= HE 4078) keipon AGE Emifoave kat auxevos,
&ypie Saipov kTA., Di Marco (1g95b). Plato lists ‘sleeping in front of

doors’ among the ignominies of the lover (Symp. 185a6), and this —

the so-called SupauMa - is a standard ending to the literary komos,.

cf. F. O. Copley, TAPA 73 (1942) 101-7. &8e ‘here’. The wolves
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which normally attack lame or abandoned kids will now attack the
goatherd as he lies in despair, cut off from the society of such as
Tityros.

54 wélu: the jingle with upéket may be bitterly reproach-
ful. BeoyBoio ‘throat’. The word is precious rather than vulgar,
but the wish suggests an equation between Amaryllis and the wolves
of 53; ‘wolves’ are standardly associated with prostitutes (cf. Lat.
lupa, lupanar), so there may be a sting for Amaryllis here.

III Tdyll 4

A conversation between Battos and Korydon, who is looking after
Aigon’s cows while the latter is away at the Olympic Games, about
the state of the cattle, Aigon’s athletic prowess and a deceased local
beauty; Battos gets a thorn in his foot which Korydon extracts, and
the end of the poem reverts to local gossip. Korydon seems to be a
free hired labourer (1~2n.). As for Battos, 38—40 may imply that he is,
or has been, a goatherd (cf. n. ad loc.); he is, however, not up with
the latest local gossip (1—2) and 567 perhaps suggest that he is not
as much of a couniryman as Korydon; in 26—8 and 38-40 he pro-
duces mildly parodic versions of ‘bucolic’ song, and in 21-2 shows
some interest in wider issues. The contrast between the two charac-
ters has something in common with that between the urban Sim-
ichidas and the rustic Lykidas in Idyll 7 (the jesting, the conversa-
tional strategies etc.), but in keeping with the mimetic, rather than
narrative, structure, neither character is ‘explained’ in any depth.

As in Idyll 5, the scene is set in southern Italy, near Kroton at the
western entrance to the Gulf of Tarentum. Why T. set these two
poems in southern Italy is unclear; it is not impossible that he asso-
ciated such rustic meetings with a particularly localised tradition of
poetic agon (cf. Intro. Section 2). Although Idyll § is far more agon-
istic than Idyll 4, and contains an explicit song contest, Idyll 4 also
explores the dynamics of conversation and in 26~43 (at least) offers a
kind of exchange of song. Battos constantly jests at the expense of
Korydon and others, whereas Korydon is 2 conversational literalist
who ignores {or is unaware of) irony, dealing rather in ‘“facts’. Put
broadly, the poem moves from a series of exploratory agonistic
gambits by Battos, which are parried by Korydon’s literalism, to a
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sense of equilibrium and harmony in the shared enjoyment of the
thought of a lustful old man; to this extent the movement of the
poem is closer to Idyll 6 than to Idyll 5, despite the formal simi-
larities between the endings of the two ‘Italian poems’. The match-
ing triplets of the central section reinforce the sense of an agon, even
without the formal structure and ‘rules’ of Idyll 5. As with the writ-
ten record of any (real or imagined) conversation, there is often
room for doubt about tone and implication, and this is in part re-
sponsible for the very different interpretations which this poem has
prompted; 2 recognition of the open-endedness of conversation and
the importance of voice and gesture is written into the mimetic tex-
ture of the poem.

Formally, Idyll 4 is loosely structured into four roughly equal sec-
tions followed by a briefer coda: 1—14, Aigon and his cows (14 lines),
15~28 the state of the cattle (14 lines), 29-43 song and Amaryliis
(15 lines), 44—57 cows and a thorn (14 lines), 58-63 sex on the farm
(6 lines), cf. Van Sickle (1970) 74. The sections are also distinguished
by form: the regularity of 1~14 (stichomythia) and 1528 {a couplet
followed by four triplets) gives way to a greater diversity, but is
restored by a final series of couplets marking the harmonious close
of the poem. This structure is neither rigid nor strongly marked -
thus, for example, 26~8 belong both with the theme of the cattle
and with the following section of song — but is one of a number of
formal features which emphasise the poem as a mimesis. We are
offered a ‘realistic’ conversation in hexameters, whose artifice is
emphasised by patterns of stichomythia and matching couplets and
triplets, and a language replete with echoes of Homer and the high
style of traditional poetry, and perhaps also of contemporary élite
poetry (35-7n.). The scene in which Battos is pricked by a thorn
directs our attention to contemporary art (50—7 mn.) as a means of
displaying the stylisation of this mimesis. The very detail of the refer-
ences to local people and places, the ‘effects of the real’, thus both
creates and works against the ‘mimetic realism’ of the bucolic world.

Thematically, that world is constructed by opposition. The world
of Battos and Korydon is not the world of Homer, nor the world of
the great pan-Hellenic festivals and the poetry associated with them.
On the other hand, the bucolic world only exists by comparison with
this ‘other’ world; Milon and probably Aigon {1-2n.) have names
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which evoke figures of Kroton’s legendary past, because the bucolic
present replays and is measured against that past. ‘As we progress
from Herakles to Aigon to Korydon ... we are continually confronted
with diminished versions of what we have left behind® (Haber (1994)
24). In particular, the poem rewrites the central bucolic myth of
Daphnis. Aigon’s disappearance, a ‘death’ (5n.) caused by an evil eros
{27), threatens the existence of the bucolic world: his cows do not eat,
and music, symbolised by the syrinx, is abandoned (28, cf. 1.1-3n,,
1.128-30). Talking and singing (26-8n.) about the disappearance of
Aigon & Poukdhos (37) repeats in a different mimetic register the
central bucolic act of commemoration. Aigon’s feats have indeed
already passed into song (33—%); if ke has not literally died, ‘Ama-
ryllis’, the absent beloved at the heart of bucolic, has. The promise
never to forget her (38-9) is a promise for the continuation of
‘bucolic’ song, just as the rhapsode promises to ‘remember and not
forget’ the subject of his song (A 4p. 1, cf. 1.143-5n.).

During the late fourth and early third centuries Kroton was
involved In almost constant warfare, and was sacked by the people
of Rhegion during Rome’s wars with Pyrrhus in the 270s; the city
was depopulated (cf. Livy 24.3.1~2) and never recovered. It is tempt-
ing to associate this poem’s concern with the heroic past of the city,
and more generally with the present as an echo of the past sounding
in a different register, with these catastrophic events (cf. Barigazzi
(1974) 809-11), but this is not strictly necessary. The theme of
athietics is naturally connected with Kroton (6n.), and we cannot
assume that political and demographic changes looked as stark then
as they do to us with our very fragmentary hindsight.

Title. Very variously given in MSS and 2: Nopsis or Noueis Bérros
ki KopU8wv are perhaps the best attested. R. W. Daniel, ZPE 27
(1977) 82~3, suggests that one transmitted title, ®1Aad?dns (i.e., pre-
sumably, Battos, though Meillier (198g) understands Korydon), is an
error for ®AadAnTHs (i.e. Aigon).

Modern  discussions. Barigazzi (1974); Giangrande (1980) g7-105;
Gutzwiller (1991) 147-57; Haber (1994) 20-5; Lawall (1967} 42-51;
Meillier (1989); Ott (1969) 43-56; Sanchez-Wildberger (1955) 41~8;
Segal (1981) 85-10g; Van Sickle (1969); Vox (1985); Walker (1980)
48~53.
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x—2 > Eel. g.1~2. The abrupt opening question, like the in medias res
opening of a Platonic dialogue, is in the tradition of the mime, cf.
Herodas 5.1 Aéye pot oU, Nadtpwy, fi8” Umepkophis 00Tw KTA. Such
an opening shuts off the temptation to construct our own narrative
beyond the ‘facts’ of the poem (Where does Battos come from? Why
is he ignorant of local events? etc.); at the centre of the poem will lie
the narrative of Aigon, and Battos’ ignorance is necessary to prompt
the telling of that tale. Battos knows, however, that the cattle cannot
belong to Korydon himself; the latter is, therefore, probably a poor
but free man. KopiSwy ‘Mr Lark’; both Képudos and Kopu-
SoaAASs are attested as names and nicknames (cf. Arnott (1996) 166~
7). That we do not learn Battos’ name until 41 may be due to a wish
to avoid too stylised or agonistic an opening (contrast 5.1-4).
®advdas genitive, cf. 7.75n. The name occurs also at 5.114 (also
$. Italy) and is attested on Euboea and Rhodes (LGPN 1 s.v.).
Alywvog: in this context Alywv, attested both in Athens and the
Aegean (LGPN -1 s.v.), suggests ‘Mr Goat’. An Aigon from Kroton
is named as a follower of Pythagoras at lambl. Vit. Pyth. 267 (p. 143
Deubner); as with Milox (6n.), therefore, T. may have a chosen a
name with local associations as part of the sense of the present re-
creating the past, cf. above, p. 131. Boonev: cf. L.14n.

3 > Ecl. 3.5~6. ‘I imagine you find some way to milk them all
secretly in the evening’; the remark seems more like a jest than an
attempt ‘to provoke a quarrel by accusing Korydon of theft’
(Gutzwiller (1991) 148). Ge for ope occurs also at 15.80 (so P.
Hamb. 201) in the mouth of a Syracusan resident in Alexandria, and
Sophron fr. g4 Kaibel, whence the grammatical tradition regarded it
as ‘Syracusan’; it is, however, also attested on Crete (Buck (1955) T4
g8), cf. Hunter (1996b) 153—4. & moBéomepa: the singular is
more usual with such neuter accusatives, cf. 1.15, 7.21, 10.48.
apéryeg: cf. 13n. In 46, however, éoaxoUeis is unanimously
transmitted.

4 &%’ ‘No, for ... 4 yépwv: T suggests that this is the absent
Aigon’s father, cf. 58~63n., Ecl. 8.38~4 est mihi namgue domi pater, est
iniusta nouerca, | bisque die numerant ambo pecus, alter ef haedos; the lack of
specificity is mimetic of colloquial conversation.

5 adrdg . .. & BouxdAog ‘their master ... the cowherd’, cf. 12, LSJ

s.v. aUTéS 1 I &davrog . . . Guiyerto: the tone is mockingly grand,
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of,, e.g., Aesch. 4g. 657 dixovt &pavror The suggestion of death,
however, introduces the theme of Aigon as a ‘Daphnis’ who has left
the countryside, cf. Intro. above, 12~14n. &davTos is common in
high lyric and tragedy, but not found in prose until very late.

6 The last two words echo the close of 3; the effect is perhaps to
mark the significance of the news he has to impart, rather than to
tease Battos for his ignorance. ‘Adedv: the river of Olympia,
frequently used in poetry to denote Olympia itself. Midwv: the
name of a (rather macho) character in Idyll 10 and well attested at
all periods, but here it must recall Milon, the famous sixth-century
wrestler who won g1 victories at pan-Hellenic games, including six
Olympic victories, and was closely associated with Kroton and the
Pythagorean circle, of. Strabo 6.1.12, Paus. 6.14.5, RE xv 16926,
H. A. Harris, Greek athletes and athletics (London 1964) 110-13. The
precise relationship between his latter-day namesake and Aigon is
left unspecified: it is often assumed that Milon was Aigon’s trainer,
but nothing in the poem justifies this.

7 ‘And when did he [Aigon] ever behold o1l?’, implying not only
that, to Battos” knowledge, Aigon has never had any interest in ath-
letics, but also that Aigon would be quite out of his depth in the
sophisticated world of athletics and the gymnasia (cf 2.77-80).
High-flown language (fv d¢Bcrpoicw dp&v is a common Homeric
locution) mocks Aigon’s pretentiousness in departing for the primary
athletic festival of the Greek world. énddmers cf. 1t.1n.

8 Herakles was not only the greatest Greek athletic hero, but also
the legendary founder of Kroton (RE x1 2020). Bioav xai udprog:
Korydon defends Aigon with a Homeric phrase of his own (0d.
4-415, 13.143, 18.139), used perhaps more in naive respect than
mockery. The Ionic and Homeric Binv might tip the tone towards
the latter, but decision is very difficult. épiodev: cf. r.14n.

9 For Polydeukes, the divine boxer without peer (cf. 22.2~3), and
Herakles together in a ‘serious’ epinician, cf. Simonides, PMG
509. & pétnpe ‘my mother’.

10 oxandvay ‘pick-axe’ or ‘shovel’. £ explains that athletes used
digging as a form of training to increase upper-body strength, as
modern athletes lift weights. rouréle ‘from here’, wahas cf.
1.109~10n. The sheep are Aigon’s ‘rations’ for his absence from the
farm. Athletes, like Herakles, were traditionally associated with a
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meat diet and were a standard object of satire for their ghuttony, cf.
34n., Ath. 10 412d-414d, Hunter (1983a) gz. Korydon may not
intend his image of Aigon setting off with pick-axe and twenty sheep
to be amusing, but to Battos it is pure madness {cf. 11).

11 ‘Milon might also persuade the wolves to go crazy at once.”
Taking 20 sheep away from the flock produces the same result as
would be achieved by crazed wolves, or perhaps the sense is that
leaving the animals in Korydon’s care is an open invitation to the
wolves (cf. 13). Avoofiv is normally used of rabid dogs, and X suggests
that the point is that if Milon can persuade Aigon to take up ath-
letics, he could also produce a revolution in nature; one might, how-
ever, have expected a more improbable edynaton (x.132-6n.) than
crazed wolves, and the verse itself suggests, perhaps rightly, an ety-
mological link between AUkos and Avsodv. According to a story not
certainly attested before Strabo 6.1.12, the famous Milon (6n.) was in
fact killed by wolves (or dogs) in a wood, and the present line could
be a malicious wish that 2 like fate befall his namesake ‘straight-
away’, cf. Fantuzzi (1998a).

12—14 Korydon interprets the lowing of the cattle as wéfos for
their absent master, in a gesture towards the ‘pathetic fallacy’ (x.7:1—~
5n.). Aigon is a ridiculous Daphnis, whose absence (3n.) is mourned
by a bovine threnody, ¢f. EB 23-4 (after Bion’s death) of ées o
mroTh TaUpots | mhaldpevat yodovTt kal oUk #8EhovTi véueoba, Edl.
5.24—6. Korydon assimilates the situation to human eros: the heifers

waste away in longing for the absent male, as human lovers stop eat-

ing, grow thin (15-16n.), and express their longing in song (cf. Idylls
3 and 11). Subsequent verses and the pointed ambiguity of 13 ~ is the
Bouxbios Aigon or Korydon? — invite us rather to interpret the cat-
tle’s lowing as a sign of hunger.

12 adrév ‘their master’, cf. gn.

13 Selraral vy’ abras: the better attested 8° would be a case of B¢
in ‘passionate or lively exclamation, where no connexion appears to
be required’ (Denniston 172).

15~-16 > Ecl. 3.100~2. The change from single-line stichomythia is
marked by the delay of TdoTia to the start of 16 (‘enjambment’).
tdorios the heifer’s condition resembles that of the lovesick
Simajtha, 2.89~go alt& B Aomw& | doti’ Er' fis kai Sipux.
rpdxag ‘dew-drops’; that this was the sole element in a cicada’s diet
is a belief attested as carly as Hes. Aspis 393~5 and repeated con-
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stantly by both poets (cf, el 5.77) and technical writers, cf. Arist.
HA 4 532b13, 5 556b16, Davies-Kathirithamby 124~4. Cicadas noto-
riously lacked physical sirength (cf. 1I. 3.151) and their ‘skeletons’,
like those of the cattle in Battos’ jest, seem visible to the naked eye.
Perhaps Battos jokes that the ‘grieving’ cattle risk a fate similar to
Plato’s cicada-men (Phaedrus 259c1--2, above, p. 14).

17~19 Korydon takes Battos® jest seriously: he in fact takes good
care to provide excellent fodder. The adjectives in 18, ‘a lovely
bundle of soft grass’, reflect Korydon’s view (or hope) of the calf’s
pleasure, much as some people today talk to babies, cats and dogs;
there is a similar effect in 24~5. 0d Agv: cf. 6.21-2, 7.39 nn.
AN Bxe péy ... FARoxa §é: cf. 1.36-7n, Atodpoto: the Aisaros
(modern Esaro) flowed into the sea at Kroton, cf. Strabo 6.1.12,
Ovid, Met. 15.53—g. Aérupvoys said by ¥ to be a mountain near
Kroton, but there is no other evidence.

20 > Ecl g.100. muppixeg: cf. 7.132n.

z0-2 ‘May Lampriadas’ people be allotted such [a beast] when
the demesmen sacrifice to Hera! That deme’s a bad lot.” A skinny
bull would (presumably) fail to please Hera and provide a less than
satisfactory feast after the sacrifice; the practice of distributing sacri-
ficial animals among the sacrificers by lot is attested from all over
the Greek world. vol Boudtar may be in apposition to ol &
Aaptrpidda, ‘Lampriadas’ people, the [Pmy] demesmen, when .. .°,
but the reference to the lot and the rhythm of the sentence favour
taking Toi SauédTan inside the temporal clause. Lampriadas is prob-
ably the eponymous hero of a local deme, though nothing else is
known about him and the name is otherwise unattested (Lamprias is
very common). Others understand ‘the sons of Lampriadas’, who
would then be chief figures in their deme. It is significant that,
though ignorant of local affairs, Battos is concerned with the ‘poli-
tics’ of sacrifice at a communal level.

22 “Hpau: Hera Lakinia (32~3n.), the greatest goddess of Magna
Graecia. xoxoy paopwy does not occur elsewhere and the exact
nuance i unclear; there is, however, no obvious reason to assume
gorr;;)ation. {For kaxogpdopwv of. P. Radici Colace, GIF 4 (1973)

50,

23—-4 Korydon ignores Battos’ outburst and again (17-1gn.)
answers the ‘serious’ charge of not feeding the cattle correctly.
Zropdipvov ‘the salt-lagoon’, probably to be conceived as 2 par-
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ticular place (hence the capital letter). Elsewhere the standard form
is oTopaAiuvn, 14 @boxw: Z identify Physkos as a mountain.
The name is suitable (¢pUokwv is ‘pot-bellied”), but the phrase would
be hard to understand. It seems more likely that Physkos is a per-
sonal name {cf. LGPN 1 s.v.), ‘to Physkos’ territory’. The obscurity of
the reference is a device of ‘mimetic realism’. NAabov: a river
north of Kroton (Strabo 6.1.12), probably the Neto which flows into
the sea some 15 km north of the site. wohd mavras of. 17-19n.

25 Cf 13.45n. oiyimupos is not securely identified, cf. Lembach
(1970) 55~6; £ claims that it is spiny. For xvila ‘fleabane’ cf. 7.67~
8n. periTei (Lembach (1970) 52—4) is also unidentified, though the
‘honeyed’ name sits well with the epithet ‘sweet-smelling’; at 5.130 it
is good food for sheep.

26-8 Battos breaks into a kind of lament for the cattle and for the
“bucolic world’ in general. The tone is at least mock-tragic {‘the cows
will pass to Hades’), as it is in the corresponding 38-40; the opening
spondees of 26 signal the mourning. Though the cows ‘long for’ him
(r2-14n.), Aigon has ‘fallen in love’ with the fashion for (kai V)
athletics.

26 téAav: cf. 1.82-3n.

27 &xa is here causal, ¢f. L8] s.v. ée .

28 &rmdEa: 2nd person singular aorist middie. This ending (< -ao0)
is well attested in the grammatical tradition (cf. Z, Et. Mag. 579.20—2
Gaisford), though it may be hyper-Doric, cf. Dover xxxiv,
Hopkinson (1984) 49. éwafas occurs, presumably as a correction, in
some late MSS.

29 00 Nopdoag: cf. 6.29n. An oath by the Nymphs is appropriate
as they are the patrons of rural song, cf. 7.91—2, 148nn. Misav:
Pisa was an old name for the site of Olympia, and is frequently used
to denote it.

30 &poi, only here in the bucolics, is presumably preferred to &uiv
for euphony. T1g ... peiintdg ‘something of a singer’. For the
link between syrinx-playing and song cf. 7.27-3in.

31 Glauke was a Chian citharode, associated in anecdote with
Ptolemy Philadeiphos, and renowned for the lasciviousness of her
tunes, cf. Hedylus, HE 1883 Talkns peusbucpéiva waiyvia

Movoéwy, Plut. Mor. 397a, RE vi 1396~7. Even if her tunes were
indeed very popular all over the Mediterranean, we are presumably
to understand that she is at most just a name to Korydon, used to
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bolster his claim to musicianship. Glauke’s link to Ptolemy suggests a
possible patronage context for these verses — even illiterate Italians
have heard of one of Philadelphos’ favourites. This amusing improb-
ability was perhaps reinforced in the ‘performance’ of Idyll 4 by
gestures and ‘play-acting’ at this point. Pyrrhos is said by  to have
been a lyric poet from Erythrae in Ionia or Lesbos, but is otherwise
unknown; Meineke suggested an identification with a Milesian xiv-
cuBoAdyos called Pyres or Pyrrhos (Ath. 14 620e, Suda o 871), and a
reference to such lascivious verse would fit the humour
here. dyngovopar I strike up’, cf. 10.22 &uPdieu.

32—7 Korydon now gives more details of his repertory, including
a summary of a comic ‘epinician’ for the athletic Aigon; T. here
evokes a tradition of popular song which surfaces only occasionally
in high literature, cf. M. Vetta, RFIC 112 (1984) 344~5. It may be
that we are to imagine this as Korydon’s own composition, but this
is not necessary; echoes of Callimachus, cf. 35~-7n., would make the
effect particularly amusing. Less probable is to regard ali of g2—7
(with 32 suitably emended) as a verbatim quotation.

323 ‘I sing the praises of Kroton — “A beautiful city is Zakynthos
and ...” ~ the Lakinian shrine that faces the dawn ...” Korydon
interrupts his summary to offer proof of what he is saying in the
form of the opening words of the song (38~gn.), which was in the
form of a priamel, i.e. ‘Zakynthos is lovely and Y is lovely and Z is
lovely, but Kroton, the home of Aigon, is loveliest’, ¢f. Hor. C. 1.7,
Virg. Georg. 2.136—9. Text and interpretation are, however, uncer-
tain; Edmonds proposed xeAdv wéAw &te Z&xuvov, [Kroton] a
lovely city like Zakynthos’. & xe ZéxvvBog: TE is not lengthened
before Z&kuvos, in imitation of Homeric practice (cf. Od. 1.246, Ii.
2.634, W. F. Wyatt, Metrical lengthening in Homer (Rome 1969) 183 n. 1);
this licence is appropriate in a snatch of song. The beauty of the
town of Zakynthos is praised by Pliny, NH 4.54. 16 toTARD LoV TO
Aaxiviow: the great temple of Hera which stood on the headland
of Lakinion, south-east of Kroton, commanding the entrance to the
Gulf of Tarentum; the headland is now Capo Colonna, from the
one surviving column, cf. R. Stillwell (ed.), The Princeton encyelopedia of
classical sites (Princeton 1976) s.v. Kroton. Livy 24.3.3~7 tells of sacred
cattle and ‘miracles’ associated with this rich shrine. Korydon’s song
gives an account of a comic miraculum which took place there,

34 This act of gluttony, and the feat of strength in 35-7, should
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be imagined within the context of the celebrated athletic festivals at
Kroton {cf. Ath. 12 522¢); such festivals were a standard site for dis-
plays of physical and intellectual prowess. The famous Milon was
reported to have carried 2 bull on his shoulders around the stadium
at Olympia and then eaten the whole animal in a single day (Ath. 10
g12e—-f); T.’s contemporary Alexander Aetolus mentioned an ox-
eating contest between Milon and Titormos of Aetolia (fr. 11 Powell).
pdvog: in the standard language of praise, povos signals the unigue-
ness of the achievement (cf. 38, Barrett on Eur. Hipp. 1281, Hunter
(19832) g6); here there is an amusing perversion of the motif — Aigon
ate ‘all alone’.

35-7 Similar feats of strength are recorded for other athletes:
Astyanax of Miletos (£ here), Milon (34n.), and Titormos, who won
even Milon’s admiration (Aelian, VH 12.22). Of particular interest is
the story of how Theseus, son of Aigeus {cf. Aigon), captured the
bull of Marathon and dragged it back alive to Athens. Caliimachus®
account in the Hekale has suggestive points of contact with these
verses, cf. fr. 260 (= 69 Hollis). 4 paxpdv &uoe, g Lwdv &ywv Tov
Talpov, 1415 ai 8 yuvaikes | ... orépymaiy dvéoredov. The cele-
bration for Theseus takes place in the countryside, and may be seen
as the heroic model for Aigon’s act. There are no serious chrono-
logical objections to echoes of the Hekale, but the matter must
remain open.

35 Tov tadpov ‘the bull {in the well-known story]’.

35~6 midkag | tég dnAds ‘squeezing [i.e. grasping tightly] by the
hoof’. mdleav is Doric for mélev, c¢f. Molinos Tejada 109-1I.
AucpuAAide: cf. 3.m. Aigon offers the bull as a love-token’, as the
goatherd offered 2 rich supply of apples to another Amaryllis in

Idyll 5.

37 paxpdy dvdveav: poxpdy dlocs is a standard Homeric verse-
ending, but form and position are here altered.  &Eeyéracoev: cf.
7.421,

38-40 Battos matches Korydon’s song with a lament for the dead
Amaryllis, an cimoAtkéy to match Korydon’s BouxoAixév. It is not
necessary to see here serious sentiment and pathos; Battos has no
more necessary emotional attachment to its subject than he has in
26-8, cf. further 44n. There is obvious humour in this lament, but
it may be debated whether we are to see a deliberate parody by
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Battos of ‘rustic song’ or a sign that Battos is no countryman (so S.
Lattimore, GRBS 14 (1973) 323—4). Those who see ‘genuine senti-
ment’ here may feel that Battos’ hostility to Aigon is now revealed
as that of a rival suitor (so Hutchinson (1988) 168).

38~—g Cf. 3.6. It is tempting to see a self-quotation by T.: Battos is
‘playing the goatherd’, and rustic song is amusingly figured as the
opening words of one of T.’s own aitroAikd. 6€Bev: only here in
the genuine bucolics, presumably as a mark of (mock) high-style in a
song. Tes would produce a breach of ‘Naeke’s Law” (1.130n.), but T
could doubtless have found other ways to avoid that, ob8E .., |
Aasevpect’: the language of epitaphs, of. CEG 2.631.3-4 olmor’
émaivov | [Anodjued™ § péda y&p [ofy ¢JUow fyaoduny kTA.
Death is not common in bucolic poetry, unless it is of figures from
the mythical past. The plural Aaoelipec®” can be interpreted strictly,
jw'e who remember you’; there is no contradiction with the following
Eniv,

39 ‘As dear to me as are my goats, so [dear] [3.40~2n.] were you
{when your light was] extinguished.” The metaphor of ‘light and life’
is a common one (cf. Xen. Gyr. 5.4.30, Leonidas, 4nth. Pal. 7.295.7-8
(= HE 2080-1) etc.), but it has a particular appropriateness for ‘Miss
Sparkle’, ¢f. g.1~2n.

40 Battos strikes a ‘tragic’ pose, cf. Alciphron 8.13.1 {a parasite) &
Bafuov, & ue kexAfpooan kal eidnyas, &g Tovnpds & KTA. (= Adesp.
Trag. v7 K-S). T® oxdned ... Saipovos: exclamatory genitive,
cf. 10.40, K~G 1 389. AeAdyyers cf. 1nIn.

41~3 Korydon takes Battos” song at face value, i.c. he does not
understand poetic ‘impersonation’; his poem, after all, was about
‘real” events. These verses might themselves be understood as a
poem of consolation, but it seems more likely that we have now
reverted to the ‘spoken’ mode. The consolation is predictably banal,
cf. Soph. El 173~8, 91619, Hor. C. 2.10.13—20, Tib. 2.6.19~20 cred-
ula uitam. | spes fouet et fore cras semper ait melius; for the importance of
&\is cf. also Theognis 1135-50, Lyc. Leocr. 60. Line 42 is singularly
clumsy in the context of Amaryllis® death.

4x Bopoely ypN: the idea is of course ubiquitous in consolation,
but the injunction to mourners to ‘cheer up’ became very common
on tombstones (cf. Lattimore {1962) 253), and such a resonance suits
the context here. Bérre: the name (‘Stammerer’) is particularly



140 COMMENTARY: 4.42-46

associated with Cyrene (cf. Callimachus, ‘son of Battos’), but is
found elsewhere also (LGPN'1s.v.), cf. further 50-4n. .

42 &vérmioTou for the epitaphic theme of the utter desolation of
death cf. Lattimore (1962) 74—82. '

44 Bopoéw: Battos’ laconic response may signal a genuine reac-
tion to Korydon’s consolation, but it may also be an ironic acknowl-
edgement of what has always been obvious, except to Korydon, cf.
38-4on. Ott (1969) 46 takes the first view, and suggests that the
quick change of subject is a strategy by Battos to regain the con-
versational initiative, cf. 45n. BéARe ‘drive’, perhaps with the
implication that this will be accomplished by throwing things at the
calves, of. Eur. Gyl 51 o1, plyw mérpov réya cov, Ed. 3.96
reice. clig . . . &Aalag: collective singular, ‘the olive-trees’.

45 Wilamowitz divided this verse between speakers after dUoooq,
i.e. at the bucolic diaeresis, but there are other possibilities, of which
the most attractive is division after fapoéw in 44, with B&AAe
addressed by Korydon to 2 nameless helper or to no one in particu-
lar. The threat to the cows and knowledge of their names identify
Korydon as the speaker of 45b~g, but 44-5a are more uncertain.
Earlier editors give all of 44~5 to Battos, but o118’ & Aémapyos cer-
tainly sounds like Korydon. With any of these arrangements, this
will be the only example of verse-splitting (antilabe) in the poem; so
too, Idylls 5 and 10 have only one example each (5.66, 10.15). The
poetic effect is quite different from that of Idylls 14 and 15 whffre
antilabe is common: the solitary example is a stylised marker of mim-
esis and of ‘the tension between the rustic illusion and the literary
self-consciousness’ (Segal (1981) 99). Sdoooas cf. 3.24n. cith’:
oiTTa presumably represents a whistling sound, of. 5.3, but with the
same meaning as our ‘hey!’ 6 Aémapyog: for the article wi'fh an
injunction cf. r.151—2n. Aérapyos, ‘with white coat’, is in origin an
adjective, but here seems to be the name of a calf. It occurs as Fhe
name of a bull in Call. fr. 24 (= 26 Massimilla), the story from ditia 1
of Herakles and Theiodamas; that fragment also has the motif of 2
thorn-prick in the foot and the verb &eyéAacoev (line 13, cf. 37
above), and some connection between these passages is not improb-
able, cf. A. Barigazzi, Prometheus 2 {1976) 237-8.

46 oitt’ & Kopaiba: cf. Eur. Gpel. 52 Imay’ & Umay’ & Kepd:O"TO:
«TA. (with Seaford’s note), Sophron fr. 10 Kaibel ¢ép’ & Tov Spigov;
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in such cases a distinction between vocative & and exclamatory & is
largely academic. If & of the Sophron papyrus is correct, oit0’ &
may be required (cf. Latte (1968) 52q); oiT8’ & looks like a correction
designed to bring this verse into line with the preceding. For Kymai-
tha ¢f. r.151-2n.; of the various guesses in %, a link with xusiv seems
the most probable. €oaxoveig: cf. gn.

47 xaxdov Téhog most obviously suggests death, cf. 8avéroio
Kaxdv TEAos at Od. 24.124, but this would be the emptiest of threats,
as Korydon’s powerlessness in the matter of the cattle has already
been stressed (1-4). The phrase may, however, merely indicate a
beating, cf. 49, Ar. Frogs 552 kaxdv fixet Tivi, Men. Perik. 398—9 péya
Ti oot Kakdv | Bdaes, Plaut. Persa 816~17 caue sis me attigas, ne tibi hos
scipione | malum magnum dem.

49 AaywBorov: cf. 7.19n. natagas cf. 11.95n. The subjunctive
mard§ew (in most MSS) is preferred by some editors.

50—7 Battos gets a thorn in his foot and Korydon removes it. The
motif is natural in poetry set in the countryside, cf. 10.3—4, but some
connection with a famous motif of Greek sculpture seems certain.
Single figures extracting thorns from their feet are known in various
versions, the most famous being a Roman bronze of (probably) the
first century, now in the Palazzo dei Conservatori, cf R. R, R.
Smith, Hellenistic sculpture (London 1991) 136—7 with figs. 171-2, W.
Fuchs, Der Dornauszicher (Bremen 1958). A group of Pan attending to
the foot of an injured satyr is also known in more than one copy, cf.
M. Bieber, The sculpture of the Hellenistic age (and ed., New York 1961)
148, Pollitt (1986) fig. 43, and it is likely enough that the motif always
had a ‘pastoral’ connection (cf. Himmelmann (1g80) g7-8, Nicosia
(1968) go—2). This motif cannot with certainty be traced in Greek art
as early as T., though it occurs in an Egyptian tomb painting of the
second millenium B (cf. E. Strouhal, Lifs in ancient Egypt (Cambridge
1992) fig. 28), but the likelihood that T. here directs his readers’
attention to contemporary art is strong, cf. 24.26-33 (Herakles and
the snakes); 6&oon (50) will act as a cue to this ‘visual allusion’ (cf.
Epigr. 18 8&oar tov &vdpiévra ToUtov kTA). This is part of the
poem’s concern with the nature of bucolic mimesis (above, p. 130),
and with the relation between ‘reality’ and the stylisations of liter-
ature; art is used as a suggestive analogue for the process involved.
So too, Battos’ foolish ‘gaping’ at the heifer (53) inscribes in the text
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a familiar reaction to the wonders of art (cf. 15.78~86, Herodas
4.20~78, Hunter (1gg6a) 117-19).

50 ot 6 Atdg: of. 11.1m.

5 émdraf’ picks up whra§x from 49. hg: exclamatory.
Pabeiar ‘thick-set’, ‘dense’.

52 TérpanTuArideg: i.e. Tal &rpak., a kind of thistle described by
Thphr. HP 6.4.6: it was also called ¢évos and had a bad smell. An
identification with Carthamus lanatus, ‘an orange-flowered annual
thistle ... erect up to 60 cm high ... unpleasant-smelling, with red-
dish juice’ (Polunin-Huxley 192) seems probable. noxdG ...
#houro: the curse is high-flown, creating a pointed contrast with the
ordinariness of its object.

53 Battos holds out his foot to Korydon. xaopedevog ‘gap-
ing’. For the form in -éopct rather than -&ouat cf. 3.18n. There is no
suggestion in the verb that Battos has actually been helping Korydon
to round up the cows; rather he has been watching events without
looking where he was putting his feet. Lawall (1967) 48~9 sees an
erotic sense in the participle (cf. X&oke at Anacreon, PMG 358.8):
the thorn symbolises the eros he feels, but this eros is merely ‘gross
physicality’; cf. further 507, 58~63nn. 7 po ye: the text is
uncertain.

54 Exw ©é viv: the very rare postponement of Te {cf. Denniston
517) is indicative of Korydon's excitement.

55 Battos shows that the removal of the thorn has allowed him to
recover his mood and strike another ‘tragic’ pose, this time involving
humour at his own expense. The balanced verse, arranged around
the rhyming doaiyov ... &Afkov, has something of the flavour of 2
quotation or wise saw. For the ‘paradox’ cf. 19.5-8 (bees and Eros
are tiny, but both cause big wounds). saoixov ‘how small’, cf.
7.1320.

56~7 Korydon now has a chance to tease Battos. We need not
assume that Battos was so ignorant of the countryside that he did
not know about thorns, or that herdsmen never went barefoot. Kory-
don repeats ‘traditional wisdom’, whose truth has just been demon-
strated. He speaks to Battos like a mother warning a child, and it is
indeed children who would be most likely to run around without any
protection on their feet at all; the repetition ‘to the mountain ... on
the mountain ...’ is structured like ‘Don’t walk alone through the
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park. The park is full of bad men.’ vidimog ‘barefoot’, of. 7.25—
6n. Berre: it is hard to resist hearing a play with Bdos ‘thorn’,
cf. M. Paschalis, RAM 134 (1991) 205. pépvor ‘buckthorn’, cf.
Thphr. HP 3.18.2, Lembach (1970} 77~8. &ondiabol are not
securely identified (Pbrambles), cf. Lembach (1970) 72-3.
wopdwyris of. 1.133n. The form combines an epic ‘diektasis’ with a
Doric personal ending, cf. Molinos Tejada 285-6.

5863 Battos seeks to catch up on more local gossip. Z59¢ identify
TO yepovTiov as Aigon’s father, ie. the yépwv of 4, and the reprise
of the opening verse in 58 supports the identification. More prob-
lematic is the identity of the ‘dark-browed sweetie’ of 5g. It jis nor-
mally assumed that she is human, but a farm animal is as likely, in
view of his choice of location for sex, the cattle-pen, and the final
comparison with satyrs and Pans, both famous for bestial practices.
If this is correct, the story of Pasiphae in Fel. 6 will have a kind of
Theocritean precedent.

58 ein’ dye p?, & KopdSwv: cf. 1; the echo introduces the poem’s
closure. The injunction is Homeric (Il 9.673, 10.544), a style in
pointed contrast to the following yepdvTiov and to the subject
matter. @ = pot, cf. 7.10. woAAer ‘milling’, of. Lat. molere,
permolere (Hor. Sat. 1.2.35); wWA(A)Ss is given as a word for a prosti-
tute (Photios s.v., Suda u 1403).

59 ‘that dark-browed [3.18n.] sweetie {3.7n.] for whom he once
had the itch’. éxvioby is followed by a genitive, as with verbs of
desire and longing (cf. Legrand (1898) 292, K~G 1 351-2). The
‘thorns’ of desire (13.64~71n.) link this theme to the thorn-pulling
scene which has immediately preceded.

60 dxpav ¥° “Yes, he’s still at it ® Seidaie teases Battos for
his ignorance.

61 xai goes closely with what follows, ‘at the very cattle-pen’; the
implication is that such activity would normally take place out in
the fields. éviipyer ‘was on the job’, cf. Longus, D&C 3.18.4
Alciphron 3.19.9 (transitive). ’

62 $udoia randy’; oiav or olgetv is a synonym of Piveiv.

62-3 ‘That kind is a close (¢yyUBev) rival of Satyrs or Pans with
their ugly shins.” This seems preferable to épioSeis continuing the
apostfophe, with 76 yévos as an accusative of respect. Yévog: the
meaning is uncertain ~ the old man’s ‘family’, or ‘people like’ the old
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man, i.e. (?) old countrymen. The former is perhaps suggested by
tpicBal picking up épicdev in 8, cf. Stanzel (1995) 85. Maveoais
plural Pans figure already in classical literature (Aesch. fr. 25b R?,C‘lt,
Soph. fr. 136 Radt, Ar. Eecl. 106g); they are rustic daimones, spirits
‘like Pan’. The ugliness of their shins presumably reflects the fact
that they have the straight, fleshless shins of a goat, but there is a
moral point as well: [Arist.] Physiog. 81oagi~g associates ‘thin,
sinewy’ shins with lustfulness (Ayvétns), and 812biz—14 associates
‘hairy’ shins with the same failing, ‘on the model of he-goats’, cf.
SPG 1 358.5, 428.7.

IV Idyll 5

The narrator, Simichidas (21), recalls an occasion when he went
with two friends from Cos town into the countryside to join in the
harvest-festival of an old Coan family. On the way they meet 2
goatherd called Lykidas who, Simichidas claims, enjoys the, reputa-
tion of the best ‘syrinx-player’ in the countryside; Simichidas invites
him to an exchange of ‘bucolic song’. Lykidas sings a song about his
passion for Ageanax, from which ~ during the course of the song -
he finds relief in listening to the stories of the mythical founders of
bucolic song, Daphnis and Komatas. In reply, Simichidas sings of
the passion of his friend Aratos for a boy called Philinos and he
urges him to abandon the pursuit. Lykidas then presents Simichidas
with his staff, ‘as a guest-gift in the Muses’, and parts company. The
narrator and his friends reach Phrasidamos’ farm, where the cele-
bration takes place in a marvellous locus amoenus.

First-person narratives of past events which, unlike Odysseus’
account of his travels, are not embedded in a wider context are rare
in Greek poetry. Archilochus’ ‘Cologne Epode’ (SLG 478, cf. 120-1n.)
tells of a past seduction in the first person, but unfortunately the
opening is lost; centuries later, Ovid, Amores 1.5 uses a similar forTn
for a similar experience (cf. 156n.). The form seems more at home 1n
the ‘ower’ genres: some of Hipponax’s poetry and the short narra-
tive of Catullus 10, Varus me meus ad suos amores | uisum duxerat etc.,
suggest this. If the narrating first person is not explained or em-
bedded, then such poetry looks (auto-)biographical. Suggestive in
this regard are Horace’s Satires, especially 1.5 and 1.9, two ‘journey’
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poems full of ‘effects of the real’ (names of contemporaries, place-
names etc., casually mentioned as if familiar to the reader, cf. 7.1~11,
E. Gowers, PCPS 39 (1993) 48—61); in neither poem is the narrator
named, although ‘embedding’ within the book of the Satires must be
taken into account.

Perhaps the closest Greek analogues for Idyll 7 are in Plato’s dia-
logues. The Lysis begins: ‘1 was going from the Academy in the
direction of the Lyceum by the road just beyond outside the city
wall; when T was opposite the gate where the spring of Panops is
located, I met Hippothales ... When Hippothales saw me approach-
ing, he said, “Socrates, where have you come from and where are
you going?”." Particularly striking is the similarity of the opening of
Idyll 7 to the opening of the Republic: ‘Yesterday I went down to
Peiraeus with Glaukon the son of Ariston to pay my respects to the
goddess ..."; that the narrator is called Socrates emerges a para-
graph and a half later when Polemarchos addresses him by name (cf.
the technique of the Lysis). In both of these openings there is the
same concern with ‘realistic’ detail as in Horace’s Satires and Idyll 7.
The similarity between Plato and T. may be due in part to a shared
debt to the mimes of Sophron (so Weingarth (:967) 77), and T. may
even wish to appropriate Plato, who visited Syracuse, as a ‘Sicilian’
writer.

It is, however, the Phaedrus which seems closest to Idyll 7: a walk in
the countryside in the heat of the day and an exchange of perform-
ances designed to win over a beautiful boy make that dialogue more
specifically important for Idyll 7 than its place in the generic ‘pas-
toral’ tradition would indicate (cf. Intro. Section 3). The Phaedrus is a
purely mimetic—dramatic dialogue without narrative frame; its mode
is that of Idylls 1, 4, 5 and 10. For the rewriting of the Phaedrus in
Idyll 7, however, T. has chosen a different, but equally Platonic,
mode, namely that of the Lysis and the Republic; such virtuosity is
typical of Hellenistic exploitation of the literary heritage. Whereas
in the Phaedrus it is the city-dwelling Socratés who has ‘ironic’ mas-
tery of the conversation, in Idyll 7 it is the rustic Lykidas who plays
the ‘Socratic’ réle; it is as though the Phaedrus has been transposed
into a narrative related by Phaedrus. Secondly, the Phaedrus shows
that responding epideictic performances are no substitute for the
serious business of dialectic philosophy; ‘bucolic’, however, whether
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expressed through ‘capping’ couplets (Idyll 5), prompt and response
{Idyll 6), or juxtaposed gpideixeis (Idyll 7), is concerned not with intel-
lectual progress (as the Platonic Socrates represents it), but with the
pursuit of aesthetic and emotional pleasure and &ovyia (cf. 1.1n.).
The relationship between T., ‘the author’, and Simichidas the
narrator has since antiquity been thought to be more complex than
that between Plato and Socrates. This is not a version of the (point-
less) question ‘Does Idyll 7 describe a real experience?’, but relates
to how we are to understand the poem. It is not impossible that, just
as Asclepiades was ‘Sikelidas’ (40n.), so T. was known as ‘Simichidas’
(for reasons we do not know), and it is just unhappy chance that we
have no other evidence for it. On the other hand, when reading, or
listening to a recitation (by T. himself?), ‘Simichidas ..." in 21 could
have caused real surprise, and in this the Theocritean pattern would
differ from the Platonic. About Simichidas at the time of the festival
we learn that he is relatively young (44), a poet (37-41) and indeed
by his own account already a ‘bucolic’ poet (30-1, 9175); he is
clearly very familiar with Cos and perhaps resident in Cos town (2).
Tov E€ivov ... pev in 11g might suggest that he comes from some-
where other than Aratos” home (cf. 28.6 about Nikias of Miletos);
unfortunately, Simichidas’ song gives no clue to Aratos’ origin,
although both he and Philinos bear names very common on Cos
(105n.). All suggested ancient connections between T. and Cos prob-
ably derive from interpretations of Idyll 7, but at least there is noth-
ing which forbids some kind of identification between Simichidas and
T., and some things positively encourage us to put the two together.
1dyll 6 is addressed to an Aratos {(below, p. 243), and the temptation
to identify the two characters of this name is obviously strong, thus
giving a link between the poetry of ‘Simichidas’ and the poetry of T.
If therefore ‘Simichidas’ was 2 name specially created for Idyll 7,
then ‘Simichidas both is and is not T.” (Bowie (1985) 68); similarly,
the setting of the poem both is and is not Cos, i.e. there is both a
reconstructable and ‘real’ geography and a geography of the mind
and the mythic and literary tradition, just as there are real people
(T.’s patrons in whose honour the poem is written} and the fictitious
creations of song. ‘Bucoli¢” poetry too claims to reproduce the ‘real’
singing of herdsmen, but is only too conscious of its difference.
Lykidas is introduced with detail which suggests that, unlike the
characters and geography of the opening passage, he is new to us.

COMMENTARY: 7, INTRO. 147

Simichidas, however, apparently knows his name, origin, and repu-
tation as a poet, as Lykidas for his part knows Simichidas. Perhaps
we are to understand that Simichidas knows who this is from his
appearance, but has never met him before (Simichidas may never
have ventured into the countryside before and Lykidas never goes to
town, cf. gen.). Lykidas ‘was a goatherd’, but he has no goats, mate-
rialises mysteriously, and apparently speaks only to Simichidas; he is
clearly not simply what he seems, cf. 11~14n. The meeting is in fact
modelled on Homeric ‘encounter’ scenes, one variety of which is the
appearance of disguised gods to mortals, often when they are on a
journey, cf. Puelma (1960), Archibald Cameron (1963) 291~307, G.
Luck, MH 23 (1966) 186—9. The principal such scenes are Priam
and Hermes (Il. 24.322-472), Odysseus and Athene (Od. 7.14~132),
Odysseus and Hermes (0d. 10.274-310), Odysseus and Athene (0d.
13.219-440), and Odysseus/Eumaios and Melantheus (Od. 17.182—
261). Two such scenes are suggestively ‘bucolic’. In Od. 13 the dis-
guised Athene confronts Odysseus on the Ithacan shore: ‘But then
Athene drew near to him; she wore the guise of a young shepherd,
with the gentle air of a king’s son; a lovely mantle fell in two folds
about her shoulders; there were sandals on her glistening feet, and
she held a javelin in her hand’ (13.221-5, trans. Shewring; cf. 7.14-19
with appropriately ‘un-epic’ variations, F. Williams, MPAL 3 (1978)
219~-25). The most important model, however, is the purely human
encounter of Od. 17 (cf. Ott (1972) 144~9, Halperin (1983a) 224~7).
Odysseus, disguised as a beggar, and Eumaios are journeying from
the countryside to the town; Odysseus has borrowed 2 staff from
Eumaios to support himself: “The two walked on over the rugged
path till they neared the city and came to the fountain of fashioned
stone from whose lovely streamlet those of the town drew their
water. Ithakos had built it, with Neritos and Polyktor; encircling it
was a group of black poplars (afyzipor) that throve on the moist
ground; overhead, cool water ran down from the rock; above the
fountain the nymphs had an altar built to them, and passers-by
always made offerings there. At this spot the two crossed the path of
Melantheus son of Dolios; he was driving goats ... When he saw the
others he turned upon them with jeering words ...” (Od. 17.204~16,
trans. Shewring, adapted). Here there is a fateful meeting with a
‘goatherd’, at a locus amoenus dedicated to the nymphs and charac-
terised by a fountain created by the eponymous heroes of the land
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(cf. Bourina); Odysseus’ rags are replaced by Simichidas’ smart town
clothes, and Melantheus’ abuse by Lykidas® gentle mockery, but the
motif of disguise remains, as does Melantheus’ suggestion that the
travellers are interested largely in their stomachs (24n.). T. thus
acknowledges the ‘bucolic’ inspiration of the archaic epic.

A central irony of Idyll 7 is that a ‘bucolic’ poet, who inevitably
works within the social networks of the city and for whom ‘being in
the countryside’ is usually part of a code (g91~2n.), is made to con-
front a ‘real’ creature of the land. The poem is an exploration of
what is at stake in and what are the limits of this metaphorical code.
Lykidas® smile is the poet’s recognition of these limits. As, however,
Lykidas himself embodies the essence of the bucolic (27-9), we
should not be surprised that no clear answer emerges from a search
to define him; as Idyll 1 has shown, ‘bucolic’ poetry does not fit iito
familiar categories. Nevertheless, the Homeric encounter scenes,
particularly the scenes involving gods, are suggestive. At one level,
Lykidas is fashioned as a divine being, presiding over bucolic, and
therefore known by hearsay to Simichidas. For Brown (1981) Lykidas
is Pan, the divine carrier of the AaywPdiov, though the poem does
not hint that he has the feet of a goat. Lawall (1967) 8o—4 argued
that he was modelled on the figure of a satyr, and satyric features
certainly characterise other Theocritean creations (the goatherd of
Idyll 3, Polyphemos in Idyll 11), as well, of course, as Socrates him-
self (cf. above). Much the most suggestive interpretation is that of
Williams (1g71): Lykidas is ‘Apollo himself, in pastoral guise’. The
name will suggest the Apolline title AUxios, changed to conform to
the -idas names of poets {Simichidas, Sikelidas, cf. 4on.); Apollo
Lykios has not vet been found on Cos, though the title is attested on
nearby Kalymna (cf. H. Collitz and F. Bechtel, Sammlung der gr.
Dialekt-Inschrifien 11 1 (Gottingen 1899), no. 3591.5). Moreover, im-
portant place-names of the poem — Kydonia (12), Horomedon (46},
Pyxa (150) ~ have Apolline connections (see notes ad loc.). For ironies
created by such an identification cf. 11-14, 95, 100—1nn. Apollo was
a major Coan god (cf. Sherwin-White (1978) 299—303), and would
have an obvious significance in a poem concerned with the meaning
of a kind of poetry. Nevertheless, however Apolline Lykidas may be,
there are also undeniable evocations of other gods {Pan and
Hermes), and the end of the poem seems to emphasise the ‘Dio-
nysiac’; no Olympian existed ready-made to preside over the ‘new’
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genre, and so T. had to fashion his own eclectic deity (cf. Lawall
(1967) 84); whether we say that Lykidas is Apollo or merely has
marked Apolline ‘characteristics’ may in the end be of little
importance.

Bowie (1985), however, argued that Lykidas is a character from
‘bucolic’ poetry of Philitas (4on.) set on Lesbos, who here meets
Simichidas, a creation (44 TemAacuévov) of T. The poem, which on
any interpretation is likely to be full of echoes of Philitas, is thus ‘an
elaborate compliment to Philitas’ by a younger poet. That there is
much in Idyll 7 which would become clearer if more had survived of
the great Coan poet can hardly be doubted, and Bowie’s case is
ingenious and suggestive; a confrontation with the ‘divine essence’ of
bucolic will, in any case, always involve a confrontation with the lit-
erary heritage in which that essence was constructed and embodied.

The Apolline elements in Lykidas were very important for Virgil.
In Ecl 1 Tityrus recounts how he went from the countryside to
Rome where a ‘divine’ duuenis gave him a responsum allowing him to
continue the pastoral life. This uuenis (Octavian) is figured as the
prophetic Apollo {(cf. Wright (1983) 1:8—20), and the figure in T.
whose function most closely corresponds to that of the fuuenss is
Lykidas in Idyll 7. Cf. further 72-8gn.

Lykidas’ réle is also determined by echoes of the proem of
Hesiod’s Theogony, in which the Muses appeared to Hesiod as he was
‘shepherding his lambs under holy Helikon® (cf. g2); the goddesses
expound the possibility of both ‘true’ and ‘false’ poetry (cf. 44-8),
band Hesiod a marvellous staff, the symbol of both the rhapsode and
those in authority (cf. 43, 128-9), inspire him with a divine voice and
instruct him to sing ‘theogonic’ material. The implication is that
Hesiod was not a poet before the encounter with the Muses, which
therefore represents his poetic investiture (as Apollo appeared to
Callimachus, fr. 1.21-8). Simichidas, however, is already a poet
when he meets Lykidas, and the echoes of Hesied do not so much
explain why Simichidas {or T) is a bucolic poet, as serve to explore
the nature of bucolic itself; so too, the songs which Lykidas and
Simichidas sing both deal with the torments of love, which is con-
structed as the essential ‘bucolic’ theme (cf. Intro, Section g). It is the
Muses who appear to Hesiod because it is they who are the reposi-
tory of memory and true knowledge, the two prerequisites of ‘true’
theogonic poetry. ‘Bucolic’ poetry might seem on the surface to
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require a ‘true’ knowledge of the countryside, as well as of the past
masters of bucolic form {(Daphnis and Komatas); Lykidas fits this bill
perfectly, but his ever present smile marks the irony at the heart of
the “bucolic’ tradition ~ ‘true’ knowledge of the countryside is not in
fact important for the production of ‘bucolic song’. T. explores the
same paradox in Idyll 10, in which the ‘bucolic’ song of the lovesick
Boukaios is set against the ‘Hesiodic” worksong of the ‘real’ country-
man (Id. 10, Intro.). The poem as a whole, therefore, offers us two
versions of ‘bucolic’, one a misprision of the other.

Hesiod’s encounter with the Muses fits a widespread literary pat-
tern of ‘poetic initiation’ (cf. A. Kambylis, Die Dichterwethe und ihre
Symbolik (Heidelberg 1965)). Of particular interest is the story of the
young Archilochus’ encounter with the Muses, which was inscribed
about the middle of the third century in the ‘Archilocheion’ at Paros

(SEG xv 517; A. Kambylis, Hermes 91 (1963) 129-50). In-the evening

the young boy was leading a cow into the town to be sold the fol-
lowing day; he met some ladies who joked with him and said they
would give him a fair price for the cow, which then disappeared;
in its place the boy found a lyre. Subsequent enquiries at Delphi
ascertained that the boy would become a famous poet. Here is an
encounter with the Muses which is teuly PoukoAikéy, takes place on
the road between the city and a specific country location (‘the

Meadows") and indeed at a specific place (‘Lissides’), and which-

defines the kind of poet Archilochus is to become (the jesting ladies
indicate iambic poetry). In Idyll 7 Archilochus is important in the
song which Simichidas sings (120~1m.), and T. wrote an epigram in
his honour (Epigr. 21). In the Parian story, however, Archilochus
really is a PoukdAos, whereas for Simichidas this language has
become a code; the difference again marks T.’s recoguition of the
ironic status of his generic enterprise.

The journey of Idyll 7 ends with an evocation of the promised end
of Odysseus’ wanderings (156n.). That epic of exploration has been
telescoped into a brief journey into the countryside, but one which
encormpasses all of mythic time in its exploration of ‘bucolic’ song.
So too, the style of Idyll 7 is more ‘Homeric’ than almost any other

‘bucolic’ poem (cf. Di Benedetto (1956) 55, 58), characterised by a

very sparing use of the definite article (Leutner (1907) 19).
Idyll 7 forms the primary model for Eelogue g, and echoes of this
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poem are very common throughout the Eelosyes:
g 6 ot g e Lelogues; for Idyll v and

Title, QoMo (Z, K, probably 1% ¢f. 3-4n.), or Aukidas ) Qadloia
(Et. Mag. 273.42 Gaisford, from the commentary of Amarantos (sec-

ond century Ap)). Other variants, €.8. Oailaia 4 tapwoi Sormwdpot
also occur, of. Gow 1 lxx. ?

Modern discussions. Arnott (1984) 333-46; Berger (1984); Bowie (1985);
Brown (1981); Furusawa (1980); Giangrande (1g80) 11g~61; Goldhiii
{1991) 225~40; Gutzwiller (1991) 158~71; Hatzikosta {1982); Heubeck
(r973); Hunter (x9g62) 20~8; Hutchinson (1988) 201-12; Kelly {(x983);
Krevans (1983); Kihn (1958); Lawall (2967) 74~-117; Monteil (1968;
99~124; Ott (1969) 138-73; Puelma (rg6o); Schwinge (1974); Seeck
(1975b); Segal (1981) r10~75; Serrao (1971) 11-68; Stanzel (199;) 269~
93; .Van Groningen (1959); Van Sickle (1975); Walsh (1985) 11-1g;
Weingarth (1967); Williams 1971; Winter (1974 ”
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¥ fig xpbévag &vix’: in contrast to the simple woTé, this form suggests
that the event to be described was of some duration and importance,
and belongs to an era which is now closed, cf. Furusawa (1980) 98-
103, T. Choitz and J. Latacz, Wj4 7 (1981) 86~7, 92—4. The form
may be used for recent events of purely personal significance, but T,
here suggests a distant past appropriate to a poem which is to record
a ‘foundation’ of bucolic poetry, cf. Critias, T7GF 1 43 ¥19 fiv Xpovos
&1 Av &takTos &vlpidmwy Blos kTA., Pl Pre. 320c8 v yép mots
ypdvos &Te feol wpév foav xTA. Edxpirog: a common name
throughout the Aegean (LGPN 1s.v.). Hippotas, son of Eukritos, was
sent from Cos on a public mission in 242 {cf. SEG xu 3814, R.
Herzog and G. Klaffenbach, Asylienurkunden aus Kos (Berlin 1952) 29),
and his father might be an obvious candidate for Idyli 7. The close-
ness of the name to Osdrpiros (OeUkptTos) has seemed to some crit-
ics important. +ov “Adevras the group head west from Cos town
towards the deme Halels, about ten kilometres distant, which seems
to have extended south from a coastal salt lake (modern Alike); its
principal settlement may have been near Pyli, see map and 64n. The
definite article would be very unusual with a deme-name, so ‘the
Haleis’ may be a village or a river (cf. 5.123) in the deme; this form,
like the unadorned names Eukritos and Amyntas, creates the illusion
that both the personnel and the location are well known.

2 &wpivs an ancient grammarian explicitly attests &uiv for this
verse, as Bustathius does for 135; certainty is, however, not possible,
cf. Molinos Tejada 1427, 254-5. Apdvrag: a very common
name, attested on Kalymnos and Rhodes, though not yet on Cos
(LGEN 1 s.v.); Bowie (1996) 99 notes that it is common in Thessaly
and suggests a borrowing from Simonides. Line 132 {where sce n.}
suggests that Amyntas was an eromenos of Simichidas and/or Eukritos,
and therefore may be assumed to be rather younger than his travel-
ling companions; Horace’s ‘Coan Amyntas’ is distinguished by his
sexual prowess {Epod. 12.18).

3~4 ‘Phrasidamos’ is known from both Keos and Attica, and
‘Antigenes’ is common all over the Greek world; Lykopeus is found

only in mythology (Apollod. 1.8.6, Diod. Sic. 4.65.2), but Lykopas is.

the name of a cowherd at 5.62. Family cults involving the heroisa-
tion of the founder and his family were an important aspect of Coan
religious life (Sherwin-White (1978) 363-7), and such a context
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would ccﬂrtainly suit the ancestry which these Coans claimed. Tt
Ay;o'i': this name for Demeter, perhaps originally a hypocoristic of
Anun:rqp (cf. Hopkinson on Call. 4. 6.17), occurs only here in the
bucolic corpus; it is frequently associated with Demeter’s rites (esp.
those at Eleusis) and here adds an appropriate sacral tone. The cult
of Demeter was very important on Cos, and there was a sanctuary
of the goddess in the Haleis deme (Sherwin-White (1978) 305-12)

Philitas {(4on.) wrote an elegiac Demeter which seems to have alludeé
to many Coan traditions, and lines 4—11 very likely echo this poem

cf. 4—7n. ‘ Baddara: an offering of ‘firstfruits’ after the harvest; a;
'the term is a Homeric hapax (II. 9.534), the elevated tone of t&t Anof
is continued. As a title for the poem, it is reminiscent of the pseudo-
Homefic ‘Ez'resione (‘festal garland®), or may be seen as shorthand for

e.g., oi T& BaAUoia &variBépsvor. » ’

4-7 - the two sons of Lykopeus, the noblest [lit. [noble], if
anyt%ung is noble, ...] of those glorious by descent (#rdvw6ev) from
Klytia and Chalkon himself, who created the spring Bourina with his
foo.t, having set his knee firmly against the rock’. For the syntax cf.
Epigr. 17.4 Tév mpda® & T mepioodv dnSomwoiddv, ‘[Anacreon]
[outstanding], if anything is outstanding, among poets of old’
Simichidas identifies his hosts as the very cream of old Coan familie;
whq traced their descent back to a pre-Dorian era (cf. Sherwin-
White (1978) 49). Kiytia (‘Famous Lady’) was the daughter of Mer-
ops, the founding pre-Dorian hero of the Coans, according to 25~
g(c),_ which perhaps derives from Nikanor of Cos’s commentary on
Philitas (cf. Z5—g(0)); she is perhaps to be identified with Kos, the
daughter of Merops who gave her name to the island (Et. iMag‘
507.55 Gaisford, Steph. Byz. s.v. Kés). Klytia’s husband, Eurypylos
son of Poseidon, was an early, if not the first, legendary king of Co;
(cf. 1I. 2,677, Apollod. 2.7.1), and Chalkon was their son (cf. Hes. fr.
432.58-60). For these legends cf. H. Dibbelt, Quaestiones Coae myth-
ologae (diss. Greifswald 18g1), Paton~Hicks (18g1) xii-xv, §61-2.

4 %cﬂ?\év: this word is almost a mannerism with Simichidas, who
uses it four times elsewhere of poets or poems (12, 39, 93, 100) ;nd is
not otherwise found in the ‘bucolic’ poems; it suits his opini’onated
and agonistic spirit.

5 xo®v ‘noble’, ‘well-born’. £ claim the word is Spartan, and the
only other certain occurrences are Ar. Lys. go—1, 1157 in the mouths
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of Spartans, with the meaning ‘in fine condition’. Did Simichidas’
hosts have Spartan connections? Cf. further X Aesch. Suppl. 858.
adTd: the prominence given to Chalkon accords with the impor-
tance of Bourina for the poem.

6 Bodpivav: mentioned ajso by Philitas (fr. 24 Powell) and very
likely to be identified with the modern Vourina (though that name
may be a revival rather than a survival), an important water-source
which supplies the modern town of Cos and lies some 5 km south-
west, above the site of the Asklepieion, cf. G. Zanker, CQ g0 (:980)
373—7. Puelma (1960) 162~3 argued that the spring and its associated
locus amoenus was none other than the site of the thalysia described at
the end of the poem, but this is most unlikely, cf. 135-47n. The
name, if etymologised as ‘Ox-flow’, clearly recalls Hippokrene, the
‘horse spring’ on Mt Helikon, said to have been caused by a blow
from the hoof of Pegasos (Arat. Phaen. 216~23) and beside which
Callimachus placed the encounter of Hesiod and the Muses (fr.
2 = 4 Massimilla, with Massimilla’s notes, fr. 112.6); Hippokrene is
here replaced by a suitably Boukohikéy alternative, in 2 poem which
will rewrite Hesiod’s encounter. In the later Hellenistic period,
Hesiod was thought to have drunk from Hippokrene before com-
posing, cf. [Asclepiades], Anth. Pal. 9.64 (= HE 1018-25), but the
notion cannot certainly be traced as early as T.

Both the real etymology of Bourina and what precisely Chalkon
did are unclear; S offer many competing versions. Nikanor (4—7n.)
explained that the water flowed out from a bull’s muzzle (pis), either
an artificial fountain-spout or a rock thought to resemble a muzzle,
and this explanation is not improbable. Chalkon will have created
the spring by kicking the ground or rock-face, a common aetiology
of marvellous springs, cf. Arg. 4.1446, Matthews on Antimachus fr.
136; in this case the aetiology may have been associated with an
impression in the rock said to have been made by his knee, as
Achilles left both a spring and a footprint behind as he leapt ashore
at Troy (Lyc. Alex. 245~8 &hpa ... odds ... épeious). Although

Corinth had a statue of Pegasos with water flowing from his hoof

(Paus. 2.3.5), the alternative version in Z, that Chalkon set up a
statue with water flowing from its foot, looks like a rationalising
account which would not do proper justice to the marvellous family
legends of Simichidas’ hosts.
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7-9 > Edl. 9.41-2. The verses suggest that the grove miraculously
came into being at the same time as Bourina; that the creation of
water should lead to the growth of trees is a natural idea. For the
reworking of Od. 17.208-10 cf. above, p. 147.

8 alyeipol mreréon te: of. 136n.

9 xAwpoiow xtA. forming a roof with their rich foliage of green
lez}ves’, cf. Arg. 3.220 fuepides YAoepoiot kaTaoTediss TeTdAocIv
(with Campbell’s n.), 3.928. This verse of four words, standing syn-
tactically independent and with ‘end-punctuation, serving to close a
section of narrative with weight and solemnity’ (Hopkinson on Call.
h. 6.87), is of a common type; cf. S. E. Bassett, CP 14 (1919) 216-33.

Xo-11> Eel. 9.59-60; cf. Simaitha’s fateful sighting of Delphis
pfoav kat’ Guagrtév (2.76). The absence of the ‘mound of Brasilas’
marks out the landscape as the presence of the tomb of the eponym-
ous Ilos, beside which Priam encountered Hermes, marks the plain
of Troy (cf. 16.75, Il 24.349); this makes it likely that Brasilas was
another legendary Coan figure (from the poetry of Philitas?), and his
‘mound’ is another way in which T. signals that his ‘bucolic’ poetry
cqnsciously measures its distance from the heroic model. Outside
this passage the name does not recur (cf. A. Heubeck, Ziva dntika 23
§1973)A 17-18). W. G. Arnott, QUCC 32 (1979) 99-105, attractively
identifies this mound with ‘a small hill [modern ‘Meso Vouno’]
shaped exactly like 2 tumulus [which] becomes visible’ about 4 km
from the town. dvupeg: a non-thematic imperfect, as if from
&vum, of. Od. 5.243. The imperfect suggests the steady progression
of the travellers.

1x~x4 Lykidas is introduced as though not known to the reader
{contrast the names of 1—4); whether the narrator’s information
a‘bOut him is to be understood as something Simichidas had at the
time, or something he subsequently acquired, is left mysterious.

xx 7tv’s the much better attested Tév is presumably a mistake
arising from the position of 11", which is not, however, unusual (R~
G 1 665). o8itav: at the end of the poem Lykidas turns off on
the road to Pyxa (130on.), but here it is left deliberately unclear
whether Simichidas and friends overtake him or he just ‘materialises’
(note the ambiguous sUpopss); 21-3 suggest that Lykidas is too
kfmwiedgeabie to travel far in the middle of the day, but at g5
Simichidas assumes (with naive self-centredness?) that Lykidas is
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travelling in the same direction as himself. Of known divinities,
Hermes is notoriously 88105 and Pan is elsewhere elo8os and évéiog
(Brown (1981) 86).

12 266Abve TI® has 46Adv, which is familiar from high lyric and the
Lesbian poets; it may be a ‘learned’ intervention in the text, but cer~
tainty is not possible. The adjective is paradoxically applied to 2
goatherd, as part of the suggestion that Lykidas is not quite what he
seems. obv Meicator ‘[found] thanks to the Muses’, because the
meeting will lead to an exchange of song; we may be tempted, how-
ever, also to hear ‘[a good man] with the Muses’, which would fit
Apollo as well as anyone. KubSwvindy: the best known Kydonia
was a city on the north-west coast of Crete, with no obvious con-
nection with Cos; Steph. Byz. claims that it used to be called Apol-
lonia, which has obvious consequences for the Apolline identification
of Lykidas. Other places of this name were an island off the coast of
Lesbos (Pliny, NH 2.232, 5.140, Bowie (1985) 73, go—1), and cities in
Sicily and Libya. No ancient Coan Kydonia is known, though
KuBeovi& (‘place of the quinces’) is a place-name on modern Cos, in
roughly the right area near Antimacheia, ¢f. G. L. Huxley, LCM 7
(1982) 13. Brown (1981) 84-5 suggests that the phrase evokes a quince-
wood statue of a god, and the passage certainly reads like an
ecphrasis (cf. Call. fr. 114.7-9, the statue of Delian Apollo).

13 Auxidav: not otherwise attested on Cos (though related names
are), but it occurs in both Euboea and Attica (LGPN -1 s.v.).
008¢ xé tig piv %TA. ‘nor when you saw him could you fail to recog-
nise fthat he was a goatherd]’, not (as Puelma (1960) 147) ‘nor when
you saw him could you fail to recognise [that he was Lykidas the
goatherd]’. There is a close reworking of a Homeric formulation
found at I 1.536~7 (Hera realising that Zeus has been with Thetis)
o084 piv "Hpn | Aiyvoinoev i8olo” &1 kTA. and Od. 5.77-8 (Kalypso
recognising Hermes) oU8% wv &vrny | fiyvoinosy i8olon Kaduyod
KTA., combined with a variation of the Homeric mwavTa ECOLKEL,
which is standard in scenes of divine disguise. This may be a way of
stressing the rightuess of Simichidas® identification, but in view of
the fact that in Od. 5 (lines 79~80) Homer goes on to explain that
gods do not fail to recognise each other, we may rather see an allu-
sive way of saying that Lykidas was not what he seemed, because
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Simichidas is not a god and is therefore fallible. There may be a
memory of this passage in Ecl. 1.40~1 neque seruitio me exire licebat | nec
tam praesentis alihi cognoscere dios. wave the Jonic form should
perhaps be retained in this rather ‘epicising’ poem, especially in a
“formula’ which is borrowed from Homer, c¢f. Molinos Tejada
248-53.

14 fryvoineev: the unaugmented form in TT° may be correct, cf,
Gpaivov (8). €Eoy’ ‘to a T"; Lykidas looks so much like the ‘ideal’
of the goatherd that we may well be suspicious. v

15 On the pattern of this verse cf. 61—2n. Aacloto Saad-
Tpxos: the juxtaposition of these synonyms is odd, and its purpose
unclear; the second does not look like an intrusive gloss on the first,
E}raefc proposed Actiolo ‘on the left side’, and Kaibel Aaiowo ...
dupoto.

16 xvaxdv ‘tawny’, cf. 3.5. tapicate: cf. 11.65-6n.; it would
have to be ‘fresh’ to be effective in cheese-making. The town-
dwelling Simichidas has a keen nose for the smells of the country-
side. Lykidas’ rustic odour is a humorous variation on the sweet
smell which normally attends divine epiphany, cf. 4 Dem. 277-8
(with Richardson’s u.), Moschus, Europa g1~2.

18 Lworijpr mhanepdt ‘with a broad belt’, cf. Od 1472 of
Eumaios; neither mhakepdt, which £ gloss as wAarel, nor the vari-
ant TTAokep®d! occur elsewhere, aypreraiw: the ‘wild olive’ is
smaller, bushier and much less valuable than the cultivated version
cf. Lembach (1970) 101. '

19 xopbvav: called in 128 2 AaywPddov, ie. a relatively short
crook, hooked or curved at one end for catching animals by the legs
or throwing after them; Pan is regularly depicted carrying the ‘hare-
killer’, cf. Gow on 4.49, Cameron (1995) 415.

19—20 ‘with imperturbable mockery and a smiling eye he spoke to
me [0 = pot], and laughter hung around [lit. clung to] his lips’, cf.
Longus, D&C 1.4.2 (statues of the Nymphs) uediapa TEpE THY
d¢pUv. In addition to his laughter, here stressed by three different
words in little more than one verse, Lykidas is also characterised
by an air of calm superiority; both are characteristic of the divine:
for laughter cf. Od. 13.287, Call. 4. 3.28 etc., for stillness Eur. Ba.
436~40 (Dionysos), and for the combination Plut. Aemilius 25.4
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&rptua uadidvTes (the Dioskouroi).  cesuptdg: Aelian, VH 3.40
derives o&Tupos from caipew, but the etymology does not seem to be
attested earlier. . o

21 > Eel. 9.1 (in the mouth of ‘Lycidas’). On the form of Lykidas

opening question cf. above, p. 147. Particularly close is Ii. 24.362~g

(Hermes to Priam), ‘Where, father, are you guiding your horses and
mules through the immortal night, when other men are asleep?’;
here it is midday and even the lizards are asleep. This is not the oxixly
‘Hermaic’ quality of Lykidas, cf. 10-1mn. Etp.zxiachu the vocative
without & (cf. 27, 50, 91) is the politer form, cf. F. Wililams, Eranos 71
(1978) 60. Lykidas seems to ignore completely Ev:lkrltos and Amyntas,
who play no further part in the poem until aftef' Lykidas has
departed. This reverses the Hesiodic pattern in Whl?h the Muses
address a plurality of ‘shepherds of the field” but give a staff to
Hesiod, who makes no mention of any companions (7Theeg. 22—34).
w6 ‘you [of all people, a townsman]’, rather than ‘you [like myself]’.
So too, 57 expresses (feigned?) surprise, ¢f. Il 24.201, Od. 21.362,
Denniston 2x0—11. pecapéprov: cf. 1.15-18n. Hesiod’s encounter
with the Muses was later placed at midday (e.g. [Asciepiad:es], {4ntl.z.
Pal. 9.64.1 (= HE 1018)), though Hesiod himself gives no time indi-
cation. nbéSag EAxerg: this phrase normally denotes slow and
laboured movement, whereas the travellers are moving fast (24-6);
Lykidas® irony suggests that Simichidas® feet, if they could choose,
would not be out in the hot sun.

22 > Fel 2.9. Gold-blooded lizards may in fact become more
active in the middle of the day, but Lykidas’ remark has a semi-
proverbial flavour, ‘it’s so hot, the lizards are asleep’. K,ai cai-
pag: for the absence of the article cf. 141, but xé calpos is worth
considering. ‘ '

23 A jokingly pompous spondeiazon rounds off Lykidas’ opening
salvo. EmutopBibiow the crest of the crested lark was likened to
the familiar floral ornamentation on grave-stelae; an aetiology for
the likeness was found in a story that the bird buried its father in its
head, ¢f. Thompson, Birds g6~7, Dunbar on Ar. Birds 472-5. Others
understand ‘which frequent tombs’, cf. G. Roux, RPk 37 {1963) 7§~8.

24 werd Sair’ &xAntog is to be preferred to perd Saita x?xm'.og as
it suits Lykidas’ teasing; the potential doubleness is, however, itself
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part of that teasing. It is parasites who hurry ‘uninvited’ (cf. Arnott
{1996) 611), and this, Lykidas suggests, is what Simichidas might be:
why else would anyone travel in the heat of the day? Cf. the epithet
of parasites Tpexédeimvos (Plut. Mor. 7262 etc.). In the Homeric
model Meiantheus calls Odysseus ‘a troublesome beggar who spoils
feasts’ (Od. 17.220), a prototype of the later ‘parasite’, and in the
Hesiodic proem the Muses abuse the shepherds as ‘mere stomachs’
(Theog. 26). £ explain xAntés as a reference to the suspicions which
the late arrival of an invited guest proverbially arouse. &ordiv: a
pointed jest: even in the countryside, Simichidas does not leave his
city connections behind.

25 Aavév: probably just ‘wine jar’, ‘container’ (or perhaps the
building containing them), rather than specifically ‘wine press’, cf.
25.28 (a similar context) & Anvous 8" {xvelvton v Bépos dplov
EAOnL, . Herm. 104, Preisigke s.v. Giangrande (1980) 130—5 suggests
that Lykidas is teasing Simichidas with hurrying to find employment
as a casual labourer who could be paid in wine. Bpronetg may
suggest an attack or raid upon the wine jars, not merely the speed of
movement. :

25-6 “for {lit. how ... (exclamatory d&s)] as your feet travel along,
every stone sings as it stumbles from your shoes’. zot: for the
dative pronoun followed by a genitive participle ¢f. 2.82—3, K-G 11
111, Serrao (1971) 104. vieoopévolos the verb only here in T.; its
high style, reinforced by the epic -oto, is part of Lykidas’ mock-
ery. néiox Aibag: the feminine may be an epicism, as in classical
and later Greek this is usually reserved for precious stones or statues,
cf. 6.38, Headlam on Herodas 4.21. wmtaiotea: normally people
stumble against stones; here the stones ‘totter’ away as Simichidas’
hurrying boots kick against them. Lykidas' reversal both marks
Simichidas’ intrusion into an alien world where stones, but not
Simichidas, belong and reveals his own peculiarly ‘bucolic’ vision.
apPuAidesory ‘travelling boots’ (Fraenkel on Aesch. Ag. 944);
Lykidas may not be barefooted (cf. 4.56), but Simichidas is certainly
dressed as no countryman ever would be. The epic dative form may
be a further mocking touch (cf. Molinos Tejada 220-1, Hunter
(19962) 33-4). '

27-31 The absence of anything such as ‘So he spoke, and I ...
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and the rapid half-verse display Simichidas’ eagerness to reply. He
first tries to match Lykidas’ jesting with an opening gambit of his
own — encomium and modesty — before actually answering the ques-
tions, cf. Serrao (1971) 24~5; his words, however, reveal his commit-
ment to an urban world of competition, self-regard and reputation.
This opening exchange is itself 2 version of the preliminary
exchanges which precede the ekphrasis and song in Idyll 1 (cf. r.12—
23n.) and the song contest itself in Idyll 5; whereas in those poems
the herdsmen manceuvre for spatial position, here the game is rather
about status.

28 ouvpixtav péy’ dmeipoyov: the epic adjective applied to a
humble status is an atterapt to match Lykidas at his own game, but
Simichidas is, in any case, presented as someone who deals in sim-
plistic value-judgements, cf. g4. ‘Syrinx-player’ here denotes a bucolic
singer, who punctuates his song with piping, and there is a pointed
contrast with &o186v in 38, cf. Hunter (1996a) 21—2. ‘By far the out-
standing syrinx-player’ would in fact suit Pan very well (cf. above,
p. 148). ‘Herding’ and ‘reaping’ are occupations accompanied by
song, but the words have also a generic resonance in the wider con-~
text of T.’s poetry: many of his characters are ‘herdsmen’ - Idyil 4 is
entitled Nopsis — and Idyll 1o is an exchange between two reapers.

29 Bupdy taiven: another high-style epicism. Simichidas disclaims
the envy and jealousy (¢86vos) which was traditionally thought to
mark relations between poets (Hes. WD 26), but the following chal-
lenge at least complicates his generosity of spirit.

30 xat’ éudv voov: repeated in 39, the phrase suggests how keen
Simichidas is for Lykidas’ approval, and it acts as 2 bait to lure him
into an exchange of songs. Cf. 35—6n.

32 Demeter is normally portrayed in art ‘in a glorious robe’ (cf.
Roscher 2.1339—79), but the sacral tone of the epithet suggests an
answer to Lykidas® teasing: ‘I'm no parasite, this is serious business

33 $ABw &mapyépevor ‘making a firstfruits offering from their
wealth’. niovt wérpwt ‘with overflowing measure’; Demeter is
pictured as ‘measuring out’ the harvested grain, and the adjective
which applies to the produce itself {cf. 143) is transferred to the mea-
sure she offers, Cf. Call. . 6.132—3 And | Bewoel wavt EmiueoTa,
‘Deo will give them everything in full measure.’
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34 Fiﬁu?LSov: predicative, ‘{has filled their threshing-floor] so that
it is rich in grain’. Barley and wheat were the two most important
grains 'fhroughout the Greek world, but v6 kp? may be used of
‘grain’ in general, not specifically barley. The adjective occurs else-
where only at Adaios, 4nth. Pal. 6.258.6 (== GP 10), a farmer’s prayer
to Pemeter accompanying a sacrifice on the threshing-floor, o 5&
Kphibwovos &poupav | w&v #ros elxpiBov ke ToAUTIUpoy &youg
where the sense ‘rich in barley’ is plain. '
35~6 > Ecl. 9.64~5. Euvé . .. §uvas for this anaphora cf, Hes.
fr. 1.6 M~W, drg. 1.336-7, 3.173. 686¢s cf. 11-14n. &g: the
sense ‘dawn’.is sometimes felt only weakly, if at all (cf. 12.1 16.5
17.59, Reed (1997) 145), but here the nuance, in an utterance of, semi:
proverbial flavour, is perhaps ‘no one owns the sunlight’, ¢f. ‘the
common sun’ of Men. frr. 416, 737 K~T. BouxoAiaadmeaBas
cf. Intro. Section 2.  évaaci: the claim that each might learn
something about the technique of singing from the other is particu-
larly amusing if Simichidas is talking to a divinity (Apollo!). Never-
thcif:ss, whereas Lykidas is a universally acknowledged master of
‘syr1nx—Playing’, Simichidas’ prowess in that direction is just a mat-
ter of h1§ own private opinion (30, cf. 92-3), although he does claim
a matching reputation in the wider field of poetry; each therefore
may 'havc something to offer the other. Such altruism sharply dis-
Elngu1shes this ‘bucolic exchange’ from the contest of Idyll 5 (cf. 5.69
ovaonis). Eel. 9.64 cantantes licet usque (minus uia laedet) eamus perhaps
suggests that Virgil understood the meaning to be that song takes
some of the wearisomeness out of travel.

37—41 > Ecl. g.32-6.

37 nai yop éy@ ‘for indeed I ..., explaining why Lykidas might
derlw? some benefit from the exchange of song, cf. 5.134, 6.29
Dcr'lnlston 108-9, Hunter (1996a) 22. Despite Ecl. 9.32~3, the’ atltcrj
native explanation, ‘for I too ..., does less justice to the inherent
contrast between ‘syrinx-playing’ and ‘poetry’ in a wider sense (35~
6n.). Motadv: the Muses belong to the wider world of all poetry
whereas, as Simichidas knows (gr—2n.), it is the Nymphs who particj
ularly preside over ‘bucolic song’. xamupov: perhaps ‘clear’
‘pure’, cf. Eel. 9.36 argutos ... olores, P. E. Legrand, REG 20 (19073
10~17.

38 &yo 8¢ tig utA. ‘but I'm not a credulous sort of person’.
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39 od Agv: cf. 6.220. A&v may have been felt as a dialect form of
Ala, although the ancient grammatical tradition explained it as a
Doric form of v, cf. H. L. Ahrens, Phil. 23 (1866) 206~7. At 4.17 it
is placed in the mouth of an Italian herdsman. 0d ... m@ ‘not
yet’ (). xar’ Epov véov: cf. 27-31n. E0BA6v: cf. 4~7n.

40 Simichidas names two great pocts, both rather older than T,
but both probably still alive at the time of composition. ‘Sikelidas is
Asclepiades of Samos (HE u 114—18, Fraser (1972) 1 557-61, Hunter
(19962) 19—20); the origin of the name Sikelidas is unknown (2 claim
that it is a patronymic), but it does not seem to have been a ‘dis-
guise’ or code-name, and Asclepiades might have used it himself, cf.
Hedylos apud Ath. 11 4732 (= HE 1860), Meleager, Anth. Pal. 4.1.46
(= HE 3971). Almost all that survives of his poetry is epigrams, in
which field he exercised great influence — his fondness for
komos-motifs may be important for 122—4 — but we know that he also
wrote lyrics (Idylls 28 and 30 are in ‘asclepiads’), choliambs and hexa-
meters; such variety foreshadows the poetic range of T. himself.
There is no sign in the extant remains of ‘bucolic’ poetry. He is
listed among the “Telchines’ who criticised Callimachus (Sckol. Flor.
to Call. fr. 1 (p. 62 Massimilla)); behind this may lie their difference
of opinion as to the merits of Antimachus® Lyde (cf. Krevans (1993),
Cameron (1995) 303~7), but there is no obvious sign that Ascle-
piades’ relations with Callimachus are relevant here (pace B. Effe,
WA 14 (1988) 87-g1). Philitas (the spelling in -itas accords with
Coan inscriptions, cf. W. Cronert, Hermes 37 (1902} 212-37, C.-W.
Mailler in Steinmetz (19go) 27-37) was the greatest scholar and poet
of the generation before Callimachus (cf. Call. fr. 1.g—12). He came
from Cos, as the absence of any indication in this verse suggests, and
is said to have taught both Zenodotos and the future Ptolemy Phil-
adelphos; his poetry included epigrams and hexameter and elegiac
narratives (cf. §—4, 4—ynn.), and it was as an elegist that posterity
particularly celebrated him. There are no clear signs of ‘bucolic’
fragments (cf. 3.40—51n.), but the remains are exiguous. For Philitas
cf. CA pp. 9o—6, Kuchenmiiller (1928), Pfeiffer (1968) 88-93, Knox
(1993), L. Sbardella, QUCC 52 (1996) 9g—1:9, Hunter (1996a) 17—

19. vixnpi: Simichidas thinks in terms of (formal or informal)
agones, cf. 6.46, 8.84; for the form of the verb cf. 1.36-7n.
4x Simichidas produces what he regards as a suitably ‘bucolic’
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comparison (cf. 1.136, 5.29, and the following érrivadss). &kpidss, a
word for more than one type of grasshopper or cricket (cf. Davies—
Kathirithamby 135-44), were kept in cages and admired for their
song (Anth. Pal. 7.189, 190, 192 etc.); the sound of frogs, on the other
hand, is often represented as unlovely (EB 106) or tiresome, except
of course by frogs themselves (Ar. Frogs 205-7, 213, 229—32). Serrac
(1995) 147 suggests that the fact that frogs puff themselves up even to
the point of bursting (¢f. Phaedrus 1.24) is relevant here: for Sim-
ichidas to compete with Asclepiades or Philitas would be like the
ludicrous frog who tries to break the bounds of nature. This expla-
nation sits well with 47-8, but suits a competition with crickets less
well than the competition with an ox of the fable tradition.

42 émivadeg ‘with a purpose’; everything Simichidas has said has
been designed to draw Lykidas out. a8 yehdooag: cf. 1g—20n.,
Cameron (1995) 41215, W. Beck, LfgrE s.v. yeA&ew 1 22 ‘with 480 ...
perhaps chuckle, chortle derisively and for maliciously at another’s pain or
humiliation’; we may therefore interpret &8¢ rather differently than
does the narrating Simichidas. The better attested yeA&Eas may be
right; at 128 it is read by both papyri and MSS, and -&lew for -dw
may have been regarded as a Sicilian feature (Herakleides apud
Eaustath. Hom. 1654.18, K~B 1 158~¢). Such forms can, however,
arise as learned ‘corrections’ (cf. 2.115), and Idyll 7 is an epicising
poem.

43 Cf. Ecl. 5.88. The offer of a gift before the exchange of songs is
a version of the wrangling about prizes at 5.21~30. That Simichidas
does not give Lykidas a gift is a further sign of the latter’s superi-
ority. Swpvtropar: the required sense is ‘I have it in mind to
give/offer’, but though verbs in -0t are common enough in Attic
(Schwyzer 1 783), it is unclear why Lykidas should be given such a
form. It may characterise Lykidas with a dialect colouring obscure to
us {cf. Gallavotti (1952) 100).

44 ‘[because you are] a young plant all fashioned by Zeus with a
view to truth [cf. LSJ s.v. éwi 8 11 2]°. Simichidas’ propensity for
‘truth’ was evidenced in his (ironic) refusal to claim parity with
Asclepiades and Philitas; Lykidas now (ironically) takes him at his
word — he is indeed no match for them. That not all is as it seems is
made clear by the play of paradox. wemAaouévoy, ‘fashioned’, ‘edu-
cated’ (cf. 13.14 Temovanévos), also suggests ‘made up’, ‘invented’,
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‘not true’ (cf. Pl Tim. 26e4—5 ) TAaoBivra uibov &GAN &Anbivov
Aéyov, LSJ sv. mwAdoow v); Segal (1981) 170-1 well translates
“fictioned for truth’. Simichidas 75, of course, at one level a ‘poetic
fiction’, but his (fictional) devotion to truth recalls what had been the
key issue of Greek poetics ever since Hesiod’s Muses had proclaimed
their ability to speak both ‘lies, like real things, and the truth’ (Theog.
27-8, of. above, p. 149). Moreover, the apparent appropriateness
of I will give you a staff {from an olive-tree] because you are a
plant ...’ is undercut by the crookedness of the staff in question
(19n.); crookedness is always, particularly in Hesiod {oxoMds etc.),
connected with untruthfulness and dishonesty, whereas straightness
(i80s etc.) is the sign of the truth. Simichidas is thus as shifting and
illusory as poetry itself. Cf. further Serrao (1971) 43-52, id. (1995),
who sees here the notion that a poet should confine himself to kinds
of poetry to which he is naturally, ‘truly’ suited.

456 In Lykidas’ view, it is as absurd and objectionable to try to
compete with great poets as it is for a builder to try to build a house
as tall as a mountain, presumably in the belief that there is intrinsic
value in size per s¢; such activity is hybristic and is certain to end in
disaster. There may be some event of recent or past history alluded
to here. That Mt Dikeo is not, in fact, very high (as mountains go)
suits the creation of a local, ‘bucolic’ world. téxTwy: the crafts-
man or carpenter is a familiar analogue (or contrast) for the poet, cf.
Diegesis 1x 37-8 (Pfeiffer 1 205) describing Callimachus, lambus 13
oUBE TOV TEkTova TI§ méugeTal Toluadf oxreln TeKTAOMEVOY,
Asper (1997) 190—3. ‘Weopébovrog: almost certainly to be identi-
fied with Mt Dikeo, the highest ridge (over 800 m) in the chain visi-
ble on the left to Lykidas and Simichidas as they walk along. In
Asphendiou (130n.) at the foot of Dikeo was found an inscription
attesting to a cult of Apollo ‘Wpouédev, ‘ruler of the seasons’, an
epithet of Apollo found also in imperial texts, cf. R. Herzog, Heilige
Gesstze von Kos (Berlin 1928) 17, 20, IG xu 5.893, Epigr. 1036.2 Kaibel;
if Lykidas is in some senses Apollo, this will have 2 particular appro-
priateness, although X associate the mountain with Pan, as indeed all
mountains are the haunts of that god. The name also occurs as that
of an initiate at Samothrace in the second century, and he may
come from Cos (cf. F. Salviat, BCH 86 (1962) 275-8). £ know only
"Wpo-, not ‘Wpo-, but they are much influenced by the etymology
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‘mountain-ruling’. The variant EUpupédovros is defended by H.
White, Corolla Londiniensis 1 (1981) 159~65.
47-8 > Ecl. 9.36. Lykidas’ second example of pretentious self-
Iassertion is poets who try to compete with Homer. The natural
UTference is that a more sensible course is to pursue a type of poetry
different from the Homeric, like Lykidas® coming ‘little song’ (td
pe?‘\t’/ﬁpzov), Such a poetics, if it deserves the name, has obvious
gomts of contact with Callimachean aesthetics (51n.). Moroéy
dpviyeg: poets are traditionally compared to birds (Nishet—Hubbard
Introduction to Hor. €. 2.20), but xokxUZovres {cf. 124) suggests tha;
these poets are cockerels, a notoriously aggressive and self-important
bird, as well as one prone to crowing at the most inappropriate
tizlncs, cf. CPG 2.712 ‘more quarrelsome than cocks’, M. Cantilena,
Ezkamfos 3 (1992} 179-97, 5 (1994) 213~15. If s0, the pretension of the
poets is marked by. the colloquial Spvis ‘cock’ (LSJ s.v. 1) alongside
the grand Moic&v; the cockerel struts around its own narrow farm-
yard, but the fame of the ‘singer of Chios’ knows no bounds. As a
contest of types of bird is envisaged, we are perhaps to understand
that ‘the singer of Chios’ is here imaged as a swan, a bird particu-
larly associated with Apollo {cf. Call. . 4.249-54, where swans are
Movodewv dpvifes, and Virgil’s olores, Eel. 9.36) or perhaps a night-
ingale, cf. 5.136~7 ol BemiTéV, Adkewov, ToT” dndéva kicoas épiodew,
| 008" Emomas kUkvoior TV &, & Téhav, fooi drheydis. Xiov
&oidév: cf. 22.218, Simonides fr. eleg. 19.1 West; 4. 4p. 172 already
exp}oits a supposed Chian origin for Homer. The ‘singer of Chios’ is
an instance of a common way of referring to a poet (cf. Krevans
(1983) 205~7, J. Farvell, Vergil’s Georgics and the traditions of ancient epic
{New York / Oxford 1991) 27-60), but here there is a particular
point. Idyll 7 evokes a vibrant world of poetry in the eastern Aegean:
in order from south to north, we have Clos, Samos and Chios, and
soon our thoughts will move further north to Lesbos. The ‘singer of
Chios’ is a part of that world: indeed the suggestion may be that
ﬁhere can only ever be one Chian poet. étwote poybiovri: as
in the parallel passage at 1.38 the spondeiazon marks the pointlessness
(and unmusicality?) of the crowing. There may well be a reworking
of \Pind, Ol 2.87-8 padovres ... kbpakes ds &xpavta yapuétwy |
Aos mpds Spvixa Befov, which was interpreted (X, pp. ¢8-g
Drachmann) as a reference to the attempts of Simonides and
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Bacchylides to rival the Pindaric eagle, <f. A.-T. Cozzoli, QUCC 54
{1996) 14~19.

49 Cf. Intro. Section 2.

50 At this stage should come the decision as to who is going to
sing first; instead of simply claiming that right, Lykidas modestly
offers a ‘little song’, not in the hope of ‘winning’, but to see if it
meets with Simichidas’ approval. The aposiopesis suggests his diffi-
dence, cf. Ott (1972} 140 n. 15.

sx > Eel. 5.13~14. &v dper: cf. g2. The model here is Hesiod
{Theog. 23), though Lykidas, unlike Simichidas, would be perfectly at
home in the mountains. Eendvaoas cf. §.18-20n. EKTOVEIV sug-
gests an ideal of highly polished work in which every word counts,
of. Thucyd. §.38.2 1o elrmperds ToU Adyou ékmoviioas, Philitas fr. 10
Powell TroAA& noyfoas, Herodas 8.71 Tous éuols woyxBous, Ecl. 10.1
extremum hunc, Arethusa, mihi concede laborem, Hor. C. 4.2.31—2 operosa . ..
carmina. Callimachus notoriously regarded such poems as Aemwov (fr.
1.24, Epigr. 27.3—4, about Arat. Phaen)). Such an ideal has very close
links with written, as opposed to oral, composition; a solitary ‘goat-
herd on the mountain’ would have a lot of time to devote to his
poem, but not normally the equipment or skills for written composi-
tion. #€smévaoa thus calls attention to the ambiguous status, not just
of the included songs, but of T.’s poetry as a whole: ‘bucolic’ poetry
might be thought to demand impromptu improvisation, but Lykidas
knows better than that,

52-89 Lykidas begins with the prophecy of a safe voyage for
Ageanax to Mytilene, ‘if he saves Lykidas from the fires of Aphro-
dite’. He then imagines his celebration for Ageanax’s safe arrival; he
will have a party and listen to songs about mythic ‘bucolic’ poets.

Lykidas’ song is obviously rich with echoes of earlier poetry, even if
many of these cannot now be recovered; for Simonides fr. eleg. 22
West cf. ZPE 99 (1993) 11~14.

The first part of the song is a version of what came to be known
as a propemptikon, i.e. a poem or speech (cf. Men. Rhet. pp. 126-35
R-W) wishing a safe sailing for someone departing. In view of
Ageanax’s destination, examples in Lesbian poetry may be particu-
larly relevant: Sappho fr. 5 Voigt is a prayer to Kypris (?) and the
Nereids (cf. 7.59) for the safe return of her brother, and fr. 15 Voigt
is a scrap of what may have been a similar poem: Jevto.[ (line 2}
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suggests 7.62. Alcaeus fr. 286 Voigt seems to have wished someone a
safe sailing now that the winter storms are over {cf. Hor. C. 1.4). The
form is familiar in the Hellenistic period (Call. fr. 400, probably
pacderastic, SH 404, Dioscorides, Anth. Pal. 12.171 (= HE 1515-18))
ar?d was very popular with Roman poets (cf. Hor. C. 1.3 (with
Nxsblet—Hubbarci’s Introduction), Prop. 1.8 (with Fedeli’s Intro-
duction), Gairns (1972) Index s.v. propemptikon). Lykidas combines
propemptic material with a sophisticated exploitation of the idea of
‘the stormy sea’ of love. The calming of the sea will reflect the
soothing of Lykidas’ torment: if Ageanax reaches Mytilene safely

Fhen both he and Lykidas will be saved from ‘shipwreck’; for these;
ideas cf. Men. fr. 656 K-T, Cercidas f. 2 Livrea—Lomiento, Mele-
ager, Anth. Fal. 5.190 (= HE 4316-19), 12.157 (= HE 4642-5), A

Lesky, T/zleatta. Der Weg der Griechen zum Meer (Vienna 1947) 247:—83~
M. R. Falivene, QUCC 42 (1983) 129~42, K. Gutzwiller, C4 11 (1992;
199—202.

52 &soerars the assertion rather than the wish may simply den
thfe fst{-ength of Lykidas® desire, but it may also be ayfuncfizn of Zt:
‘divinity’: Apollo was the god of prophecy, and Apollo *Eupdoios
was an obvious god to receive propemptic prayers (cf. Arg. 1.400~24)
— here the situation is reversed and ‘Apollo’ himself is saying good-
bye, w_ith a paradoxically conditional prophecy. Among Apollo’s
eromenot celebrated in poetry are Hyakinthos, Admetos (cf. Call. 4.
2.47-54 where a pastoral Apollo ‘burns’ with desire) and the beau-
tiful goatherd Branchos (Call. fr. 229). Ayeavaxti: the name is
rare, though of regular formation, and both Agenax and Hegesianax
are common enough; Bowie (1985) 73 notes the ‘frequency of names
n -anax or -anaktides on Lesbos, and particularly in Mytilene’.
Lawall (1967) 8894 connected the name with the &va€ of 79: Agea-
nax was a ‘prince’ with whom the lowly goatherd had fallen in love.
Of itself, however, ‘Ageanax’ is not necessarily an aristocratic name
(cf. G. Giangrande, 7HS 88 (1968) 170), though Lykidas’ song may
have contributed something to Ecl. 2.1~2 formosum pastor Corydon
arde.bat {ilexz'n, | delicias domini, nec quid speraret habebat. The ‘object of
d‘es;rc.’ is, of course, always the lover’s ‘master’, whatever the social
situation. Muzidfvav: the normal form up to ¢ 300 B, after
which MituAfvy, the form standardly found in MSS, stz;rts to
appear (cf. RE xv1 1411-12). For T'. the matter must be doubtful, but
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in this song we might have expected the older form with its associa~
tions with Lesbian lyric.

53—4 ‘both when the Kids appear at evening and the south wind
harries the waves of the sea, and when Orion sets his feet upon
Ocean’. The constellations of the Kids (Haedi), obviously of special
interest to a goatherd, and Orion, particularly at its setting (cf. Hes,
WD 614-26), are both associated with stormy weather which is bad
for sailing; the lines refer to a time in late October or November,
but the point does not lie in chronological specificity: if Ageanax
‘saves’ Lykidas, he will have a fair voyage whenever he sails, even if he
sails at the least propitious time of the year. Weingarth (1967) 129
understands the lines as a strategy of Lykidas to delay Ageanax’s
departure, but this depends on the interpretation of 55-6 (where see
n.). xdrayv: the only example of &v in the ‘bucolics’, perhaps
appropriate to Lykidas’ high-style song (cf. Hunter (1996a) 42).
vétag: a moderate south wind would in fact be useful in sailing from
Cos to Mytilene, but poetry associates this wind with dangerous
storms, cf. Hes. WD 675 voTo1d Te Sewvds &ntas, Hor. € 1.3.14 (in a
propemptikon), and that is the point here. Bypd: high-style, cf.
22.167, Pind. Pyth. 4.40, Friis Johansen—Whittle on Aesch. Suppl.
258-9.

55-6 Cf. Eel. 2.68. How is Ageanax to ‘rescue’ Lykidas: by yield-
ing physically to Lykidas’ desire (cf. 2.131—3) or by going far away so
that the passion will abate (so Heubeck (1973) 11~13, Seeck (19752),
Furusawa (1980))? S$52-6h understand the conditional of 55 as the
equivalent of a purpose clause, and the second alternative seems
both to suit the choice of verb, ‘protect from’, ‘rescue’, and the
imaginary narrative. The satisfaction of desire normally leads only
to increased desire, and it might be thought odd that Lykidas would
be happy to see Ageanax sail away once he has begun a physical
relationship with him; the menace of stormy weather might be a
subtle reminder to Ageanax that he would really be better off stay-
ing (cf. Cairns (1972) 164), but that does not seem to fit the tone of
the poem. Rather, Ageanax should go far away as soon as possible,
even at a time of bad weather, so that Lykidas’ pain will lessen; he
will not forget the beloved boy (69—70), but the raging fire will give
way to calmer passions. Such an interpretation also suits the subject
of Simichidas’ following song. oy Avxibav: the use of his own
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name suits the grand, oracular tone of 52-5; the sudden intrusion of
the first person in 56 is to be felt as an emotional break in
stylc‘:. émredpevov: cf. 3.18~20n. The imagery is ubiquitous in
ancient poetry, but Sappho fr. 38 Voigt &mrais &upe (context
unknown) may be relevant. While Ageanax is to sail on the water

Lykidas burns with fire: the contrast is heightened by the fact tha;
Aphrodite is connected with the sea as well as with the fire of love

Ef' Meleager, Anth. Pal. 5.176.5~6 (= HE 4026~7) 8aipa 8¢ pot mb;
Gpa Bi& yAavkolo paveica | kUpartos i Uypod, Kurpr, ob mwip
rérokas, Nisbet~Hubbard on Hor. ¢, 1.5.16.

57-8 Cf. Ecl. 9.57~8, a typically Virgilian combination of 2.38—9g
and the present lines (can the identity of line numbers be a coinci-
dence?), X&Axvéveg: ‘halcyons’ were believed to bear their
young at the winter solstice and, when calm, the fourteen days
around the solstice were the ‘halcyon days’, cf. Arist. HA 5 542b4—17
Thompson, Birds s.v., Bémer on Ovid, Met. 11.410-748. Halcyon;
were early identified with the kingfisher, and Aristotle was able to
give a detailed description of this truly rare avis (HA 8 616a14~18
‘not much bigger than a sparrow; its colour is dark blue and greer;
and purplish ... its beak is on the green side and is long and nar-
row’). “The halcyons will calm the waves ..." may simply be a way of
saying ‘it will be as calm as on the halcyon days’, but perhaps there
is an idea that halcyons themselves can affect the weather (with their
beautiful voices?, ¢f. Thompson, Birds 47); at Arg. 1.3084~1102 the
appearance of a halcyon is an omen of corﬁing good weather. It may
be relevant that Demetrius, On style 166 lists the subjects of Sappho’s
poetry as ‘loves and spring and the halcyon’. T& xOpaTa Tav TE
8dRacoav: cf. 11.49. The phrase amounts to ‘the waves of the sea’
but the accumulative series of four nouns emphasises the complcté
stillness which will take over; on ‘hendiadys’ in Greek cf. D. Sansone
Glottfz 62 (1984) 16~25, Laura Rossi, AION 15 (1993) 121-44. zé\:
e vérov T6v v’ ebpov: storms are often conceived as battles between
winds, cf. Il. 16765 s 8 elpds Te véTos T EpiBaivetoy &AAf Aoty
0d. 5.295-6, Prop. 3.15.31-2, Hor. C. 1.3.12-16 (a propemptikon),
1.9.9~1I. éoyata ‘in the lowest depths’.

5’9—60 > Georg. 1.399. YAavxais Nnpnict rai 1e utA. ‘who
(zai e, relative) of birds are most dear to the green Nereids’.
Taikn and TAaukovdun are the names of individual Nereids {Hes.
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Theog. 244, 256), and Nereids have a prominent réle in propemptic
poetry, as they were believed to have power over the winds (cf.
Hes. Theog. 252—4, Hdt. 7.191.2) and to protect travellers, cf. J. M.
Barringer, Divine escorts (Ann Arbor 1995); other Nereids include
yAaukd ... Tadvea (Bur. Hel 1457-8) and Ebmwourrn (Hes. Theog.
261). doo1g Té mep ¢E dAdg dypu ‘and to all whose catch comes
from the sea’, i.e. fishermen. The transmitted doais presumably
arose from the feminines of 59.

61~2 Lykidas now imagines that Ageanax has ‘got the message’
and is indeed about to set sail; he therefore wishes him a fair sailing
in the more conventional optative. Those who understand 55-6 as a
request to Ageanax for physical intimacy must explain that this has
taken place in an imagined gap before these verses. Lykidas’ prayer
is addressed to no god: perhaps he does not need such assistance.
et ‘opportune’, an extension of the more usual sense ‘in due sea-
son’ (0d. 9. 131 dplx wavTa at line-end, Hes. WD 630 autds &
bpaiov pipvav wAdov), cf. Arat. Phaen. 153—4 & 8% TAbos OUKETL
kdrens | dpros. Others prefer dpia ‘favourable’, as a hyper-Doric
form of oUpta, the standard adjective in such a context. yévorto

. Ixotro: a rhyme of the final two syllables of the verse with the
two syllables before the caesura is rare (cf. 15, 1.96, 24.9, Kidd on
Aratus, Phaen. 360), though very familiar from medieval Latin
(‘Leonine verses’). Both here and at 24.9 the effect may suggest a
(sub-literary) magical incantation: Lykidas’ very words work to effect
a safe voyage for Ageanax. The style of Ecl. 8.80, limus ut hic durescit,
et haec ut cera liquescit (love magic), is thus suitably “Theocritean’, as
well as indebted to the magical spells of the sub-literary tradition (E.
Norden, Die antike Kunstprosa (Leipzig 1898) 11 813—24). ebmAoog:
the nominative makes clear that Ageanax is the subject of ixotro.
The transmitted sdwhoov has been defended as a ‘transferred epi-
thet’ actually referring to Ageanax (G. Giangrande, Mnem. 33 (1980)
356~7) or as a reference to the idea that harbours too are dangerous
places (cf. F. Cairns, Mnem. 31 (1978) 72-5). For further discussion cf.
H. D. Jocelyn, Mnem. 34 (1981) 316—21, A. Andrisano, MCr 21/2
(1g86/7) 267—75. Prayers for sUmAoix were a standard element of
{real and literary) departures (cf. D. Wachsmuth, TTOMIIMOZ O
AAIMWN, Untersuchung zu den antiken Sakralhandlungen bei Seereisen (Diss.
Berlin 196%) 466—79), but the cult of Aphrodite EimAoix at Knidos

COMMENTARY: 7.63-65 171

(Paus. 1.1.3) adds point here: Aphrodite will save Ageanax, if he
saves Lykidas from her. Gppov: ‘Mytilene has two harbours, of
which the southern can be closed and hoids only fifty triremes, but
the northern is large and deep, and is sheltered by a mole’ (Strabo
13.2.2).

63~4 > Ecl. 2.47-50. As often in propemptika, Lykidas promises to
celebrate Ageanax’s safe arrival; here the promised celebration does
not involve sacrifice, perhaps because the singer himself is divine.
How Lykidas is to receive news all the way from Lesbos on the same
day as Ageanax arrives is a question we perhaps should not ask, but
if he were divine there would be no problem at all: Apollo needs no
messengers {cf. Pind. Pyth. 3.28-30, Apollo’s ‘all-knowing mind?).
Although Lykidas will have musicians and others (715 66) around
him, there is no sign that he will have fellow-symposiasts in the full
sense (contrast the otherwise similar Ar. Peace 1131~9); he therefore
drinks alone, an activity which the iconographic tradition particu-
larly associates with gods, cf. M. Steinbart and W. Slater, JHS 117
(1997) 203—11. dvfTivov: fragrant dill is often mentioned as a
garland flower, cf. 15.119, Alcaeus fr. 362 Voigt, Sappho fr. 81 Voigt,
Thphr. HP g.7.3. Aeuxolwvs i.e. Tov T Aeukdy, perhaps ‘stock’,
but the identification is uncertain, <f. Lembach (1970) 158-60.
dvrdoawy: cf. 3.21-3n. Poets treat the disintegration of a sympo-
siast’s garland as a sign that he is in love (Call. Epigr. 43, Ath. 15
670a), so the verb here may indicate Lykidas’ release from passion,
however that is to be understood (55-6n.).

65 7ov Tredeatindv olvov: the definite article serves the clarity
(enargeia) of Lykidas® vision: he imagines the party as taking place,
‘and I shall take the wine of Ptelea (which lies at my side)...’ The
reference of the adjective is quite obscure. I allege that Ptelea was a
place on Cos which, if a guess, is a reasonable one; Ptelea and Pte-
leon are not uncommon place-names {a Ptelea was associated with
Ephesos, which would be geographically appropriate, and there
were Arcadian and Attic Pteleas, the latter a deme of the phyle
Oineis ‘of the wine’, cf. RE xxint 1478~9). Wilamowitz (1924) 11 138
suggested that the reference was to TTéAn (cf. modern Pyli) in the
Haleis deme (see map); it would suit Lykidas’ party if he was to drink
a very local wine, but that TTtehéx was a dialect form, or transparent
distortion, of TTéAn is not clear. Others follow Zb~—c in understanding
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that the vines have been trained on elm-trees {wreAéat), an inter-
pretation to which Kol 2.70, semiputata tibi frondosa wuitis in ulmo est,
may allude.

66 This line has been taken to show that Lykidas® celebration will
be indoors, and presumably in winter (53—4); by contrast, the song of
the townsman Simichidas will largely be set out of doors. If so, the
difference would mark the wider scope of Lykidas’ sense of ‘the
bucolic’. aTiPds (67), however, more naturally suggests an outdoor
setting. xoapov: the collective singular (cf. 1.49, 53, 11.10, 14.17,
K~G 1 13-14) is very common in the food lists of comedy, e.g.
Ephippus frr. 12—13 K~A. ‘Beans’ of all kinds — here probably
‘broad beans’ — appear in literature both as the food of the very
poor and, as here, as a Tpdynux (‘nibble’) accompanying the drink-
ing of wine; in the latter case the resonance is of simple pleasures or
even the Golden Age, cf. Xenophanes fr. 13 G-P w&p mupl xpf
Tolalita Aystv Xetwévos &v Hpmt | Ev khivnt padakiil kaTakeipevoy,
fumhsov dvta, | mrivovTa yAuxklv oivov, UtoTpidyovt EpsPivBous
KTA., Pl Rep. 2 372b—c, Ar. Peace 1131~9, Arnott (1996) 486-7.

678 His couch of grass or rushes (cf. 133—4, 13.34) will be cov-
ered ‘cubit-high’ with wild plants. The artful ‘rising tricolon’ of 68
(cf. 13.45n.) converts a botanical list into a lyrical vision. wvOout
‘fleabane’, cf. Lembach (1970) 29-31. Z ascribe cooling, ant-
aphrodisiac properties to this plant, which would be contextually
appropriate, but there is little other evidence for the belief. It is
included among koAd waV TS at 4.24-5. serivwu: cf. g.21-3n.

69 pohaxddg: the primary sense is ‘on my soft couch, in some
luxury’ (cf. 15.28, Ar. Ack. 70), but there is also a clear suggestion
that the ‘burning desire’ of 56 has been replaced by calmer emo-
tions; uchaxds colours both verb and participle, with which it is
associated by alliteration, pepvapévog Ayedvaxrtog: ‘remem-
bering A.’ suggests ‘drinking to the memory of A.” Before drinking,
Lykidas would say (aloud or to himself) ‘Ayedvaxtos (the ‘genitive
of the toast’, K~G 1 376), cf. 14.18-20, Call. Epigr. 29 Fyxe xal
T&Aw sint “AtokAsos” kTA.; inverted commas around AyedvakTos
would catch the effect.

70 The transmitted a¥todow kvAikeoor makes no sense (pace A.
M. Mesturini, QUCC 37 (1981) 10512, who sees the fopos of lovexs
drinking from the same (xUTciow) cups). Valckenaer’s aUrais &v

COMMENTARY: 7.71-72 173

kuAixeoor will mean ‘[remembering A.] while drinking, [and press-
ing my lips ...]" or (cf. Serrao (1971) 58) ‘{remembering A.] both
while drinking and when I press my lips ... These are not impos-
sible, but the true reading may be as banal as (e.g.) w&ows &v K. or
macaicl k., the error arising from aUA- immediately beneath.
¥ €ihog Epeidwv: an obvious image of the kiss. A cup dedicated to
the beloved must be drained entirely.

7x—2 > Ecl. 5.72-3, cf. 10.41. abAnoetvri: the music of aliol
was an ordinary accompaniment of the symposium, but here the
pipes are likely to be rather more rustic, cf. 6.42~3n. The origin
of the pipexs remains quite mysterious. If 'Ayxcpvels refers to the
Attic deme of Acharnai, the reasons for the choice are unknown;
Wilamowitz (Hermes g4 (1899) 616) suggested  that ‘Acharnian’ here
was a transparent modification of ‘of Halasarna’, a Coan deme near
the south coast (modern Cardamina), where there was an important
cult of Apollo (Sherwin-White (1978) 61~3, 300). £ claim that
Lykopos was the name of a Coan deme (cf. Lykopeus in 4); such
names are otherwise only associated with Aetolia.

72—89 The symposium was a traditional site for the performance
of poetry, here of a kind appropriate to the setting. Lykidas will
listen to the stories of two, or perhaps three (78-8gn.), mythical
forebears, which have an obvious relevance to his own situation:
Daphnis’ death was somehow caused by love, and Komatas was
saved from torment by the beauty of his own poetry, cf. further
Weingarth (1967) 143-5, Macleod (1983) 168—70. Both offer con-
solation: the story of Daphnis assures the hearer that others have
suffered more than he, and the story of Komatas is of triumph over
adversity. The heat of Lykidas’ passion, already calmed by Agea-
nax’s departure, is further displaced into the aesthetic experience of
listening to song; poetry thus acts as a $&ppaxov against desire,
although rather differently than in Idyll 11.

The narration of a song in indirect speech goes back to Homer’s
account of the songs of Demodokos in O4. 8 (for the lyric tradition
cf. Pind. Nem. 5.22--39), but Hellenistic poets seized the opportunities
offered by this form for the confusion of different poetic voices and
the interplay of ‘direct’ and ‘indirect’ speech, cf. Arg. 1.496-511,
2.703~13 (the songs of Orpheus), Hunter (1g93a) 148-51. The direct
address to Komatas in 83-9 fuses Tityros’ song with a personal
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intrusion by Lykidas (or Lykidas/Theocritus) into that song. Virgil
took over the style, organisation (a mythological catalogue} and
experimentation with ‘voice’ of 7.72~89 for the song of Silenus in
Eclogue 6, which incorporates the lament (in direct speech) of
Pasiphae; ‘Silenos’ was one of the ancient explanations for “Tityros’
(cf. = 3.22, 3.1-2n.). Virgil thus produced a mixture of the Dionysiac
(Silenus) and the Apolline (Fel. 6.3~12, 82—4) to match that same
mixture in Idylls 1 and 7. Particularly noteworthy rewritings are:
(i) Virgil’s quotation (6.47, 52) of Calvus fr. 9 Biichner—Courtney,
a, uirgo infelix . . ., reverses the makarismos of Komatas in 83. At 6.45,
et fortunatam, si numguam armenta firlssent produces a similar effect, with
its apparent wish that ‘bucolic’ had never been invented. (i1) Silentus
sings of Hylas, a subject of a Theocritean poem, just as Tityros
repeats the subject of Idyll 1. (iii) Pasiphae’s adored bull, latus niveum
molli fultus hyacintho (line 53), is an extraordinary rewriting of Lykidas
taking his ease in 66—70. See also 77n. (iv) The ‘divine Komatas’, for
Lykidas an irrecoverable model, becomes Virgil’s immediate prede-
cessor Gallus (himself diuinus poeta at Eel. 10.17), initiated into poetry
by the Muses.

73 For the myth of Daphnis cf. Idyll 1, Intro. Eevéag: the
name of Daphnis’ beloved is very variously given (cf. Hunter {1983b)
108 n. 32), and Xenea occurs only here. Xeneia and Xeino, and the
masculines Xeinias, Xeinis and Xenas are all attested names.

74 > Ecl. 5.28, 10.13~14. dpog: quite likely Mt Etna, the Sicilian
mountain. &pdemovelros the simple oveiobon may denote ‘feel
pain’, so the meaning may be ‘was in distress for [Daphnis}’. More
likely, however, there is a particular nuance: the mountains
Jamented in suffering for [Daphnis}’, ¢f. E4 31~2 “‘tav Kumpw
odad” | dpex whvta Adyovt (with Reed’s note), Ecl 5.28. The
extension of meaning is helped by the parailelism with 8prveuy, by
the fact that mountains are the obvious place around which song or
Jamentation of any kind will eche (cf. EB 23), and because mévos
is closely linked with song in this poem (51, 139). For the ‘pathetic
fallacy’ cf. 1.71-50.

5 Tuwépas genitive of ‘Iuépas, with the regular Doric contraction
of -00, ¢f. 1.108, 4.1, 13.7 etc. Two rivers of this name rise in Central
Sicily, one flowing south, the other north to the coast beside the
town of Himera; they were often regarded as branches of the same
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river (cf. RE vir 1620—-1). There is here an allusion to Stesichorus of
Himera who sang of Daphnis (above, p. 6s), but the context also
associates the name with fuepos ‘desire’, thus making it particularly
appropriate to Daphnis’ suffering. It is not necessary to assume that
the Himeras has become the site of Daphnis’ death. $dovTu: the
present tense, like the simile which follows, allows us to hear Tityros’
song, as well as Lykidas® report of it. The past tense of the papyri
probably arose by correction after a false division as oi7” &puU-.

76 ‘when he was wasting, as snow [wastes] ...’ For the simile in
indirect speech cf. Od. 8.518. X1V &g Tigt ‘generalising’ Tis is
common in similes, even with rather unexpected nouns, cf. Eur. 77.
1298 Kawvds &5 15, J. Vahlen, Opuscula Academica (Leipzig 1908) 1t
180-202. For this image cf. Od. 19.205~g (Penclope weeping as she
listens to her disguised husband), Call. k. 6.91~2 (with Hopkinson’s
note). That Daphnis melts ‘like snow’ may be connected with the
watery manner of his death and/or the fact that a spring appeared
where he died (above, p. 66). Cf. also Berger (1984) 17: ‘Daphnis
melting in desire ... serves as a harbinger to the spring that blossoms
in the story of Comatas.’ xaretdxero: the evidence suggests that
the augmented form is as probable as xaTardketo, even in the high
style of this poem, cf. Molinos Tejada 26478, K. Mickey, TPhS
1981.50-1. Afyov: the Balkan range (Stara Planina) of northern
Thrace, which runs east through modern Bulgaria; here it is con-
ceived as the freezing (Virg. Georg. 2.488) northern boundary of the
Greek world. T. probably has in mind a single mountain believed to
be so high that the Euxine and the Adriatic were both visible from
its summit (Strabo 7.5.1, Livy 40.21.2).

77 > Ecl. 6.30, 42, 8.44, Georg. 1.332. Athos is the highest moun-
tain for someone whose horizons are fixed in the Aegean; Rhodope
runs south and south-east through modern Bulgaria (Rodopi Pla-
nina); Strabo 7.5.1 says that it is second in height only to Haimos.
The Caucasus range runs between the Black Sea and the Caspian
and formed the north-eastern boundary of the known world. Cf
Rosenmeyer (1969) 114, ‘the vast world opens up before us to
enhance the fiction that the grief cannot be contained’.

78-89 The subject switches to ‘the goatherd” who was placed in a
box because of the wickedness of his master and subsequently nur-
tured by bees. This is a foundation myth for ‘aipolic’ poetry, as
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Daphnis is the founding hero of ‘bucolic’ song, and it is appropriate
to Lykidas the goatherd that it comes in the climactic position. Z
summarise 2 story from Lykos of Rhegion: ‘In a cave.of the Nymphs
on Mt Thalamos near Thurii ... a shepherd (mwowufyv) regularly
sacrificed his master’s (SsomdTou) animals to the Muses; in his anger
at this, the master shut him away in a box (Adpvaka) to see whether
the goddesses would save him. After two months he opened the box
and found the shepherd alive and the box full of honeycombs’
(FGrHist 570 ¥7). T. clearly alludes to this story; his goatherd‘ is a
poet (82), but it is not clear from the summary whether the sacrifices
to the Muses indicate that the same was true of Lykos’ herdsman.
This South Italian folktale, like the story of Daphnis, may have
appeared in poetry before T., but there is no other evidence.

In 83~¢ Tityros/Lykidas apostrophises a goatherd called Komatas
who ‘also was locked in a box, and also laboured through the spring
of the year feeding upon the honeycombs of bees’. If Komatas and
‘the goatherd’ of 78-82 are identical, then the comparison is pre-
sumably with Daphnis who is regularly said to have been exposed as
an infant {perhaps in a A&pvag), though bees enter the Daphnis
story elsewhere only in texts plainly influenced by T. It seems at
least as natural to understand that Komatas is being likened to, not
identified with, the nameless poet-goatherd of 78-82 (so Radt (1971)
254~5); the verbal parallelisms (¢pépPov 8o ~ pepPouevos 85, dvieoot
81 ~ ¥ro5 Spiov 85) support this interpretation. We therefore have
three, not two, founding figures of bucolic and aipolic mythology ~
Daphnis, ‘the goatherd’, and Komatas. Although Komatas is clearly
in some senses a ‘self-representation” of Lykidas (cf. 8sn., Alpers
(1996) 150—-1), ‘You Komatas, as well as 1 (Lykidas) {so Van
Groningen (1959) 33 n. 1) seems less probable, and ‘you Komatas, as
well as Ageanax’ entirely improbable (N. Palomar Pérez in Homenaige
a Josep Alsina (Tarragona 1992) I 253~7)-

48 ebpéa: cf. 1.650.

79 xaxaiowy &racBariaioiv: a variation on a Homeric phrase
(Od. 12.300, 24.458) creates a typically grand ‘heroisation’ of the fate
of the goatherd. &vaxzog: cf. 5on.

80-1 ool ... méAicoaw: the mannered hyperbaton perhaps
reflects a belief that cipai ‘blunt-nosed’ was an old word for bees,
connected with oiufhos (cf. £, Et. Mag. 713.23 Gaisford, £ Hes.
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Theog. 594). For bees and poets cf. 1.146-8n. xédpov &g ddelav:
cedar has a distinctive fragrance (cf. Epigr. 8.4, Od. 5.59~60 etc.), and
its use for coffins (Eur. 7. 1141, Ale. 365) is relevant here.
4vBeoor: that bees actually brought ‘lowers” back to the hive, not
just ‘the products of flowers’, is a widely attested ancient view, cf.
Davies—Kathirithamby 56-8, Mynors on Virg. Georg. 4.58-41.

82 The bees saved Komatas ‘because the Muse poured sweet nec-
tar over his mouth’, i.e. the Muses had made Komatas a poet (cf.
Hes. Theog. 81-4, 97), so the bees, as the embodiments of poetic
sweetness, kept him alive in an appropriate manner. The Theogony
passage is about good kings and poets, not a bad &vaf. A olvekev-
clause not infrequently rounds off a verse-paragraph cf. Call. k. 3.45,
Griffiths (1996) 111. )

83 paxupioté:s principally, though not exclusively, used of the
dead (ol pakapira). Kopdta: the name of an Italian goatherd
in Idyll 5, and a known historical name from Cyrene and Rhodes
(LGPN 1 s.v.), though not otherwise known as a mythical poet.
&€ Tepnvd wemdvberg ‘these pleasures were your fate [pluperfect)’,
a suitable way to refer to the mysterious mixture of sweetness and
toil in 84~5. Gow prefers to understand the verb as perfect in form
and present in sense (¢f. 11.1n.).

85 $epBéuevog: for the prosody cf. 11.45-8n. £T0og Gptov
&emovaagag ‘laboured through the spring of the year’; E4 73 dv&
VOKTX TOV {epov Uttvov dudyBet is a similarly striking locution. T.’s
phrase is hard to parallel, but cf. Selehov fuap ‘evening’, annus hiber-
nus ‘winter’ (Hor, Epod. 2.29); others understand ‘the year with its
seasons’. The flowers of 81 suggest that the goatherd also suffered
during the spring or summer. The verb, glossed by ¥ as émAfjpwoas,
suggests through echo of 51 (where see n.) that Komatas® ‘feeding
upon honeycomb’ was metaphorical as well as literal, i.e. he com-
posed poetry, though it is not necessary to suppose (with Radt (xg71)
254—5) that a particular poem known to T.’s audience is at issue. The
echo shows how closely Lykidas associates himself with Komatas.

86 > Ecl 10.35. Bing (1988) 60—2 notes the contrast between the
‘cocks of the Muses’ who try to compete against Homer, and Lykidas
who regrets that he was not lucky enough to have had the privilege
of listening to the great poets of a now irretrievable past; Lykidas’
modesty again contrasts with the more usual agonistic rivalry of
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poets, embodied in the attitudes of Simichidas. The fourth-century
tragedian Astydamas regretted that he did not live with the great
poets of the past so that he could properly be judged against them
(TrGF 1 60 T2a). 2n’ &peb ‘in my time’. The transmitted &’ &pol
would most naturally suggest ‘would that it were in my power for you to
be alive ..., which would make excellent sense (particularly if the
speaker were a god) but seems syntactically impossible; LSJ offer one
dialect example of #w uoi as ‘in my time’. Gallavotti suggested &
ot

87 For the syntax cf. 11.550. tot “for you’. Lykidas imagines
filling the réle that Thyrsis offers at 1.14, and cf. 3.1-2. ®aAdgs
Lykidas is a connoisseur of goats, but Komatas’ goats reflect the
divinity (8g) of the herdsman; cf. the wonderful condition of the
goats herded by Apollo at Call. £. 2.50~4.

88 Smd Spuaiv  Hrd wedxarg: not just a locus amoenus, but an epic
juxtaposition (cf. Il 11.404, 23.328) in keeping with the general style
of the song, cf. 1.1n. Oaks which grieved for Daphnis (74) now offer
shade for the performance of peaceful bucolic song: thus is Lykidas’
own emotional catharsis plotted through the song.

89 &80 wewobbpevog: cf. 1.1.n. The participle brings out the
meaning of the image of the wéhiosoen. fele Kopdra closes a
ring around the apostrophe begun in g3, cf. 3.6~22, 6.6-19. The
epithet does not merely ‘mark Comatas as an inspired minstrel’
(Gow), like the Beior &o18oi of Homer (0d. 4.17, 8.87 etc.); for Lyki-
das, and all bucolic poets, Komatas is a divine, or at least heroised,
presence.

go dmenadoato: cf. 1.138n.

91—z Auxida die: cf. 27. Simichidas sees ‘bucolic’ song as essen-
tially a matter of rustic reference. He therefore ‘hyper-bucolicises’
by echoing Hesiod’s investiture as a poet by the Muses, af vv wof’
‘HoioBov oAy 28i8afav &o1dfy, | dpvas moraivovd ‘EAikdvog
Gwd Ladholo (Theog. 22-3), but changing Hesiod’s Muses into the
more obviously rustic ‘Nymphs’ (148n.). He presents himself &v’
SHpsa Poukoréwy, not because this is (or was) his profession or
because the verb may mean ‘wander’ (Giangrande (1980) 1379, cf.
Ecl. 6.52), but because he mistakenly (cf. 1.80n.) sees ‘herding on the
mountain’ as the inevitable setting for the composition of ‘bucolic’
poetry (cf. Lykidas’ & dpsi, 51), no less inevitable than Pan, who duly
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appears in his poem. He does not expect Lykidas (or us) to believe
that he is a cowherd, but he regards the mere form of words as nec-
essary; perhaps in his (over-jsophistication he regards Theogony 23 as
also just a2 metaphor. Moreover, by aligning himself with Daphnis
‘the cowherd” against the goatherd alliance of Lykidas—~Komatas, he
continues the sense of an agon, which is so dear to him; cf. the
exchange of ‘aipolic’ and ‘bucolic’ performances in Idyil 1.
7oAA& pév &AAa: a familiar rhetorical strategy, by which the speaker
‘selects one choice item from a multitude of possibilities’ (W. H.
Race, The classical priamel from Homer to Bosthius (Leiden 1982) 105). It
goes without saying that those possibilities may be purely imaginary.
xfpé: primarily ‘me as well as you’ (cf. &v Sper 51), but we will also
hear ‘me as well as Hesiod’.

93 > Ecl. 3.73.  éa6A&: cf. 4n. Simichidas’ pride (highlighted
rather than concealed by wou) contrasts sharply with Lykidas® mod-
esty (MeAU8piov 51). Znvég: Zavds may be correct (cf 18.19,
Epigr. 22.1, Gallavotti (1984) 8~9), but is by no means limited to
Doric, cf. Molinos Tejada g9, and Znv- occurs on Coan texts
(Schwyzer 1 577). The present verse is a version of the Homeric
‘heaven-high fame’, cf. Ar. Birds 216 (bird-song rises) wpds Aidg
€dpas, P. Vind. Rainer 29801 abo (Gow, OCT p. 168) wfi peAéeov
kAdos sUpy TS Kot Aids oot iadver;, but it is difficult not to see a
reference to Ptolemy Philadelphos, who was born on Cos and whose
assimilation to Zeus was a2 commonplace of contemporary poetry
(e.g. 17.131—4). It is characteristic of Simichidas to keep his eye on
the Realpolitik of patronage. It is very difficult, though entirely rea-
sonable, to draw inferences from this verse about T.’s own relations
with Philadelphos.

94 The implication may be that poets should leave it to others to
judge the relative merits of their poems, cf. 27-3m. Yepaipev:
infinitive, cf. 1.14n. Simichidas presumably means ‘I will pay you the
compliment of performing my very best song’, but ‘honour’ is some-
thing one standardly does to gods, and we will be tempted to see that
nuance here.

95 To be ‘dear to the Muses’ can mean ‘to be 2 good poet’ (1.141,
5.80~1), but this is a wonderfully naive remark if Simichidas is
actually speaking to Apollo.

96-127 Simichidas tries to help his friend Aratos who is suffering
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in love, before urging him to join in giving up such pursuits and
leading a quiet life. The theme of the song thus has much in com-
mon with Lykidas’, as is to be expected in a ‘bucolic exchange’; for
Lykidas® lyrical self-absorption, however, Simichidas substitutes a
detached display of poetic fireworks. Like Lykidas, Simichidas’ song
experiments with different voices: 108ff. may be taken as a re-
creation of the song of Aristis (so Heubeck (1973) 9-10), or (more
probably) as the voice of the poet himself. On the delivery of the
song cf. g8n.

967 A sneeze was always taken as an omen of good or ill, cf. 0Od.
17.541~50, and at 18.16 ‘a good man sneezed for Menelaos” when he
competed with the other suitors, which ~ if we ignore the history of
the marriage — was presumably a good omen, Here the basic sense is
‘the Loves have affected Simichidas’, but whether that is for good
or ill has been debated since antiquity {cf. ). In fact, however,
Simichidas is Se1Ads, as all lovers are, but the contrast between his
passion and that of Aratos is not requited vs unrequited love, as
nearly all eros is ‘by definition’ unrequited; rather, there is a contrast
between the nature of Simichidas’ love (which he freely confesses) and
the gut-burning desire from which Aratos suffers and which he per-
haps seeks to conceal (105). Simichidas distances himself from his
passion with resigned and amused irony, whereas Aratos, as to some
extent Lykidas also, is totally involved in his suffering; as the simile
of g7 makes clear, Simichidas is thus ‘happier’ than Aratos, though
he too is a victim of the Erotes. It is perhaps tempting to extrapolate
a more general contrast between ideas of the ‘emotional investment’
demanded by heterosexual desire and that found in paederasty, but
literature offers no clear evidence for such a contrast at this date; for
general considerations cf. Hunter (1gg6a) 167-71. On this opening cf.
W. A. Oldfather in Classical studies presented to Edward Capps (Princeton
1936) 268~81, Seeck (1975a), Furusawa (1980) 57-61. Sipuyidal
picks up and contrasts with Tov AuxiSav (55). Muprobs: because
of the myrtle’s association with Aphrodite, such names often, though
not always, belong to hetairai, cf. Headlam on Herodas 1.89.
elapog: goats ‘love the spring’ because it offers fresh food and abun-
dant opportunities for mating; the assonance may evoke an ‘etymo-
logical’ connection between ¢ros and springtime, cf. K. J. McKay,
AUMLA 44 (1975) 185. The earthy and amused comparison, cf. 4.39

COMMENTARY: 7.98-103 181

doov alyss duiv ¢ida1, doov &rréoPns, is used by Simichidas as a
marker of what he perceives as appropriate to the ‘bucolic’. S
understand ‘as much as goats love in the springtime, i.e. wildly’ (cf.
Fur}lsawa (1980) 58 n. 103), but the balance of the sentiment is
against this. épavtaw: for the variation of active and middle of.
29.32; Ep&vT1 may, however, be correct (cf. 1.90 ysA&v).

98 For Aratos cf. Idyll 6, Intro.  7& mdvra: cf. 3.3-5n.
&vépt Thvwis the singer emphatically distances himself -from the
events he is describing. Whereas the singer of Lykidas’ song unam-
biguously identifies himself as Lykidas (55), Simichidas’ song could’
be performed by another singer: wot in 103 and 118 are inconclusive
and even ‘my xeinos’ in 119 does not necessarily pick up 98. Simichidas:
song could be performed by others, whereas Lykidas’ performance is
wholly personal.

99 Aristis — the name is very common all over the Aegean, though
not yet attested precisely in this form on Cos — ‘knows’ of Aratos’
passion, and (?) has told Simichidas; hence perhaps the uncertainty
over the identity of the beloved (105). Many critics have suggested
that Axistis is to be understood as having written a poem on the sub-
ject, or at least that his knowledge of Aratos® suffering is a direct
result of the special insight poets have, cf. Lawall (1967) g5
Furusawa (1980) 63-5. In either case, he functions as Simichidasi
answer to Lykidas® Tityros, who sang of Daphnis’ love.

100-1 > F¢l. 7.20-3, é6Ords: cf. 12n. &plorog: the pun
perhaps echoes one made by ‘Aristis’ himself, but there is clearly
more involved here than we can now recover. Aristis is described not

Just as good enough to compete as a kitharode at the Pythian musical
contests, but as an equal to Apollo himself, the divine dpopuiyrtds
(L. 1.603—4, k. 4p. 182—8 etc.); Simichidas has clearly not understood
the lessons to be drawn from Lykidas’ modesty. If Lykidas is Apollo,
the verses are notably amusing. $oppiyyL: an archaising, high-
style word for the kithara which Aristis will have used.

xo2 The cs-clause is probably dependent upon oi8ev rather than
&si8e1v. The language recalls 56, in the amoebean manner of song-
exchange. baréov: the Doric form is doTiov, but in this poem
choice is very difficult, cf. above, p. 150.

103-14 Pan’s well-known fondness for beautiful boys (and goats)
makes him the appropriate god for Simichidas’ overtly ‘*bucolic’
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prayer. The prayer is an &ywyf, a request, familiar in magical texts,
to a god to bring the loved one to the lover’s door (cf. J. Winkler,
The constraints of desire New York/London 1990) 82~98); Simichidas’
prayer is, however, of a striking kind. If Pan does what he asks, the
god’s reward will not be a fat sacrifice or new honours, but merely a
wish (not a promise) that Pan’s statue not get a whipping in an
arcane Arcadian rite; such a reward is clearly not within' the suppli-
ant’s gift. If, however, Pan fails to do what is asked, his punishment
(expressed again as a wish) will be physical torture and a fantastic
inversion of the pastoralist pattern: he will spend the winter in the
freezing north and the summer in the burning south (contrast Pind.
Isthm. 2.41-2). These ironic and learned wishes show that Simichidas
is striking a witty pose, both literary and personal: such for him is
what constitutes the ‘bucolic’ world, and he is not really interested in
whether or not Aratos ‘catches’ Philinos, an affair whose ultimate
insignificance is displayed in the ludicrous exaggeration of the
threats to the god. It is, as Aratos is to understand, Simichidas’ own
relationship with Aratos which matters.

103 Relative clauses giving a god’s special sites are a standard
feature of prayer and hymnal style, cf. I/ 1.37-8 ‘Hear me, Lord of
the silver bow, who rule Chryse and holy Killa ...", Norden (1913}
168-76. ‘Opdrag: a mountain and town north of Mt Ossa in
Thessaly; it is beside Tempe (1.67n.), which may have influenced the
adjective EpaTéy. A special association between Pan and this area is
otherwise unattested; it may be an arcane reference on a par with
106-8. Aéhoyxug ‘received as your portion (Aayydvew), ie.
‘rule over’.

104 &xAntov: KaAely, ‘call’, ‘invite’, is the standard term for ask-
ing a lover to visit, cf. 2.101, 116, 3.7, 29.39. Pan is asked to perform
a piece of magic on a par with Aphrodite’s carrying-off of Paris in
I 3. xelvoto: if correct, this is a striking epicism (for TrAvoro),
though a complex one, for Homer has only keivou, not ketvolo, and
T. otherwise only Tvew, not Thvolo, cf. Gallavotti (1984) 41—2; Coan
Doric in fact uses kfjvos (Buck {1955) 103). If keivoio is correct, it will
mark the elevation (and artificiality?) of the prayer. épeloag
‘press him into ...’

105 On the reasons for the apparent uncertainty (or feigned igno-
rance) as to the identity of the beloved cf. ggn. €ite Tis &AAos is nec-
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essary both to cover all the options with Pan, in case Philinos is not
in fact the eromenos, and to tease Aratos with the changeability of his
affections and the relative insignificance of the eromenos (cf. 103~
14n.). In the subsequent prayer to the Erotes the apparent uncer-
tainty disappears, as the gods need a particular target for their
AXTOWS. ago ‘indeed’, ‘in truth’, cf. Denniston g7~8. ®1ATvog
& porBaxde: Philinos (< ¢1hetv) is a very common name all over the
Aegean, but particularly at Cos (LGPN 1 s.v. distinguish forty Coans
of the name). At 2.115 Delphis claims to have beaten OiAivos &
xapies, who has often been identified with a very successful Coan
athlete of the first half of the century, Philinos son of Hegepolis
(Paus. 6.17.2, LGPN 1 s.v. 46), but the identification is uncertain at
best; uaABaxds may, however, be a pejorative way of saying much
the same as xapiels. ‘Softness” characterises “feminine’ men {cf. Ar.
Thesm. 191~2 of Agathon), and poABaxds or porakds is used of
pathics at least as early as [Arist.] Probl. 4 880a6; P. Hib. 1.54.11
(¢. 245) refers to a dancer as ‘Zenobios & poAaxds’ (cf. Plaut. MG
668). The adjective is thus part of Simichidas’ strategy for weaning
Aratos from his love; Philinos is simply not worth so much attention.
Some of the more brutal implications of paA8axds are picked up
again in 120~1 {where see n.). Dover (1978) 79 notes a certain shift in
poetry after the fourth century towards preferred ‘feminine charac-
teristics in eromenof’, but most of the unambiguous literary evidence
is rather later than T.

06 Three initial spondees, the only such verse in Idyll 7, mark the
{mock) seriousness of the promises. @ Hav $pire: cf. Pl Phdr.
279b7, 1.64n.

107-8 The whipping of Pan’s statue with squills by ‘Arcadian
boys’ is a rite not otherwise attested, but of a common type, and
squills had many magical uses (Hipponax fr. 6 West, Lembach (1g70)
635, Polunin~Huxley 214); Pythagoras was said to have written a
book about them (Pliny, NH 19.94). T. presumably had a source in a
work on Arcadian history and/or customs, f. FGrHist 1us, pp. 25~
40, but the very obscurity of this practice in Pan’s homeland suits
Simichidas® conception of ‘bucolic’. A tantalising scrap of a scholion
in TP seems to refer to a Spartan custom, perhaps adduced as a par-
allel to the Arcadian rite. It may be relevant that one type of squiil
at least was thought to have the same inflammatory effect upon the
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skin as nettles (Arist. fr. 223 Rose, Nicander, Alex. 254); the whipping
will thus lead ‘naturally’ to the discomforts of 109-10. Homeric echo
offers a potent reminder to Pan of his suffering, cf. I 23.716-17
(Ajax and Odysseus wrestling), Tukval 88 opdBLyyss &vé TAsupds
Te kol Spovs | aiuaT powikdeooan dvidpapov, which would be
precisely the result of the whipping. upéa: Munatios (apud Z) saw
here a reference to an Arcadian festival (EopTn), not just an occa-
sional practice. He also noted that the Chians whipped Pan when
‘the chorggod’ sacrifice too small an animal, with the result that the
subsequent feast is unsatisfactory; Buecheler deleted the reference to
‘the Chians’, thus making Munatios’ explanation apply to the Arca-
dian practice. Pan would indeed be the right god to blame for skinny
flocks (from which sacrificial animals would be taken), as well as for a
poor supply of wild game, but it seems more likely that the reference
here is to hunting; kpéx ‘carcass’ (¢f. Call. £.3.88) may be ‘hunts-
man’s language’ for ‘game’, ‘meat’, cf. the proverb ‘a hare running
for its meat (kpedov)’ (CPG 1 108). In the absence of other texts, how-
ever, we must confess ignorance; for speculation as to the nature and
meaning of the rite cf. Borgeaud (1988) 68-73.

109~14 It is standard magical practice to threaten the god or spi-
rit if he does not do what you want, ¢f. PGM xi1 141-4 ‘If you dis~
obey me and don’t go to him, [name of spirit}, I will tell the great
god, and after he has speared you through, he will chop you up into
pieces and feed your members to the mangy dog who lies among the
dungheaps. For this reason, listen to me immediately, immediately;
quickly, quickly, so I won’t have to tell you again’ (trans. Kotansky),
M. Fantuzzi and F. Maltomini, PE 114 (1996) 27-9. Such threats
may be appropriate to the request: thus in P. Berol. 21243, col. ii.26-
30 (W. Brashear, ZPE 33 (1979) 261—78) a headache sufferer is to
threaten Osiris, Ammon and Esenephthys with continuous head-
aches until the sufferer’s headache stops. So here, the torments with
which Pan is threatened are a wildly exaggerated version of the suf-
ferings of the lover who endures sleepless nights of cold outside the
beloved’s door (122-4) and emotional anguish on a par with ‘sleep-
ing on nettles’ (cf. 13.64~71n.). Such magical practices found literary
expression in the contemporary vogue for ‘curse poetry’, i.e. cata-
logues of outlandish punishments which the poet wished upon an
enemy, cf. Call. fbis, Moero, Curses, Euphorion, Curses or The Cup-
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stealer, Watson (1991), M. Huys, Le poéme élégiaque hellénistique P. Brux.
Inv. E. 8934 et P. Sorb. 2254 (Brussels 1991). Watson (1991) 1354 notes
that these threats to Pan are marked by the comic ‘incongruity
between offence and punishment’ typical of ‘curse poetry’; the
‘genre’ has deep roots in earlier periods (cf. Hipponax fr. 115 West, a
‘reverse propemptikon’), but Simichidas here produces a ‘bucolicised’
version of a contemporary poetic style. '

rog—x0 The initial spondees pick up ro5 to mark the other side of
the promise. The first threat, enlivened by the harsh alliteration in
110, is that the god will scratch himself all over to relieve the itching
of insect bites and sleep in nettles, both not entirely ‘unrealistic’
misfortunes to befall a countryman. veboaig: veloes would be
an example of the future used ‘when the condition contains a strong
appeal to the feelings or a threat or warning’ (Goodwin § 447), but it
may be a learned correction. uoT& . . . xV&oOLe: tmesis; the verb
is an aorist optative passive.

111—14 > Eel. 10.65-8. Simichidas now outdoes Lykidas’ cata-
logue of mountains (76—7).

xxx—x2 The Edoni inhabited the mountains between Macedonia
and Thrace, whereas the Hebros (Maritsa), a by-word for cold and
ice (Philip, dnth. Pal. 9.56.1 (= GP 2879), Hor. C. 3.25.10, Epist. 1.3.3),
fiows through modern Bulgaria, dividing Haimos from Rhodope
(76—7n.), and then turns south towards the Aegean; it now marks the
border between Greece and Turkey. Simichidas thus picks up
(rathe_r loosely) the geography of Lykidas’ song as part of bucolic
‘capping’; so too ‘the pole star’ replaces Lykidas’ Orion (54), with
which it was actually associated (24.11~12, Od. 5.273~4, Krevans
(1983) 218}

Interpretation, and perhaps text, of 112 are uncertain. If Pan is
‘turned towards the Hebros’ the idea will be that he is heading
north, i.e. even in this desperate place he is heading in the wrong
direction. Pause after wotaudy would, however, produce a rhythmi-
cal structure to match 114, but TeTpappévos Eyyifey "ApxTe is very
difficult. A participle meaning ‘camped’ vel sim. would suit excel-
lently, but nothing plausible has been suggested; the unmetrical vari-
ant kekAipévos presumably started life as a gloss.
| mag-rg mopdtolor nap’ Aibwdmessi: cf. Od. 1.23 Ailomas ...
toxatol &vdpddv. By ‘Ethiopia’ T. means the desert south of Ele-
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phantine (cf. Hdt. 2.29, Strabo 1.2.25); wherever they were placed
geographically, however, the FEthiopians (‘the burnt ones’} were
regarded as the nearest neighbours of the sun (Diggle on Eur. Phge-
thon 4), and this is the point of the threat: you can’t get hotter than
this. Herodotus equates Pan with the Egyptian Mendes, and he was
worshipped in southern Egypt (Hdt. 2.46, Strabo 17.2.3, Diod. Sic.
1.18,2). BAepbwy: a tribe which actually lived between Meroe
and the Red Sea (cf. Strabo 17.1.2, following Eratosthenes, RE 1u
5668, F. M. Snowden, Blacks in antiquity. Ethiopians in the Greco-Roman
experience {Cambridge, Mass. 1970) 116~17), but here imagined to
inhabit a desert south of the sources of the Nile. ‘The rock of the
Blemyes’ may well have figured in a contemporary discussion of the
Nile’s sources. The point of ‘from where the Nile is no longer visible’
is not merely that the famous problem of the river’s sources meant
that this is a way of saying ‘as far south as you can go’, but it is in
summer that the Nile flooded and water would be most abundant in
its vicinity; this is, therefore, what you would wish to see in the
summer, and the fact that Pan will not have this privilege twists the
knife, as does 112.

11519 After 114 the singer may (comically} pause to see whether
his prayer is answered; such a performative joke would suit the gen-
eral tone of his treatment of Aratos’ affair and the literary affilia-
tions of the song. As no eromenos suddenly materialises in Aratos’
embrace, he changes tack to punish the boy: just as Pan was threat-
ened with a version of Aratos’ suffering, so now Philinos is to feel the
anguish of love,

x15-x6 Pausanias (7.5.10, 7.24.5) locates ‘the spring of Byblis’ at
Miletos; Hyetis is completely unknown, though the name has an
obvious appropriateness for a spring. If this is the spring into which
Byblis was metamorphosed after killing herself as a result of an
incestuous passion of {or for) her brother Kaunos, there will be a
good reason for the Erotes to be there: it is 2 permanent memorial
to their power and hence ‘sweet [to the Erotes]’. It is not improbable
that these verses allude to particular (Hellenistic) poems: Apollonius
wrote a Foundation of Kaunos, and cf. Nicaenetus fr. 1 Powell, Krevans
(1983) 207-8. This would then be another contemporary poetic
manner — and one employed by T. himself — which Simichidas
Incorporates into his potpourri; for ‘ktistic’ poetry at this date cf.
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Hunter (1989) ro—11. Miletos was under the control of Philadelphos
after 279 (RE xv 1605~6), and there may be 2 political element in
T.’s choice of cult. Mmévregt the standard mode for a ‘cletic’
prayer, cf. 1.125, Sappho fr. 2 Voigt, Nisbet~Hubbard on Hor. C.
1.30. OixoBvra: a Carian town not far from Miletos, said to
have been founded by Byblis’ father, the eponymous Miletos (Par-
thenius, Erot. Path. 1r); £ Dion. Perieg. 825 réports that Miletos
founded a temple of Aphrodite at Oikous, and that the settlement
was subsequently moved to the site of ‘Miletos’ by Miletos’ son,
Keladon. Awdvag: the mother of Aphrodite, cf. 15.106, 17.36. It
is Aphrodite herself who is elsewhere associated with Oikous and
Miletos (Posidippus, dnth. Pal. 12.131.1 (= HE 3082)), and some see
here an anticipation of the familiar Latin equation Dione = Venus
{Bomer on Ovid, Fasti 5.309); another possible example at E4 g3 is
disputed. In view, however, of our ignorance of the sources and-
‘historicity’ of the passage, such an assumption seems dangerous;
there is nothing intrinsically improbable in a cult of the goddess’s
mother.

x17 The comparison, perhaps to the rosy cheeks of the boy gods,
may have a particular point for the Erotes of Miletos, but if so, it is
unknown; it may have been purely conventional, cf. ‘Plato’, 4nth.
Plan. 210.2 woppuptols ufirolotv toikéra Taida Kubipns, Arg. 3.121~
2 (Eros) yAukepdv B¢ of Gul mapsids | xpoifis 6AAey #peubos, but
here it provides the required ‘bucolic’ element in the prayer to the
Erotes {cf. 144).

1x8~19 An eromenos was not normally represented as feeling eros,
so Philinos is to be punished with desire for someone eise. The verses
could be taken as the standard warning to the beloved that he or she
will themselves one day suffer in love, so they should show pity now
(23-33—4 etc.); thus in weaning Aratos from his passion, Simichidas
does not openly reveal his hand until 122. ipepdevras as Philinos
inspires desire, his punishment will be appropriately reciprocal.
dbopopas: here used in reproach, cf. Men. Sam. 255, SUoTnvos at
15.31, 87, TaAas at 2.4 and oupé at 10.1.

120-% That Philinos is himself to feel desire leads ‘naturally’ to
the idea that he is himself losing the attractiveness of an ideal erome-
nos. Aratos ought therefore to reflect upon whether Philinos is worth
the trouble, particularly in view of the harsh imagery (cf. below); on
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the surface, however, the verses are a dramatised version of the
standard argument that the beloved should yield now, because soon
no one will ask them (29.27~34, Theognis 1305~10, Ecl. 2.17-18 etc.).
Serrao attractively suggests {(1971) 65--6) that the Erotes have heard
the prayer of 11719 and are already at work, afflicting Philinos with
an unrequited and wasting passion; hence the suddenness in the
deterioration of ‘lovely Philinos’, matching the speed with which
‘ripe’ pears become ‘over-ripe’. The verses contain a reworking of
Archilochus, SLG 478.24-31:

NeoPoUAn [
&JAhos &vip ExéTeor
aial mémrsipa 8.[
&v)Bos & &mreppinxe wapbeviiiov
kol x&pts A wpiv Enrfjyv
kbpov y&p olk[
.Ins 8% uéTp’ Epnve uanvohis yuviy
&] kopaxas &ireys

Let some other man have Neoboule; alas, she is all too ripe ...
her maiden’s bloom has lost its petals; gone is the charm she
once had. She can’t get enough ... a crazy woman. No thanks —
let her go to the crows!

‘Archilochus’ rejects Neoboule as past her best and more than a little
‘shop-soiled’; Aratos will not find it hard to apply this to the case of
Philinos. On the reworking of Archilochus cf. esp. Henrichs (1980).

T. may have been drawn to this poem, inter alia, by the fact that the.

narrative of a seduction ‘amidst the flowers’ could readily be con-
structed as a proto-bucolic. xai 8% pdv: if sound, this unparal-
leled collocation probably suggests ‘and indeed ...%, rather than ‘in
any case ..., i.e. he is already (over-)ripe for a passion of his own,
cf. further Wakker (1996) 259-60. ariolo memaivepog: ‘riper
than a pear’ indicates that Philinos is not worth the chase any more.
In Archilochus’ Témsipa 8is téon (with West’s probable supple-
ment), ‘ripeness’ is the result of excessive sexual activity (cf. Ar. Eeel.
896, Henrichs (1980) 21), and there may be a hint here that ‘Philinos
the soft’ has been promiscuous. ‘Riper than a pear’, cf. Aesch. fr.
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264 Radt wemairepos udpwv ‘riper than mulberries’ {(of Hector),
continues the ‘bucolicisation’ of erotic topai. yuvainegt married
women, who express regret at the fading of male beauty. If Philinos
is already suffering from unrequited eros (120—~1n.), the sudden wast-
ing of his beauty is explained, ¢f. 2.85-go. ®aAdy &vBog: cf.
Archilochus loc. cit., Theognis 994 mTais kaAdy &vlos Exwv, 13056
etc.; the image is a very common one.

122 Simichidas finally suggests overtly that Aratos should give up
the pursuit of Philinos, and not just Philinos: the plural verbs and,
despite 125 (where see n.), the generalising tone of the verses indicate
that Simichidas is proposing that they both give up the pursuit of
pretty boys and women, of Myrto no less than Philinos. Others
interpret the plural verbs as a way of ‘softening the blow’ (a ‘socia-
tive’ plural) or an indication that Simichidas has accompanied
Aratos on komoi; neither idea is impossible, but neither does justice
to the final verses of the song. Harder to judge is the tone of the
advice: is the wish for a ‘quiet life’ free from eros as impossible as the
wish to hear Komatas? Is that what the presence of ‘the beautiful
Amyntas’ (132n.) demonstrates? dpovpéwpeg: there is a hint of
the military imagery most familiar from Ovid, 4m. 1.g, cf. lines 7-8
peruigilant ambo, terra vequiescit utergue: | ille fores dominae seruat, at ille
ducis (where see McKeown’s notes).

124 The heavily spondaic four-word verse perhaps evokes the
stiffness of the wretched lover. vagxroatowy ‘stiffness’, suggestive
of death; the komast wakes on his beloved’s doorstep and his body
can hardly move. Wilamowitz, Kleine Schriflen 11 (Berlin 1971) 75 1. 1
understood ‘emotional torment’, which Aratos might as well suffer in
his own bed; this seems less in keeping with the mimetic realism of
‘the crowing cock’.

125 A very difficult line: ‘Let Molon alone, good friend, be throt-
tled in {lit. from] that wrestling-school.” The imagery of love as a
wrestler or boxer is very common (1.g71.), and as the palaestra was a
central focus for paederastic emotions (as in Idyll 2), a metaphorical
use of the noun as ‘the torments of love’ is not impossible; ‘choking’
is a common metaphor of emotional distress. Di Marco (1995b)
attractively suggests that, as &yxswv was a choking hold applied in
the pancration to the loser held immobile on the floor (cf. Lucian,
Anacharsis 1), the image is of that of the unsuccessful komast lying
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prostrate like a defeated wrestler (cf. 3.52—4n.) and being ‘throttled’
by the eromenos Philinos; he notes that &mwi would in that case be
casier than &, déprare: only here in T. (¢épTepov at 1.148).
MéAwv: presumably a rival for Philinos’ affection (and another
reason why the pursuit is not worth it). The name was common in
Athens and is attested on Chios, Crete and Delos (LGPN 1, 1t s.v.).
Some critics have preferred poidov.

x26-9 Arg. 3.640 Medea) &um 58 wapbevin e wéhot xal Sdua
Tokfjwv may have some relation to 126. &avyia: if understood
as ‘the absence of disturbing passions’ this was a widely desired ideal
in Hellenistic culture; it was associated with a number of philosoph-
ical schools ~ the Epicureans (ataraxia), Pyrrhonist sceptics (Long-
Sedley 1 18—22), and the Stoics (cf. SVF m1 111) ~ but its roots go
far back (cf. KRS 429-33 on Democritean ethics), and it had a
deep hold outside the technical discussions of the schools, cf. M.
Pohlenz in XAPITES Friedrich Leo ... dargebracht (Berlin 1911) 101-5,
Rosenmeyer (1969) passim. emidGLotoas cf. 6.39—40n; the prepo-
sition might denote ‘spit on ...> or ‘spit for ...’, i.e. ‘in protection
of’, cf. the various uses of é#masidaiv. Simichidas” poem closes on a
note of ‘bucolic’ superstition as it had opened with a sneeze; the
juxtaposition of this rusticity to the ‘inteliectual’ ideal of Govyix is
just the last of the tonal paradoxés in which the poem has abounded.
& pi) xaAd: the expression is deliberately general, for anything
which might disturb haspchia is to be turned aside. In the context,
however, it is love which is uppermost in our minds: it is not so
much that there is a final dig at Philinos as an example of 1o uf
kaAdv (cf. 6.19), but that the pursuit of ‘beautiful’ boys and girls
brings in its train ‘unbeautiful’ passions, jealousies and disturbances.
For a rather different view cf. Gershenson (1969) 1515,

128 yerdooag: cf. 42n.

129 &x Moiodv Eewvvjiov ‘a mark of xeniz arising from the Muses’;
it is because of the Muses that they have become §évou, cf. 12. Others
understand simply ‘from the Muses’, i.e. Lykidas was merely acting
as an intermediary, but this hardly accords with Simichidas’ percep-
tion of the situation. On the reworking of Hesiod cf. above, p. 14g.

130 Lykidas turns off ‘in the direction of Pyxa’ (genitive). £ name
Pyxa as a Coan deme, and this has plausibly been identified with the
‘deme of the Phyxiotai’ known from Coan inscriptions; the centre of
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the deme was probably near modern Asphendiou (see map). If this is
indeed T.’s Pyxa or Phyxa, then Lykidas here turns south. £1g30-1a
claims that there was a temple of Apollo at ‘Pyxa’ from which the
god was called “Pyxios’, whereas £130~1¢ apparently claim the title
‘Phyxios’ for both Apollo and Pan. ‘Phyxios’ is indeed found in the
same text as Apollo Horomedon (45-6n.), but it is unclear to which
god it there applies. There is, however, 2 strong case for the associa-
tion of Apollo with Pyxa or Phyxa ~ both forms may have been
known — and this has obvious implications for the interpretation of
the poem.

131 éywv te xai Elxprreg: cf. 1; the repetition, in the same sedes,
marks the new direction that the poem, as well as its characters,
takes. .

132 orpadBévreg: the imagined location of Phrasidamos’ farm
has been much debated; most naturally, we understand that
Simichidas and friends leave the main road at the same point as
Lykidas. If this is correct, then Phrasidamos’ farm is imagined to lie
close to the main road near the turn-off to P(hjyxa—Asphendiou; this
may, however, extend the boundaries of the Haleis deme too far.
xaAdg Apdvriyos: diminutives, here presumably affectionate, in
-1xos are a common Doric feature (cf. 4.20, Headlam on Herodas
1.6). The description leaves little doubt that Amyntas is an eromenss,
whose listening presence can now be seen to colour Simichidas’ song
at least, cf. Stanzel (1995) 281~2, Bowie (1996) 96—q.

133 A four-word spondeiazon (ssdds, cf. 13.20n.) perhaps suggests the
release of weight as the travellers lie down. There is an echo of Od.
5.462—3 (Odysseus reaches the safety of Phaeacia) 6 5’ ¢k moTapoio
AMaobels | oxoiveor UnexAiven; Odysseus is the epic traveller par excel-
lence, and the echo positions T.’s ‘epic journey’ against Homer. Cf.
further 156n.

134 oivapéoist ‘vine leaves’. Vines were stripped in late summer
to allow the grapes better to ripen (cf. Ecl. .61); for the Dionysiac
atmosphere ¢f. 154n. In the time of ‘harvest and fruitfulness™ (cf.
143n.) Laertes slept on leaves in a vineyard (Od. 11.192~4): the assim-
ilation of the Thalysia to mythic experience (cf. 148-55) is thus
already starting.

x35-47 > Ecl. 1.51-8. As the journey began with an evocation of
a miraculous spring and pleasance from the legendary past, so it
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concludes in an idealised locus amoenus. The similarities, which extend
to clear verbal reminiscence (136), suggest that Phrasidamos and
Antigenes repeated, if not in fact outdid, what their ancestor Chal-
kon achieved in the mythic past; 50 too the creation of the spring of
Bourina is replayed in the ‘miraculous’ appearance of wine at the
ritual (154n.). The technique is similar to that whereby Pindar sug-
gests that the achievements of his victor-patrons recall and replay
the achievements of their ancestors. Moreover, both the locus which
Phrasidamos created and the celebration which he held there are
depicted in ways which mythicise them: the legendary past is not
merely replayed in the near past of Simichidas’ memory, but that
near past is already itself mythic.

The ‘pleasance’ shares many familiar features of such descriptions
throughout Greek and Latin literature, cf. G. Schonbeck, Der Locus
Amoenus von Homer bis Horaz (diss. Heidelberg 1962) r1e—27, Elliger
(x975) 333—42, but both the detail and the style of the description are
remarkable. There is a powerful appeal to the senses: we move from
sounds associated with coolness (135—7), to the persistent sounds of
animate nature (138—42), to the scents of nature (144~6) and then to
the pleasures of taste (the wine). The improbable orchestra of bird-
song (139—41) further draws our attention to the ‘generic’ nature of
the description. All such descriptions in ancient literature are, of
course, to some extent typical: this is not a matter of whether the
description is ‘realistic’, but of how ancient writers used familiar lit-
erary codes to convey meaning. So too, the similarity to the opening
locus of Bourina draws attention to the difference between ‘the liter-
ary’ and ‘the real’. What is important about any such description is
its particularity, which may (as here) consist in the very accumu-
lation of familiar detail. The style of the passage is marked by
antithesis, chiasmus, parallelism and significant word-order; the
‘stilted symmetries’ (Griffiths (1979) 37 n. 69) foreshadow the later
bucolic mannerism of, say, Longus more closely than anything else

in T., and have been very differently interpreted. For some critics,.

this is the beautiful essence of bucolic poetry, perhaps now available
to Simichidas because of his encounter with Lykidas (cf. Pearce
(188)); for others, the description is the absurd romanticism of a
city-dweller as he ‘settles down comfortably to enjoy a good bottle®
(Giangrande (1980) 140-1).
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The overt artifice of the passage matches the artifice of the locus
which Phrasidamos and his family have created; both pleasures are
man-made, and as the farm recalls a legendary locus, so the descrip-
tion is created from the literary heritage. This passage thus estab-
lishes the dialectic of art and nature which was to dominate all sub-
sequent ‘pastoral’ literature, which claims to describe ‘the natural’,
but does so in overtly artificial ways, cf. Hunter (1983b) 45-6, Zeitlin
{(1094). So too, the apparent disjunction between the unusual specif-
icity of topographical reference throughout Idyll 7 and the overtly
generic locus amoenus dramatises the ironic fracture at the heart of
the ‘literature of nature’. ‘Bucolic’ is the imposition of (urban) art
upon (rural) nature, a process from which ‘nature’ cannot emerge
unchanged. Many of the details of the description are found else-
where as images for poetic creation (cf., e.g., Lawall (1967) 102-6, P.
Kyriakou, Homeric hapax legomena in the Argonautica of Apollonius Rhodius
(Stuttgart 1995) 216~31), and this reinforces our sense that we are
learning about the nature of ‘bucolic song’. If we find the ‘symme-
tries” amusingly appropriate to what we have learned of Simichidas,
this too is only right: the ‘bucolic’ vision is inherently ironic because
the task it sets itself is impossible. If, however, we sense a change in
the narrator, it lies perhaps in his appreciation of that irony: the
mannerisms of the description and the appeal to ‘bucolic’ myth
(149—53) reveal a narrator now able to revel in the contradictions of
bucolic; Lykidas has, then, achieved something. The paradigmatic
(or ‘mythic’) quality of this passage was recognised by Virgil when
he reworked it for Meliboeus’ bitterly programmatic description of
the pleasures which Tityrus has secured and he has lost, forfunate
senex, hic inter flumina note etc. (Ecl. 1.51-8).

135 appev: cf. on. xatd xpatog ‘over our heads’; the unusual
phrase is influenced by, and perhaps glosses, kard kpfifev in
Homer’s description of Tantalos (Od. 11.588 with X ad loc.), <f. 145—
6n.

136 Cf. 8, and on the meaning of the repetition above 135—47n.

137 natvelBdpevoy xerdpule: cf. [l 21.261, the simile of a gar-
dener irrigating his orchard. Here too, it is suggested, the pleasantly
alliterative spring (1.7-8n.) is the result of human effort in organising
nature; so too, the Homeric phrase marks T.’s ‘source’, but also
reads Homer as himself ‘bucolic’.
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138 «aifadimwveg ‘soot-coloured’, and therefore invisible in the
‘shady boughs’; the epithet makes clear the debt of the description to
imagination and the literary heritage.

139~41 AxAayedvreg: of. Aristophon fr. 10.6-7 K-A peonupias
Acheiv | TéTTi§. The verb Aahsiv is used of crickets at 5.34 and
AaAayeiv of birds at 5.48.

139 E€xov movov: the transference of this epic phrase to the aes-
thetic wévos of song (51n.} is wittily paradoxical, as cicadas seem to
have been notoriously lazy, cf. Petropoulos (1994) 47-68. ‘Hard
work’ perhaps also hints at the mechanism of that song: male cicadas
‘sing’ by vibrating 2 membrane in the thorax (Arist. Hd 4 535b
6-9). The wvox propria for the sound of the cicada is Teperigev with
which the noun 7ét71§ is associated (cf. Ef Mag. 755.4—5 Gaisford,
Davies—Kathirithamby 113~14); in view of dAcAvyov and Tpuydv
which are named ‘“from their sound’ (£139a), we should hear the
sound of the Tétriyss also as they are named. oAoAvywv: cf.
Aratus, Phaen. 948 (a sign of coming rain) tpule dpBpivov Epnuain
dAoAuywy; an echo of Aratus would suit the overtly literary char-
acter of this passage. Wherever an SAoAuydwv (‘something which
SdAoAULsr’) appears in literature it poses problems of identification
{bird or frog?), but here it is very likely the nightingale, which
‘usually sings unseen in thickets’ (Dunbar on Ar. Birds 202~4), cf.
White (1979) 9~16, Hunter {1983a) 197-8; mukwaior ... &kévlaig
varies TeT&Aots ... mukwvoiciv of the nightingale’s habitat at Od.
19.520, and cf. EB g, Cat. 65.13. In a striking effect, the dAoAuyav is
given the verb appropriate to the Tpuydw (Tpulev), whereas the
Tpuyv has the verb (oTévewy) appropriate to the nightingale, the
bird of mourning (& oTovéesox, Soph. El 147).

140 tpdleoxnev: like the sound of the nightingale, the verb
emerges from the centre of thorn-thickets. Note the chiastic order
TpUZsoxey &kdvlais . .. &kavdides ... Tpuydv.

141 &xavdideg: a small bird, variously identified as a finch or a
linnet (J. Pollard, Birds in Greek life and myth (London 1977) 52~3);
Arist. HA 8 616b g2 describes its voice as Aryupd. The etymology
from &xovBan is commonly attested and alluded to at Virg. Georg.
3.338 litoraque alcyonen resonant, acalanthida duma. Tpuy®y ‘turtle-
dove’, whose ‘monotonous croon’ (Arnott (1996) 253) was notoriously
persistent, cf. 15.88; the verb was picked up by Virgil (Ecl. 1.58 gemere
... turtur) and cf. Thompson, Birds s.v. Tpuydow.
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142 Zovbais frequently used of bees and nightingales (Epigr. 4.11),
this word seems in different contexts to be used of both sound and
colour; here the former seems likely, ‘humming’. Cf. Dale and
Kannicht on Eur. Hel. 111y, G. Reiter, Die gr. Bezeichnungen der Farben
Weiss, Graw und Breun (Innsbruck 1962} 104—14. This high-style and
common poeticism contributes to the overt poeticisation of na-
ture. mepi widaxag &pdi: this unparalleled use of the double
preposition both evokes the apparently random darting of the bees
around the spring, and again calls attention to its own artifice. Homer
and later poets use both dugi epi and wepi v° &uél e (cf. Hunter
on Arg. 3.633);.0of particular relevance may be Il 2.305~7 (the Greeks .
in a locus amoenus at Aulis), fipels & &ul wepl kpHYMY lepovs xaT&
Pwupous kTA., in a passage containing Homer’s only example of
pdrmordobai (2.315). In some passages (as here) one or other of the
prepositions can be explained as in tmesis or ‘anastrophic’ tmesis
with the verb, but this does not illuminate the poetic effect.

143 A further carefully, and overtly, wrought verse. The order
‘grain — fruits’ is reversed in the subsequent verses, ‘fruits (144-6) ~
grain (155~7)". Bépeog ‘the [time of the] grain-harvest’, cf.
25.28, L8] swv. 11, Ecl 570 ante focum, si frigus erit; si messis, in
umbra. énweag ‘the {time of the] fruit-crop’, which need not be
different from the time of the grain-harvest {cf. Reed (1997) 138), but
the conjunction suggests the work of the divine in this ‘mythic’ spot.
Personified Opora is frequently associated with Dionysos and the
vintage (cf. Arnott (1996) 497); for the importance of Dionysos in this
passage cf. 154n.

144 Cf. Eel. 7.54. Like the characters themselves, the line is
framed by fruit; the chiastic structure works against and highlights
the unordered bounty of nature. Whether, despite 136, we are to
visualise fruit which rolls around after dropping off trees or fruit
which rolls off the heaps gathered together for the festival (Furusawa
(1980} 143—4) is not perhaps to be asked. Pear-trees and apple-trees
are topically abundant (cf. Od. 7.115 (Alcinous’ orchard), Call. 4.
6.27-8 (Demeter’s grove), Lembach (1970) 137-9); of particular
importance (cf. 135, 145-6nn.) is Od. 11.58¢ (Tantalos) Syyxven kai
potai kai unAéat &yAadkapor KTA,

1456 &éxéyvvro ‘bent [to the ground]’, a variation on the idea
that trees ‘pour’ their fruit, ¢f. Od. 11.588 (Tantalos) 8ev8psa 8 Uy~
wETnAa kaTd Kpfifev Yie kapmdv, Arg. 1.1142—3 (another scene of
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‘miraculous’ nature) SévBpea pév kapmdv Yéov &ometov, &udi B
Tooolv | alropdTtn ¢Us yoia Tepeivng &vbea oing. The god against
whom Tantalos committed his greatest offence is Demeter, who
tasted Pelops’ shoulder when Tantalos served his son to the gods (for
the sources cf. Gantz (1993) 1t 531--6); Simichidas and friends are
allowed to enjoy the pleasures of the locus because they have come to
pay respects to Demeter, Philip Hardie points out that we, like
Tantalos, will never enjoy the reality of the pleasures depicted in
the bucolic text. BpaPirerot ‘fwild) plum¢’, cf. Lembach (1970)
139—40.

147 ‘the four-year seal was removed from the necks of the wine
jars’. retpdevov ‘four years old’; the transmitted TeTpdeves may
have arisen from assimilation to Terpuerés, and forms in -evos are
standard elsewhere, cf. Pfeiffer on Call. fr. 33. The grammatical tra-

dition explains &vos as an Attic form of &1os. The parallel at 14.16.

makes ‘four years’ more likely than the seven offered by Z; for an
ancient connoisseur, this is not very old, but a special vintage is
clearly being served. Coan wine enjoyed an excellent reputation (cf.
Strabo 14.1.15, 14.2.19 etc.), and viticulture was at the heart of the
island’s economy (Sherwin-White (1978) 236-41). &Aerdap: an
adhesive used to seal the stopper in the jar; perhaps pitch (cf. Hor.
C. 3.8.10).

148-55 The memory of the drinking causes Simichidas to com-
pare the glorious wine to two famous ‘divine’ wines of the mythical
and lterary past; just as Phrasidamos’ garden has been ‘mythicised’
in the manner of its description {135-47n.), so the rustic celebration
itself recalls and replays the past, as the questioning of the Nymphs
(148n.) ‘bucolicises’ the epic practice of questioning the Muses (/L.
2.484~93 etc.). Simichidas is already seeing his rustic party pass into
literature. Both myths have ‘bucolic’ settings and strong links with
Sicily: we are thus now forced to hear the voice of the Sicilian poet,
as well as that of his character. T. asks, with amusing hesitancy,
whether his poem is worthy of the ‘bucolic’ past. The irony is inten-
sified by the gap which yawns between Simichidas’ jolly party and
the centaurs and Cyclopes of myth, whose symposia had notoriously
bloody outcomes which Simichidas and his friends would certainly
not have wished to imitate (cf. Miles (1977) 158, Fantuzzi (1995b)
27-8).
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148 > Ecl. 10.11. On a point of information about the mythic and
literary past Simichidas invokes the Nymphs, rather than the Muses,
because the subject is ‘bucolic’ (g1—2n.), and in particular those
Nymphs who most resemble the Muses through association with
Apollo: the Nymphs of the Castalian spring, dear to Apollo, below
Parnassos at Delphi (RE x 2336-8). Castalia is associated with the
Muses in Latin poetry, but the distinction between Nymphs and
Muses is always important in T,

149~50 When entertaining Herakles in his Arcadian home, the
centaur Pholos served a marvellous wine which had been entrusted
to him by Dionysos himself; its aroma attracted the other centaurs
and a crazed battle, during which (in some versions) Pholos was
killed, ensued. According to Apollodorus 2.5.4, the centaurs sought
refuge with Chiron at Malea and Herakles accidentally inflicted 2
mortal wound upon Chiron; Diodorus’ account, however, may be
read as implying that Chiron was present with. Pholos (4.12.8), and
this is the natural interpretation of T.’s verses also. Stesichorus of
Himera included the entertainment of Herakles in his Geryonais
(PMG 181), which was also the subject of two Sicilian comedies, the
‘Herakles chez Pholos’ of Epicharmus (fr. 78 Kaibel) and the ‘Chiron’
of uncertain authorship (Epich. fr. 2go Kaibel), and very likely also

the Ap&uata f Kevravpos of Aristophanes. &pd yé mar ‘Was it
in any way ...?’, cf. Denniston 50.
15x tivev tov meiwéva ‘that famous shepherd’. Avérwis cf.

1.68n. That the Cyclops is now placed at Syracuse rather than Etna
may suggest an evocation of Philoxenus rather than Homer (cf. Idyll
11, Intro.), but such mythic ‘looseness’ is ubiquitous in ancient
poetry.

z52 nparepov: used of Polyphemos at Od. g.407, 446. 1S
@wpeot viag EBaAle ‘who used to throw mountains at ships’, an
amusing exaggeration of Od. 9.481—3 (one ship only); the point of
the exaggeration is that marvellous wine could turn even this mon-
ster into a dancing symposiast.

x53 véntap: the wine which confounded the Cyclops in 0d. g
(168" &uPpooing xai vékTapes ... &woppdE 859, cf. 196—205) had
been given to Odysseus by Maron, a priest of Apollo. véxTap is a
common high-style term for wine {Arnott (1996) 351). xopeboaur:
dancing, whether orderly or drunken, was a familiar feature of sym-
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posia. Philoxenus’ citharoedic Gyelops very likely included a dance
(cf. Ar. Plut. 2go-5), and the Cyclops’ song at Eur. Cyel. 508~10 may
well have been accompanied by dance. A dancing Cyclops seems
also to have entered the pantomime tradition, cf. Hor. Sat. 1.5.63,
Episs. 2.2.125.

154 Téxe brings us back to the opening fis Xpovos avika.
Srexpavéoare ‘caused to spring up [like a fountain]’, cf. A.
Barigazzi, SIFC 41 (1969) 9. The appearance of the marvellous wine
is a Dionysiac ‘miracle’ to match Chalkon’s creation (6 dvve kp&vaw)
of the water-spring of Bourina (145-47n.), cf. Eur. Ba. 707 xpiivny
Eaviik’ oivou 8e&s, Nisbet—Hubbard on Hor. C. 2.19.10. The ‘Cas-
talian Nymphs® (148n.) are thus cast as the ‘source’ of bucolic inspi~
ration (cf. Ecl. 7.21—2 nymphae noster amor Labethrides, aut mihi carmen, |
quale meo Codro, concedite etc.). In Idyll 7, therefore, no less than in
Idyll 1, the production of ‘bucolic’ is closely linked to Dionysos. Nei-
ther Siaxpavdw nor Biaxpavéw occurs elsewhere, and various
glosses in T show that the verb was already a puzzle in antiquity:
S154b &mwoxkaAu¢bHven EmoifioaTe comes very close to the required
meaning. ‘Mixed with water from your spring’ is the standard
modern interpretation.

155 GAwidog ‘of the threshing-floor’; the variant dAwdados is not
impossible, and there seems to have been ancient variation in the
breathing (cf. &Awn), but &hws). For the ritual association of Deme-
ter and the ‘heaps’ on the threshing-floor cf. Adaios, dnth. Pal. 6.258
(== GP §~10), Orph. Hymn 40.5. The Attic Haloa seems to have been a
festival of Demeter and Dionysos (cf. H. W. Parke, Festivals of the
Athenians (London 1977) 98-100), and it is these two gods who are
combined in the celebration with which the poem ends; for their

close association cf. Ecl. 5.7g, Call. k. 6.70~1 with Hopkinson’s note,

and for Dionysos’ important cult on Cos Sherwin-White (1978) 314~
17, Burkert (1993) 270-5. ,
156 The wish for a repetition need not necessarily be an “unfulfill

able’ wish, such as ‘Would I were young again ...", despite the ten-
sion between aUTis and A Xpdvos (1); the celebration and walk may
be repeated, even if the meeting with Lykidas cannot, cf. Ovid, 4dm.
1.5.26 (after a recollected experience) proueniant medii sic mihi saepe dies.
As the songs of Lykidas and Simichidas both finished with wishes for
the kind of ‘peace’ which the speaker finds most desirable, so the
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frame ends with a corresponding prayer in the mimetic world of the
narrative,. Workers and invited guests would apparently place
winnowing-fans in 2 heap of grain to signal the completion of the
harvest; T. too has finished his ‘Thalysia’. Similar customs are
recorded on a number of Aegean islands (including Cos) in more
recent times, cf. Petropoulou (1959) 11, Petropoulos (1994) 25. The
‘sense of an ending’ is reinforced by an echo of Teiresias’ prophecy
to Odysseus that, after killing the suitors, he must take up his oar
and carry it until he meets ‘men who do not know the sea’; when 2
traveller says that it is a winnowing-shovel he is carrying, he must
plant {TrAgas) the oar in the earth and sacrifice to Poseidon; this will
be the end of his wanderings (Od. 11.119—37). Simichidas’ Odyssey is
also over. A rather similar tool, the Alkvoy, is found elsewhere in
connection with the mysteries of Dionysos and perhaps Demeter (cf,
G. E. Mylonas, Eleusis and the Eleusinian Mpysteries (Princeton 1961)
206). péya perhaps points to the existence of special fans made
solely for this ritual purpose. yeAdooot: the smile will indicate
her favour and approval.

157 péxwveg ‘poppies’, a standard attribute of Demeter
(Hopkinson on Call. 4. 6.44), though the significance is unclear. The
description implies a statue of Demeter beside the threshing-floor.

V Idyll 10

A conversation and subsequent song-exchange between two reapers:
Milon asks why Boukaios is falling behind, and teases him on learn-
ing that his friend is in love. At Milon’s suggestion, Boukaios sings a
love-song for his beloved, which is answered by a work-song from
Milon.

Although reapers are a standard part of the country-scene, and
7.29 seems to include them in standard settings for ‘rustic music-
making’, Idyll 10 is clearly distinguished from the ‘bucolics’, in both
theme and style. Love is always a distraction, but for herdsmen the
distraction is largely mental, as they have little else to do as they
watch their flocks. Love, however, threatens the very livelihood of
the reaper, by keeping him from earning his living. The agricultural
theme of the poem thus replays the central message of Hesiod’s
Works and days: given the conditions which the gods have imposed,
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the only sensible policy is one of unremitting work (WD 299, 308—16,
397—400 etc.), involving the avoidance of idleness and, in particular,
the dangers posed by women (WD 66, 37335, 695—705). Idyll 1o thus
thematises an opposition between two views of the countryside: a
place of romantic fantasising, as we have seen it in, say, Idylls 3 and
11, and a place of back-breaking labour. Both views are highly styl-
ised, and neither is ‘realistic’: Milon’s homely wisdom is as partial
and second-hand as the trite images of Boukaios’ love-song. As Idyll
7 explored the ironies involved in writing ‘bucolic song’, so Idyll 1o
suggests that the ‘Hesiodic’ view is just as limiting; poetry, in fact,
can only approach the ‘countryside’ through traditional schemes
which inevitably distort. Moreover, the contrast between the two
songs, both represented in (recited) hexameters, displays the distance
between such songs and the real exemplars of which they are literary
copies; at the heart of the poem lies an acknowledgement of the
fiction of such poetry, whose strength derives in fact from the very
improbability of the mimetic task it has set itself.

If Boukaios’ position recalls that of other Theocritean lovers (in.),
it is natural to ask whether Idyll 10 was written against a background
of pre-existing ‘bucolic’ poetry; if so, Milon’s mockery would, in
part, be the knowing self-irony of the poet. So too, there are marked
stylistic differences from ‘the bucolics’ very few Homerisms, no
unaugmented past tenses (Di Benedetto (1956) 53—4), and signific-
antly more breaches of the Callimachean ‘rules’ than in the bucol-
ics (Fantuzzi (1995a) 237). T. may have felt that such a rhythmical
practice was appropriate to the Hesiodic setting of men at work, but
given the particular nature of Boukaios’ complaint and the institu-
tion of song-exchange, it is at least tempting to see a deliberate guy-
ing of the fiction and conventions which T. himself has established
in other poems, cf. further 4in., 58n. All of T.’s poems, however,
have generic concerns, and there is little basis here upon which to
construct a firm relative chronology.

Poems in which one character ascertains that another is in love
and then either sympathises or teases the lover are familiar in Hel-
lenistic and Roman poetry, cf. Call, Epigr. 30, 43, Asclepiades, 4nih.

Pal. 12.135 (= HE 894-7), Hor. C. 1.2y, Prop. 1.9, Cairns (1g972)

Index s.v. ‘symptoms of love’. T. himself offers another version at
14.1—-9 (cf. Hunter (1xgg6a) 111—13). Cairns (1970) argues that the wit
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of Idyll 10 consists, as in Idyll 3, in the transference to a rural setting
of an essentially urban, indeed symposiastic, form. This, however, is
to take too narrow a view; instances such as the opening of
Menander’s Heros in which the scene-type is played out between two
slaves show that it has no inevitable link with a particular setting.
There is no reason to think that the poem exploits ‘[not] the real
rusticity of rustics but ... the literary rusticity of rustics behaving
like townsmen’. The ‘rusticity’ is, of course, not ‘real’, but its un-
reality derives from competing literary images of the countryside,
not from a transference from an ‘urban’ form.

Title. "Epyariven §) OepioTal.

Modern discussions. Cairns (1970); Hopkinson (1988) 166-72; Hutch-
inson (:988) r73~8; Ott (1969) 57-66; Reinhardt (1988) 43—9; Strano
(1976); Whitehorne (1974).

1 Unlike Idylls 1-8, the opening verse lacks bucolic diaeresis.
épyariva: for Milon’s Hesiodic stress upon ‘work’ cf, Intro. above.
Of itself, the word implies nothing about Boukaios’ social status; it is
a reasonable inference from 45 that he is a free man who has hired
out his labour. Bouxale: Boukaios is not found as a name else-
where, but Nicander (Ther. 5) uses Boukaios as a noun, ‘oxherd’, and
BouxoAiwy, Bouxddos and BoUtas are all real names. The name
may have particular point: Boukaios plays the ‘Daphnis réle’ — the
bucolic hero suffering from love — here mocked by ‘Milon’, whose
famous namesake (7n.), like all athletes, would take a more Priapic
view of sexual desire. <l wOv ... memdvBerg;: cf. 1.81n.; for the
verbal form cf. 11.1n. @1Gvpés cf. 7.118-19n. Here the tone is of
friendly teasing, but elsewhere it may convey contempt (Ar. Birds
1641) or exasperation {Ar. Clouds 655, Lys. 948).

2 Love puts the lover off his or her usual activities and induces
‘idleness’, as, for example, the Cyclops (Idyll 11) and Dido (den.
4.86—9) discovered. Hesiod recommends a well-fed ploughman who
can drive a straight furrow and keep his mind on the job (WD 441~
5); as a reaper, Boukalos fails on all three counts (57n.). olite Tov
Bypov: oli®” £ov 6. is the best attested reading, but &g with the sense
‘your’ is a feature of high Hellenistic poetry which would here lack
point (cf. 17.50, A7g. 3.140, Rengakos (1993) 117). That the reference
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is to Boukaios’ swathe requires no specifying, ¢f. 6 & alAaxos.
8vvars a descendant of *8Uva[clau, cf. Soph. Phil. 849 (lyric), K-B 1t
68, W. G. Rutherford, The New Phrynichus (London 1881) 463-6.
Some grammarians regarded such forms as Doric ( Z1. 14.199).

3 ‘nor do you cut the crop at the same pace as your neighbour,
but you fall behind ... ©&Ht wAariov: lit. ‘the one near by’
mAatiov (Dor. for mAnciov) is the adverb, cf. 5.28, Pl. Tht. 174b2 &
ugv TAnoiov kal & yeiTwy.

4 61 moipvag: sc. &rohsimeTal, wéutog: not modern ‘cactus’,
but an unidentified plant with edible stems and a ‘broad, spiny leaf’
(Thphr. HP 6.4.10), cf. Ath. 2 70d—71¢, Lembach (1970) 79—80¢. Theo-
phrastus reports that it only grows in Sicily (cf. Epicharmus frr. 159~
61 Kaibel), but this would be a very uncertain base upon which to
seek a setting for Idyll 10. A fawn is pierced by a ‘sharp kékrog
in Philitas fr. 16 Powell, but there is no obvious link between the
passages. At one level, Milon speaks more truly than he knows, for
Boukaios has been pierced by the thorns of love (cf. 13.64—71n.).

5 xai ‘and even’, ¢f. Denniston 2g1. For the tripartite division of
the day assumed here cf. 13.50~13n.

6 ‘secing that now at the start you don’t bite into your row’. The
genitive may be taken with both participle and verb. ol
amotpwyetgt cutting the swathe is likened to taking successive bites
from food, but there is no clear parallel for this colloquialism. As,
however, the verb is properly ‘nibble off’, we ought perhaps to read
oU8’ &rmrorpwysls ‘you don’t even nibble at your row’.

7 Miiwv: the name recalls the famous athlete of Kroton (4.6n.),
whose legendary strength and appetite embody the ‘manliness’
which his latterday namesake values so highly. oapdrta ‘who
mows till late’, cf. Hes. WD 490 dyapdtns ‘one who ploughs late in
the season’. métpag dmoxopy’ drepapvw ‘chip off a hard rock’,
The idea that physical and emotional strength go together is over-
turned in the narrative of Herakles’ love in Idyll 13.

8—9 These lines evoke proverbial expressions of dangerous fan-
tasy, cf. Hes. fr. 61 M~W vAymios 65 T& groiua Aoy dvétotua Bic-
ka1, Pind, Pyth. §.19—23 (Koronis} &AA& To1 | fipato TéV &medvrov:
ola kai woAhol méBov. | EoTt Bt ¢pUAov &v &vBpdmoiot poTal-
dratov, | SoTis aloyUvwy Emiydpla TamwTaivel T& épow, | PeTo-
nvia Bnpedwy &xpdvtols EAtriciy, Thucyd. 6.13.1 (Nikias warns the
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Athenians) SuatpwTas ... TGV &wdvTwy. Again there is a Hesiodic
pattern informing the poem: WD 366—7 £00AdV pév Tapsdvros éréo-
Bat, mHpa 88 Bupdd | xpmilewv &wedvTos. T&Y dredvrwy: Bou-
kaios probably intends this as a generalising masculine, i.e. covering
female ‘objects of desire’ as well, but Milon takes it {(or pretends to
take it) as neuter (T&®v £kTobev); Boukalos thus has to be more
explicit about the nature of his trouble in 10. For Milon, a man who
has to work to feed himself should be interested only in that work,
cf. 13. Love, in particular, may be the preserve of those who do not
have to work, cf. Theophrastus fr. 558 Fortenbaugh, eros is a wddos
wuyfis oxoradolons.

11 Yohemov yoplw xbva yeboar ‘it’s a bad thing to give a dog a
taste of guty’. The proverbial expression takes the standard prover-
bial rhythm, the paroemiac (a catalectic anapaestic dimeter), cf.
15.62, 95, 26.38. The point of the proverb is, presumably, that once
a dog has eaten something as attractive as guts, it will go on eating
or trying to find them, and neglect all other duties, perhaps even
killing to find the taste again, cf. Hor. Sat. 2.5.83, G. Williams, CR g
(1959) 97-~100. Some grammarians explained xopiov as ‘afterbirth’.

12 oy edov évdexaraiog ‘for nearly ten days now’, cf. 14n.

13 ‘You clearly draw your wine from the cask; I have only drink
gone sour, and not enough of that.” For &§os of sour wine cf. Et
Mag. 626.51 Gaisford, Hunter (1983a) 150—1. Another proverb ironi-
cally (note 8fjAov) contrasts Boukaios’ ‘wealth’, which affords him
time for love, with Milon’s more mundane concerns, cf. Eur. fr. 895
Nauck &v mAnopoviit Tot Kimpis, &v wewdvt 8 o, Men. Heros 16~
17 (to a slave in love) wAfov Suoiv ool Yowikwy & SeomwdTns | Tap-
gxet. Tovnpdy, A&’ Umepdermvels fows.

x4 ‘For this reason all the ground in front of my door has not
been hoed since the sowing.” If Boukaios is referring to the crop
currently being harvested, the verse is hard to reconcile with his
assertion that he has been in love ‘for nearly ten days’. Most prob-
ably, therefore, he is referring to his own plot near his home, which
might have been sown with, say, pulses or vegetables not long before
the main grain harvest in May-June, but which has since been
neglected as he languishes in love, cf. 11.73—4, Eel. 2.70—2, White-
horne (1974) 35—8. Other proposals have been made. Some take the
expression as purely proverbial — Boukaios is in a bad way — but
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there is no other evidence for such a proverb, and this explanation
does not account for the strongly inferential Tolyap. Serrao (1971)
93—108 saw the apparent inconsistency arising from a learned use of
évBexaralos to mean not ‘on the tenth day’, but ‘on a critical day’,
i.e. 12 will mean ‘I am in love, and it’s now at crisis point’. Homer
may use the ‘eleventh or twelfth day’ to denote a critical time,
regardless of strict chronology (cf., e.g., Il. 21.156), but the alleged
doctrina is not convincing. H. White, Corolla Londiniensis 1 (1981) 129—
35 understands 12 as ‘I am in love [with a fever] which recurs
roughly every eleven days’, but the Greek can hardly beacr that
sense; contrast 0.2.

15 For the division of the verse between speakers cf. 4.45n.
Avpaiverar ‘ravages’: love’s effects are not gentle, of. Ar. Frogs 59
Tuepds pe SroAupaiveTal. & TloAvPditar ‘Polybotas’ girl’ might
be his daughter or his slave; if we are to infer that ‘Mr Many Cattle’
is rich, then the latter is perhaps more likely, cf. 26~7n. ‘Polybotas’
occurs elsewhere only as the name of a giant in Coan myth (Apoliod.
1.6.2, Strabo 10.5.16), but this too is a fragile basis for inferences
about the poem’s setting.

16 Cf. 6.41n. Hippokion is not otherwise attested, though Hipp-
names are very common; it may be intended to sound like a hypo-
coristic for, say, Hippokles. The reaping tune par excellence was the
‘Lityerses’ (cf. Suda A 626, 41n.), and it is tempting to think that this
is what the girl was playing: Boukaios, however, was fixated on the
player, not the tune.

17 €bpe Bedg 1O &Aetpov ‘god finds [gnomic aorist] the wicked’, a
semi-proverbial jest at the amusing appropriateness of Boukaios’
beloved; in Milon’s view, Boukaios has taken his mind off his proper
task and been suitably rewarded: ‘you have got what you have long
wanted’, i.e. the punishment fits the crime. Milon’s jesting response
finds a close parallel in the response of Horace in a similar situation
at C. 1.27.18~24.

18 ‘A praying mantis [cf Davies—Kathirithamby 176~80] will
embrace you all night.” The girl in question is in Milon’s judgement
thin and ugly (24--8); whether the Greeks knew of the tendency of
the female praying mantis to devour the male during mating is
unclear. Strano (1976) 457-8 understands the verse quite differently.

Noting that people around Etna regard the praying mantis as a -
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" bringer of good luck, he suggests that Milon is simply congratulating

Boukaios on his good fortune: to have such an insect in your bed
would be really fortunate. xpoikeitar ‘embrace’, lit. ‘place her
skin (xpcs) on yours’, cf. Call. fr. 21.4 (= 23.4 Massimilla) ypotcca-
wévn; a related verb ypowTifeodat is used at Frag. Gren. 36.

19-20 ‘Wealth is not alone (a07ds) in being blind, but heedless
Eros is also blind” The reference to Wealth, proverbially blind as
early as Hipponax fr. 36 West (§or1 y&p Ainv Tudrds, of. Diggle on
Eur. Phaethon 166), itself has point for these relatively poor labourers;
both gods have been truly ‘blind’ for Boukaios. He acknowledges the
girl’s imperfections by appealing to the proverbial truth that the
lover is ‘blind’ as far the beloved is concerned, cf. Pl. Laws 5 731¢ 5~
6 TudroUTar y&p Tepl TS prAoUpsvov & $iAdy, Hor. Sat. 1.3.38-9
etc. As often, a characteristic of the lover is transferred to Love him-
self (cf. 6.18~19n.): ‘blind Love’ is a very rare image throughout
antiquity, cf. Orph. fr. 82 Kern, 4nth. Lat. 812.6 Riese (where, how-
ever, caecus may be ‘blinding’ or ‘invisible’, <f. 4rg. 3.275, Prop.
a.12.11 ete.), V. Buchheit, C&M 25 (1964) 129—37. The form of the
expression may have been influenced by a saying attributed to
Demetrius of Phaleron (fr. 121 Wehrli), o0 pévov 1odv wholTov #n
TUPAdY, GAAG xal THY O8nyoloav alTdv TUXNV. W 8% péyae
pwoBeb: the implicit warning in the previous words is now made
explicit. ‘Big talk’ can incur divine anger and suitable punishment,
cf. Eur. HF 1244, Pl. Phaedo 95b5~6 etc. For the drrisor amoris caught
by love cf. Prop. 1.9 (with Fedeli’s commentary).

21 pévov fust’.

22 Tt xépag iAoy pélog duParev ‘strike up a love song for
your girl [objective genitive]’. Milon’s friendly advice reverberates
with T.*s favourite theme of the power of song to assist in the pain
of love. apPareu: cf, 4.31 &ykpovopal auPdiev (< &véPaiey)
is in pointed opposition with k&aT&BAAE.

24~37 Boukaios’ song falls into seven couplets, imitative of the
small verse-groupings of popular song; the ‘real life’ equivalents of
such a song would presumably have been in lyric lengths, cf. 3gn.,
Pretagostini (1992) 82~3, Hunter (1996a) 125-7.

24-5 > Fol. 10.72. A formal prayer to the Muses, rather too ambi-
tious for the context, precedes the song proper, which is demarcated
in ring composition by the opening and closing addresses to Bombyka
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(cf. 3.6~23). Moloar Miepideg ‘Muses of Pleria’ (cf. 11.gn.), 2 near
echo of the opening of Hes. WD MoUoou ThepinBev, suggests the
mental distraction which has turned Boukaios from hard work to
what Hesiod warns against most vehemently, the attractions of the
female. auveeisate ‘join me in singing’; for such a hymnal invo-
cation to the Muses cf. IG v (ed. min.} 1.131.3 xai por ouvasioaTs |
T&v Matépa Tév Becdv, Posidippus, SH 705.5, Pl. Phdr. 2372 7-10
&yeTe 81, & Moloau ... “EUu por A&Peabe’ Tol uibou, év ue vy~
K&Zel © PeATIoTOS OUTOTt Adysv. Without the ‘present help’ of the
Muses, no song can be lovely or successful (cf. Bion fr. 9.3-4).
padivav: an epithet of Aphrodite {cf. 17.37, Hes. Theog. 195, Sappho
fr. 102.2 Voigt etc.) throws the best possible light on the girl’s thin-
ness. For the euphemism of. Lucr. 4.1166-7 ischnon eromenion tum fit,
cum winere non quit | prae macie; rhadine uerost iam mortua tussi (with Brown
(1987) 290-1), Ovid, 44 2.660 sit gracilis, macie quae male wina sua est,
below 26-7n. agmebe: the Muses” help will be ‘tangible’. The
hands of gods traditionally bestow beauty {cf. Hdt. 6.61.5) or other
blessings {cf. 17.36~7), but the present case is particularly close to
Callimachus’ request to the Graces to wipe the unguent from their
hands on to his elegies (fr. 7.13—14 = fr. 9.13~14 Massimilia). Here it
is not merely the ‘Bombyka’ song which needs to be made beautiful,
but Bombyka herself.

267 The lover’s propensity to euphemism is celebrated in a
famous passage of Plato’s Republic: “Isn’t this how you and others like
you behave towards good-looking young men? Don’t you compli-
ment a snub nose by calling it “pert” (kmiyapis), describe a hooked
nose as “regal”, and call one which falls between these two extremes
“perfectly proportioned”? Don’t you call swarthy young men “virile”
(&vBpikovs) and pallid ones “children of the gods”? And who do you
think invented the term “honey-coloured” (ueAixAwpos)? It could
only have been some lover glossing over and making light of a sallow
complexion (THv @y pdTnTa), because its possessor was in the allur-
ing period of adolescence’ (5 474d7-e5, trans, Waterfield). For fur~
ther examples cf. Lucr. 4.1153-70, Hor. Sat. 1.3.38-54, Ovid, 44
2.657-62, Brown (1987) 128-31, 280~g4. Boy.pdxa yapiesous cf.
the opening of the ‘Amaryllis song’ 3.6, 13.7n. The girl is named for
her art: POuPUE is variously the aulos itself, a part of an aulos, or one
of the sounds it produces, cf. Michaelides (1978) 52—3. In view of

COMMENTARY: 10.28 207

what follows it is to be noted that BaupUxn was a major Syrian city,
of. R. Verdiére, RSC 13 (1965) 174~7. Sopav: to Greeks Syrians
were dark-skinned, whereas white was the privileged colour for
women. The nickname may have been just that, or (perhaps more
likely) we are to understand Bombyke really was Syrian. If so ~ we
are perhaps even to understand that most people ‘called’ Bombyke
SUpa, which is a very common slave name — the fatuousness of
Boukaios’ compliment is starkly revealed. ioyvav: cf. Lucr.
4.1166 (cited in 24-5n.), where, however, this word itself is euphe-
mistic; here it is pejorative. &Mébuavorov: cf. Song of Songs
1.5-6 pfAonvd siw kad kaA? ... uf PAéYnTE pe, &T1 &y sl pe-
ueAavoutvn, | &1t mapéPreyiv pe & Ao KTA. éyd B& pévog
breaches ‘Hermann’s bridge’ whereby word-end is avoided after the
first short of the fourth biceps, ¢f. 8.10 (with Gow’s note), 14.64, 70,
15.25, 18.15 (the most marked infringement), 24.102; on such features
in general cf. Intro. Section 4. perixAwpov ‘honey-coloured’, in
Plato a euphemism for ‘pale’ or ‘sallow’, but here used instead of
‘dark’, of. Lucr. 4.1160 nigra melichrus est; honey itself comes in many
shades. In Egypt pehixpws was a standard term to denote ordinary
Egyptian skin colour, i.e. neither peAdyxpws nor Aevkdxpws, cf.
Hasebroek (1921) g0, Gameron (1995) 234. B
28~9 > Ecl 2.8, 10.38—9. Bombyka’s dark complexion is miti-
gated by the example of dark but beautiful flowers, cf. Asclepiades,
Anth. Pal. 5.210.3-4 (= HE 830-1) & 3 péhawva, Ti ToUro; xai
&vBpaxes GAN BTs ketvous | 8&Aywpey Aduirous” s poBeat KEAUKES.
No connection between the two passages is necessary (pace E. Court-
ney, LCM 15 (1990) 117-18, Cameron (1995) 235—6), but any borrow-
ing is more likely to be from Asclepiades to T. than vice versa,
because of Boukaios’ obvious aping of high poetry. xai ... ol
‘both ... and’. & yeartd bdurvlog: cf. 18.2 (‘hyacinth’ garlands),
11.25-7n. The flower is ‘inscribed” with markings which were inter-
preted as Al, i.e. Alas or adai, depending on the myth being fol-
lowed, cf. Euphorion fr. 40 Powell, EB 6-~7; the letters were most
commonly thought to commemorate the death either of Ajax or
the eponymous Hyakinthos, an eromenos of Apollo. With this touch,
Boukaios hopes to raise the level of his poem by borrowing from the
tragic pathos of myth. AN’ Epmag xtA. ‘But nevertheless they
are chosen first (t& mwp&ra adverbial) among garlands.” The exact
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sense is uncertain; others understand ‘are collected {as] the firs
{things] among garlands’ or ‘are reckoned [cf. LSJ s.v. Adywo 11 1] ir
the first place among garlands’. Ecl. 2.18, uaccinia nigra leguntur, offer:
a brilliant aural echo of this verse, not necessarily an interpretatior
of it. ©oig atedpavorg: for the rhythm cf. g.1~2n.

30-1 > Ecl. 2.63-5. Climactic sequences such as this, which have
clear links with priamel form, are a familiar feature of ‘pastoral
poetry, cf. 8.57-9, 79-80, PL. Phdr. 241d1 & Axor &pvas &yarréd-
o, os maida ¢pidolow épacrai, Rosenmeyer (196g) 257-61. The
break in the sequence caused by ‘the crane [follows] the plough’ (cf.
below) is presumably a further sign that Boukajos has over-stretched
his poetic gifts. Ty xO7icov: named as goat food also at 5.128
and Eupolis fr. 13.3 K~A; Aristotle includes it among plants which
bring an increase in milk production (HA g 522b2y). It has regularly
been identified with ‘tree-medick’, Medicago arborea, Polunin-Huxley
{(1965) 6. Abnog: lovers, particularly admirers of young boys,
were proverbially likened to wolves, of. Pl Phdr. 241d1 (cited
above}, G. Luck, CQ 9 (1959) 847, 13.62~3n. This idea resonates
within the sequence, without ever being made explicit. & yép~
ovog: the southerly migration of the crane was used as signal of the
ploughing-season, cf. Hes. WD 448-50, Ar. Birds 710. The crane
“follows’ the plough, not ~ as the preceding sequence may have sug-
gested - to eat it, but to eat the worms it turns up or perhaps the
seed which is scattered (cf. Antipater of Sidon, Anth. Pal. .172). The
shift in the sequence is mildly comic, and would be more so if we are
to understand that, from the point of view of weather-signs, it
should really be ‘the plough follows the crane’. émi wive cf
13.490.

32 Croesus of Lydia was a king whose great wealth (Hdt. 1.30-3)
pgssed into legend, cf. 8.53, Philemon fr. 159 K~A, Cat. 115.5, Otto
95-9.

33 > Edl. 7.35-6. ‘We would both be gold statues dedicated to
Aphrodite.” Boukaios imagines himseif as a Hellenistic monarch
erecting statues of himself and his wife, perhaps on their wedding
day; the statues will, in his fantasy, ensure the kleos of their love, cf.
12.17~-21. Philadelphos himself erected many lavish statues of mem-
bers of the royal house and of other favourites, including his female
cup-bearer Kleino, who was represented holding a cup (as Bombyka
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will have her pipes), cf. Ath. 10 g25¢~f citing Polybius 14.11; some
‘Prolemaic’ reference has been suspected in these verses, perhaps
rightly, cf. Whitehorne (1974) 39—40, Burton (1995) 131—-2. The
absurdity of the fantasy recalls Plato’s image of the ‘small, bald
metalworker who’s come into some money. He’s just got himself out
of debtors’ prison, he’s had a bath and is wearing brand-new clothes
[cf. line 35] and a bridegroom’s outfit, and he’s about to maxry his
master’s daughter ...” (Rep. 6 495658, trans. Waterfield).

34 Bombyka would be represented with her tools of trade and
symbols of Boukaios’ love (cf. 3.to-1m., 11.10). The fussiness of
% ... f recalls the literal-mindedness of the Cyclops, cf. 11.58-gn.
adAdg: perhaps, despite the definite article, rather grander than
what she plays now, cf. 6.42—3n. The ‘wealth of Groesus’ will be
used to buy Bombyka a new instrument and Boukaios new shoes.
For such a statue of a musician cf. CEG 2.509.

35 oxijne ‘[new] clothes’; kaivés also colours the preceding noun,
by the figure known, presumably by coincidence, as the oxfiua dmd
xowvol. The word oxfuc for ‘clothes’ is well attested only in later
Greek, but Boukaios’ language can be as strained as his
imagery. apbrrag ‘shoes of Amyklal fin Laconial’, a well
known, and rather posh, type, cf. Ar. fr. 76g K~A, Hesychius 3838
etc.; ‘on both feet’ is amusingly najve. Theocritean countrymen are
often concerned with footwear, cf. 4.56, 7.26, and here the idea leads
into Boukaios’ praise of Bombyka’s feet.

364 These lines are Boukaios’ version of the ‘catalogues’ of the
beloved’s charms familiar from Hellenistic and Roman poetry, as
well as the poetry of other cultures, cf. Dioscorides, Anth. Pal. 5.56
(= HE 1463~8), Philodemus, Anth. Pal. 5.132 (= GP 3228-35), Ovid,
Am. 1.5.19~22 (with McKeown’s notes), Song of Songs 5.10-16, 7.2~
6. Such catalogues regularly move from head to foot or vice versa;
Boukaios cuts the form to its bare essentials by mentioning only the
two extremities; it is tempting to think that, unlike Dioscorides, Philo-
demus and Ovid, T.’s readers are to understand that feet and head
are the only part of the beloved’s body which Boukaios has seen.
BopPoxa yopiesoa: cf. 24-3n. dorpdyaiet: why Bombyka’s
feet are compared to ‘knucklebones’ has long been a puzzle. It may
be a rather strained image marking the smooth ‘moulding’ of her
feet, and from the side some preserved examples of astragaloi can
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indeed vaguely resemble human feet. More probably, however,
Boukaios incompetently applies to the feet an image which, if it has
any meaning at all, should apply only to the ankles, which roughly
correspond to the animal knuckle from which astragaloi were made.
Ankles were a marked point of beauty: xoAAiopupos, Taviohupos,
ravwwodupos and eUopupos are all terms of praise in high, archaic
poetry, and T. himself calls Hebe ‘white-ankled’ {17.32), Tev:
this genitive form is a regular variant of Tevs in the MSS, and was
associated by ancient grammarians with Laconia (cf. GG 11 1.75, K-B
1 583); the form in -5 is guaranteed at 2.126 and 11.55. @ pwva B
TpdYvegt TpUYvos or oTpuyvos are various edible and inedible
plants of the nightshade family (Lembach (1970) 68—71). “Your voice
is a narcotic plant’ is a possible, if rather extreme, absurdity for
Boukaios (cf. the Homeric ‘lily-like voice’ Il 3.152 etc.), but some
plants of this family were also believed to possess aphrodisiac qual-
ities (cf. Thphr. HP g.g.1 on uovdpaydpas), and this may be thought
a more likely compliment. £ however refer to the plant’s softness,
and late grammarians cite a proverb &mwaAdTepos TpUxvou together
with a ‘parody’ in Aristophanes pouoikcTepos TpUxvou (fr. gb4
K~A); the word may therefore have had a meaning which we can no
longer recover. The voice is a familiar feature of catalogues of
beauty and ugliness, cf. 20.6, 26—, but Boukaios may have trans-
ferred to the voice an image more appropriate to the mouth, which
is often compared to a flower, usually a rose {E4 11, Dioscorides,
Anth. Pal. 5.56 (= HE 1463) etc.). ©ov ... Tpomoey ‘your charac-
ter’, cf. CEG 11 590.4—5 ToUs 8& Tpdtrous kal gwdpocivay fiv siyousy
fuels | fudTepos ools 0idev &ploT’ gimelv mepl ToUrwv. For Bou-
kaios it surpasses description, for us it is his powers of description
which fail; if he has only ever worshipped Bombyka from afar, he in
fact knows nothing of her character.

38~40 Milon’s ironic response, marked by 7, passes judgement on
the poem we have just heard or read. Line 38 praises the text of the
poem (1roddv ... &o1d&s) and g9 its performance; such a disjunction
is more ‘natural’ in a Hellenistic than a classical context.

38 Bolxog: presumably a familiar shortening of Boukalos.

39 ‘How well he measured out the style of the harmony.” Milon’s
teasing use of the ‘technical’ language of music calls our attention to
the gap between the written text and the song, represented in hexa-
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meters but to be imagined in a quite different mode, cf. 243710,
tuétpnoev does not therefore necessarily refer to dactylic form.
Milon seems to mean that Boukalos’ choice of &puovia was entirely
appropriate to the words of the song, cf. PL. Rep. 3 398dg; Boukaios
is thus mocked as povoixds (23) in a semi-technical sense, cf. Pl. Rep.
3 398er (Socrates to Glaucon) Tives oUv BpnucdBeis dpuoviai; Aéye
porr oU y&p povotkds. Marco Fantuzzi suggests that, with this verse,
T. also comments ironically on the relatively poor hexameter struc-
ture {‘Gliederung’) of the song. It is a persistent theme of Greek musi-
cal discussion that the various ‘modes’ had moral implications; for
Milon, Boukaios’ ‘mode’, as well as the words of the song, will have
been redolent of ‘softness and idleness’ (Pl. Rep. 3 398e6-7), and
therefore quite inappropriate to ‘real men’ (56). &y iBéav: cf.
Ar. Frogs 384 &répav Gpvav i8éav. tdig dppoviag: the harmoniai
were the different musical ‘modes’ (Dorian, Phrygian etc.), as deter-
mined by different melodic scales, <f. PL. Rep. 3 308d1-gc6, Ath.
14 624¢—52, R. P. Winnington-Ingram, Mode in ancient Greek music
(Cambridge 1936), Michaelides (1978) 127~9, West (1992) 177~9.

40 A beard should be a sign of wisdom and maturity (cf. 14.28),
but Milon ironically claims to have been shown up by Boukaios’
musical skill; it is a reasonable inference that Milon is somewhat
older than Boukaios.

41 Without explanation Milon now offers a song in return, thus
creating the typical song-exchange. His song, however, is presented
as a traditional work-song applicable to all reapers and ‘composed’
by none, and therefore devoid of the maudlin self-absorption of
Boukaios’ offering. fdoar 89: the illogicality of ‘look at this
song’ is scarcely felt in colloquial language, cf. 1.149, 7.50~1, but the
verb suggests the ‘admiration’ associated with the contemplation of
works of (visual) art, cf. Epigr. 17.1 8&con Tév dvBpidvra KTA.; just
how ‘artistic’ the song is may be debated. Té feles Artnégaar
for Milon Lityerses is ‘divine’, as Komatas is for Lykidas (7.8¢) and
Simonides for a poet seeking patronage (16.44). Lityexses, son of
Midas, was a Phrygian culture-hero and inventor of agricuiture after
whom a reaping-song was named, ¢f. Apollodorus, FGrHist 244 F149.
No other source ascribes traditional songs to him, but the idea is in
keeping with the tendency to ascribe all institutions to single ‘inven-
tors’. Stories told how he challenged visitors to reaping contests and
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cut off the heads of his victims; he himself was finally killed by
Herakles. Such a manly figure is an obvious réle model for the
‘unbreakable’ (7) Milon, and carries an amusing threat to Boukaios.
The contemporary poet Sositheos wrote a satyr-drama Daphnis or
Ligyerses (TrGF g9 r1a—3) in which, after roaming the world in search
of his beloved, Daphnis found her in servitude to Lityerses; they
were both released by Herakles. A surviving fragment (fr. 2) paints
the Phrygian king as himself something of a Herakles: a big eater
who accomplished hard, physical tasks. In associating Milon with
such a figure and condemning Boukajos’ ‘starving’ love (57), the
poem replays the myth of Sositheos’ play in a quite different mode:
Boukaios becomes a comically lovesick Daphnis whose ‘bucolic’ suf-
ferings find no pity in Milon’s harsh, Hesiodic conception of the
world.

42~55 Milon’s song matches that of Boukaios in length and like it
is arranged in couplets. In this case, however, the couplets do not
evoke the lyric snatches of a love-song, but rather the short phrases
of real work-songs (cf. PMG 849, 869) and the gnomic wisdom of the
Hesiodic tradition.

42~3 Demeter is the proper divinity to whom working men should
pay heed, not Boukaios’ Muses. The repetition of woAu-compounds
in prayers is a common feature, but it is likely that there is tradi-
tional ‘Demeter’ poetry behind these verses, as there will be behind
Call. h. 6.2 Aduarep, péya yaipe, ToAuTpdde TovAunESIpvE, 1367
dépPe Poas, dépe A, Pépe oTdyUv, oloe Bepiondy, | PépPe kad
sipdvay, Tv’ 85 &poos THvos dudonl. ebepyov ‘easy to work’, an
important guality for a task as back-breaking as reaping. This verse
opposes solid, material advantages to the aesthetic wishes of Bou-
kaios” second verse.

44-5 The Spéyuata are the ‘handfuls’ of the crop which are
mown at one time and then bound together into &uAdat, cf. Il
18.550—7. mapLdy TIG: sensitivity to criticism by outsiders is
characteristic of Greek society at all periods. abnvou: figwood
was proverbially weak, cracking under the least strain; among many
relevant proverbs is oukivn émikoupia ‘as much assistance as fig-
wood’, cf. further CPG 1 21011, Hor. Sat. 1.8.1, L8] s.v. 1 2. Strano
(1976) 456 says that ‘figwood’ is still a common pejorative term in
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Sicily. oUkivor dvBpes (Edmonds), ‘the men are figwood®, is possible,
but not necessary, pLoBog: cf. .

46-7 “The cut end of your sheaf should face the north or west
wind; that way the ear grows fat.” A képBus was a sheaf cut roughly
half-way up the stem rather than at the base; such grain would be
cut before it was ripe and these verses give instruction either for how
it is to be stored under cover while ripening (cf. Geopon. 2.27.1) or
how it is to le in the fields until collected. Theophrastus also notes
that it is the North Wind which is best for the ears of grain (CP
4.13.4).

48 A rule for threshing is introduced to contrast (8¢ in 50) with
what is necessary when reaping. td pecapPpivov: adverbial
‘during the middle part of the day’, cf. 1.15.

49 ‘At that time [i.e. when it is hottest] the grain and chaff are
most easily separated from the straw.” As, however, d&yvpov is
usually just the chaff, not grain and chaff together, there is some
uncertainty about the meaning. Others understand (with a more
regular sense of the verb) ‘the grain and chaff are produced from the
stalk and ear’.

50~1 Reapers traditionally keep very long hours (cf. Hes. WD
571-81). The Hesiodic structure of these verses may be seen from a
comparison with WD $68-g &pyonévou 8t miou xal Afyovros
xopéoachal, | ueoodb ¢eideobua. xopudaAAd: ‘up with the lark’
is as common in English as it seems to be unparalleled in Greek.
Eavioat 8¢ 16 nabpa ‘rest during the heat [of midday]’. Reapers
should avoid the blazing sun and also, by implication, the furnace of
love’s heat.

52—3 Mention of the heat leads into the pleasures of a cool
drink. naideg: cf. 13.52n. 76 7ielv: an epexegetic infinitive is
common after verbs of giving etc., i.e. ‘give someone [something] to
drink’; cases such as this where the article is added to the infinitive
are much rarer, but well established, ¢f. Goodwin §795. Tap-
€orLs sC. TO TIEly,

54—5 ‘Better, stingy overseer, to boil the beans, so that you don’t
cut your hand with cumin-splitting,” The overseer is told to get on
with preparing the men’s food, rather than devoting himself to
stingy savings. ‘Cumin-splitting’ was a proverbial expression for stin-
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giness (our ‘cheese-paring’), cf. Sophron fr. 10 Kaibel, Ar. Wasps
1357 etc., but as cumin was used to flavour soups, there is a literal
sense also: ‘Stop trying to cut the ingredients as small as possible and
start cooking!’ Others prefer to take k&AAlov as an adverb modifying
an imperatival infinitive: ‘Boil the beans better ... oV axdy
‘lentils’, used to make lentil-soup, daxf. xelpu: ¥fipa may be
correct — it oceurs, for example, in the Sophron papyrus and the text
of Aleman ~ but TT® is strongly Doricising, and there can be no
certainty.

56 poxBedvrag: uoxBivras (M%) might be an athematic form of a
contracted verb (1.36n.), or a specifically Cyrenean feature, gov >
guv > ¢v, cf. Ruijgh (1984) 74—5. This lectio difficilior has a good
chance of being right, but a simple slip by the scribe of the papyras

cannot be ruled out, #v8pag carries emphasis: ‘real men’, rather
than the infantilised weaklings (58) represented by Boukaios.
57 TpéreLs sC. OF. Atpnpov: the lover is traditionally thin with

wasting, whereas Milon values a hearty appetite. No firm distinction
can be drawn between this interpretation and the implication that,
unless Boukaios pulls himself together, he will starve because no one
will pay his wages. The passage is informed by the Hesiodic opposi-
tion between Atuds ‘Hunger’ and Demeter (WD 298302 and pas-
sim); already in Hesiod, the torment caused by a beautiful woman is
‘limb-ravaging’ (WD 66). It is less probable that there is a further
reference to Bombyka’s thinness.

58 This line is an example of a very rare verse-form. Spondees in
both fourth and fifth feet are nowhere attested in the ‘bucolics” and
are rare elsewhere (cf. 15.48, 83, 143, 16.56, 22.216, 25.30, 989, 154,
Philitas fr. 7.3 Powell); the pattern ssdss is paralleled only at 25.98,
and is entirely absent from Callimachus and Apollonius. This harsh
form, which closes the poem with its only spondeiazon (if T0ye udhov
is correctly read in 34) and a strong breach of Nacke’s Law (1.130n.),
is expressive of Milon’s contempt; he negates dactylic rhythm as far
as possible in order to negate the sentimental nonsense which, in his
view, accompanies it. pubisdev: cf. r.14n. TEL RATPL ..
dpBpevoicar ‘to your mother when she stirs in bed in the early
morning’. Men should be out reaping at the crack of dawn; women
(cf. Hes. WD 5ig—21) and children and any ‘men’ who resemble
them stay at home and talk about such nonsense as eros. The infan-
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tilised Cyclops too involves his mother in his passion (11.67-71), but
we need not infer that Boukaios actually lives with his mother; this is
merely Milon’s way of expressing contempt. Revealing their passions
to parents and other relations was in fact to become a characteristic
of the heroes and heroines of the later novel, but these pampered
figures did not have to work for a living, ¢f. Ninos to his aunt
(Stephens—Winkler p. 36), Chaireas to his parents (Chariton 1.1.8).

VI Idyll xx

The love of .the young Cyclops, Polyphemos, for the sea nymph
Galateia illustrates the truth that there is no alleviation for the pain
of love other than ‘the Muses’. Polyphemos’ song (19—~79) is preceded
by a gnomic opening and address to Nikias (1~6) and the intro-
duction to the narrative exemplum (7-18); the poem closes with a two-
verse confirmation of the lesson to be drawn from the paradigm.
Idyll 1z has important similarities to Idyll 3, the song of another
‘locked-out’ herdsman, and to Idyll 13, another poem on eros
addressed to Nikias; with the latter it shares a structure, familiar
from archaic poetry, of gnomic opening followed by ‘mythical’
exemplification.

Nikias (and his wife} are also honoured in Idyll 28 and Epigram 8,
which depict him as living in Miletos. He was a doctor (z1.5, 28.19—
20, Epigram 8), and the Hypothesis to Idyll 11 cites Dionysios of
Ephesos (perhaps roughly contemporary with T.) for an association
between Nikias and the famous doctor Erasistratos of Keos, cf 1—
6n., above, p. 2. It has often been guessed that Nikias and Erasis-
tratos met each other (? and T.) on Cos, cf. RE vI 334, but there is
no evidence to support the guess, and Alexandria, where Erasistratos
studied, seems as likely. Nikias was also a poet (11.6, 28.7), and very
likely the ‘Nikias’ to whom eight extant epigrams are ascribed (HE
2755-86) and who was included in Meleager’s Garland (Anth. Pal.
4-1.19~20 = HE 3944~5, cf. A. Lai, QUCC 5t (1995) 125—31). For his
‘reply’ to Idyll 11 cf. below, p. 221.

Galateia appears in early catalogues of Nereids (/. 18.45, Hes.
Theog. 250), but no stories are told of her; later antiquity connected
her with yaAfvn ‘calm weather’ (6.34—8n.), as well as with ydAa. A
connection with the ‘milk-white foam’ of the sea is not in fact
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improbable; Callimachus uses milk and sea-foam together as exam-
ples of pure whiteness (fr. 260.57 = Hecale fr. 74.16 Hollis). The his-
torian Douris (¢. g40~260 BC) recounted that Polyphemos had set up
a shrine to Galateia, as a kind of tutelary dairy spirit, and that this
was the origin of Philoxenus’ famous poem (FGrHist 76 ¥58 = PMG
817); Douris may be simply applying rationalising techniques to a
recent cause célébre (i.e. Philoxenus’ poem), but an ancient cult of the
Nereid on Sicily is not per se unlikely. Timaeus already knew of a son
of Galateia by the Cyclops (Idyil 6, Intro.). In Euripides® Cyclops of
(?) 408 BC Silenos swears to the Cyclops by ‘the daughters of Nereus’
(Cyel. 264), but whether this is a pointed dig at Polyphemos’ love or
evidence that the story of Polyphemos and Galateia was not yet
common currency we cannot know. Be that as it may, it was cer-
tainly the ‘new dithyramb’ of the late fifth/early fourth century
which took up the story of Polyphemos with enthusiasm (cf. Didy-
mus, Dem. 12.57-62, p. 46 Pearson—Stephens). From the Cyelops of
Timotheus survives one fragment (PMG 780) which refers to the wine
which destroyed Polyphemos, and there is no reference to Galateia.
Timotheus’ poem was probably close in time to the famous Gyelops or
Gualateia of Philoxenus of Kythera, but priority cannot be established.

Our main source for this latter poem, a report by Phaenias (sec-
ond half of the fourth century) preserved in Athenaeus (PMG 816 =
Phaenias fr. 13 Wehrli), records that Philoxenus was a favoured poet

at the court of Dionysios I of Syracuse (ruled ¢ 404-367 BC), but,

that when he was caught trying to seduce a mistress of Dionysios
called Galateia, he was dispatched to the stone quarries where he
wrote an ‘allegorical’ poem on his adventures, casting Dionysios as
the Cyclops, Galateia as the nymph of the same name, and himself
as Odysseus. Unlike T., therefore, Philoxenus set the love of Poly-
phemos for Galateia at the time of Odysseus’ visit, and Odysseus
may have tried to persuade the Cyclops to let him go with promises

to win Galateia over (cf. PMG 818). It is clear that a centre-piece of.

the dithyramb was a love-song by the Cyclops to the accompaniment

of the lyre {cf. PMG 81g), and it was very likely during this that

‘Polyphemos told the dolphins to tell Galateia that he was healing

his love through the Muses’ (PMG 822), the theme that becomes cen-

tral to T.’s poem. Philoxenus’ dithyramb is parodied in the Plutus of

Aristophanes (388 Bc), and it is a reasonable hypothesis that Philox-.
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enus had performed it in Athens shortly before this date. It clearly
achieved a remarkable notoriety within a brief space of time, prob~
ably both for the virtuosity of Philoxenus’ musicianship and the bril-
liant conceit of a lovesick Cyclops. How much truth there is in
Phaenias’ account must remain open; at the very least, the story of
kitharodic composition while detained in the quarries looks fictional.
While it is quite possible that the poem contained political satire, it
may also be the case that some at least of the biographical tradition
is owed to Middle Comedy plays inspired by Philoxenus (cf. Anti-
phanes, Cyelops, Nicochares, Galateia, ?Eubulus, Dionpsios, cf. Arnott
(1996) 139—40). For the myth of Galateia and the dithyramb of
Philoxenus cf. Holland (1884); Pickard-Cambridge (1962) 45-8;
H. Dorrie, Die schine Galatea (Munich 1968); F. Bémer, P. Ovidius
Naso, Metamorphosen Buch XII-XIII (Heidelberg 1982) 406-9; D, F.
Sutton, QUCC 42 (x983) 37—43.

The ‘bucolic’ elements of the Homeric Cyclopes — idealised pas-
toralists ignorant of agriculture, polis institutions and colonialist and
commercial imperatives (0d. 9.107~15, 125~30) ~ had already been
given a prominent place in Euripides’ Gyelops (even if his Poly-
phemos is as much sophist as primitive), and, to judge from Aristo-
phanes’ parody, were important also in Philoxenus’ dithyramb. Poly-
phemos was one obvious epic model for T.’s herdsmen. £ Od. 9.456
observes that of vewrepor consider it BoukoAikév for Polyphemos to
converse with his ram; this is of a piece with the rhetorical tradition
that saw T.’s poetry as a primary example of ‘simplicity’ (&péheicr)
and ‘sweetness’ (yAuxUtns), one source of which was to ascribe
human emotions and motivations to animals (Hermogenes 335.8~23
Rabe), but it also suggests some of the Homeric interpretation which
may lie behind T.’s exploitation of the Cyclops figure. It would be
nice to know whether Idyll 11 was written against a background of
an already existing set of hexameter bucolic conventions: does the
Idyll exploit a world which was familiar to T.’s readers from T.’s
own poems? The idea is a tempting one: there is no really good evi-
dence (certainly not in 7) for the common assumption that Idyli 11
was written in Sicily, and no good reason to date all ‘Sicilian’ poems
early in T.’s career (Intro. Section 1). Nevertheless, the evidence is at
best equivocal.

Idyll 1r stands outside the ‘bucolics’ in all the main branches of
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the transmission. Moreover, despite the obvious similarities with the
paraklausithyron of 1dyll g, the framing addresses to Nikias provide a
quite different structure from the ‘bucolic’ mimes of Idylls 1, 3, 4, 5
and 7, although Idyll 6, the other Cyclops poem, offers a partial
paraliel. Nevertheless, many aspects of the poem {e.g. the claim to
skill on the syrinx in 38, the remarkable mixture of animals in 40~1)
gain added point if viewed in the light of ‘bucolic conventions’, and
Damoitas and Daphnis in Idyll 6 treat Polyphemos and Galateia as a
mythical story with parallels to their own situation. In the absence
of clear criteria for ‘the bucolic’ (as opposed to Poukoik &o18d),
there seems little point in drawing other than formal distinctions
between this poem and the non-mythological mimes, particularly as
the Polyphemos of Idyll 11 has so much in common with other
bucolic lovers; the great importance of this poem for V1rgxl’s Lclogues
ought also to count for something.

One formal consideration of great importance is stylistic. Idyll 11
differs markedly from ‘the bucolics’, both linguistically and (even
more) metrically. It contains a number of rare Doricisms (cf. 25-7,
39, 42-3, 52, 6onn.) and very few guaranteed Homeric forms (Di
Benedetto (1956) 53). ¥t has many more infractions of the ‘Calli-
machean’ metrical rules (Intro. Section 4, 1.130n.) than any other
poem with a bucolic setting, differs markedly from the ‘bucolics’ in
regard to ‘bucolic diaeresis’ (56% as opposed to 8o%, cf. above, p. 20),

and also stands out for the sheer number of hexameter patterns it

deploys (17 in 81 verses); the whole metrical impression is one of
roughness, in comparison with the bucolic mimes, c¢f. ., Legrand
(1898) 341~2, Stark (1963) 373—4, Fantuzzi 19g52. Thus, for example,
41—2 offer successive breaches of ‘Naeke’s Law’ (1.130n.) and 45-6
show hiatus at the central caesura and metrical lengthening in the
same position in successive verses. The two most obvious explan-
ations are either that Idyll 11 is an ‘early’ poem, i.e. that T.’s style
became more refined as time went on, or that the Gyclops is given a
style appropriate to his lack of sophistication. Against the latter view
it has been argued that there is no strongly marked metrical (as
opposed to verbal) difference between the frame and the song of the
Cyclops, but the association of the poet and his Sicilian forebear is
central to the poem’s design (cf. below). If the style of Idyil rr was
indeed set against a body of pre-existing bucolic, then it would be
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legitimate to see a form of self-parody by T, but some parodic effect
is not in fact dependent upon the relative chronology of the corpus,
as the ‘Callimachean rules’ represent a standardisation of general
tendencies in all sophisticated poetry; the style of Idyll 11 is thus
highly marked, whether or not it should be judged against ‘the
bucolics’. In other words, the style may be both early and parodic.

The strong identification between the poetic voice and that of the
Cyclops, who was ‘one of us’ (line 7), establishes Polyphemos as an
aetiological paradigm for all subsequent (Sicilian) lovers and poets.
This association is usually read in biographical terms ~ T. or Nikias
or both are in love, or have recently recovered from it — but the
literary meaning of the paradigm is at least recoverable. A central
irony, both comic and tragic, of Idyll 11 lies in our knowledge of what
is to come: some of what the Cyclops sings (the arrival of a stranger,
the loss of his eye etc.) was indeed to prove all too true. Such an
irony, which arises from the writing of a ‘prequel’ to a famous myth
or literary work, is a familiar phenomenon in Hellenistic and Roman
poetry (cf. A. Barchiesi, HSCP 95 (1993) 333—65); we may compare
the dark ironies of Apolionius’ description of the early relations of
Jason and Medea, to be read against our knowledge of Euripides’
tragedy. It has been attractively suggested that the young Cyclops
draws disaster upon himself, because quotations from poetry (par-
ticularly Homer) were used in magical spells to effect particular
emotional and physical states (Fantuzzi (19g95b) 17-18); in referring
to Homeric events of which he has no knowledge, Polyphemos
unwittingly ensures their occurrence. More generally, however, the
Cyclops is trapped in the language, not just of Homer, but of Odys-
seus. T.’s creation is forced to express himself with words and
phrases which prove already loaded against him, even where they do
not refer specifically to Odyssey 9, cf. nn. on 25-7, 34~7, 45~8, 53. He
is a pathetic victim of poetic tradition, who functions as a (comic)
paradigm for the position of the dactylic poet in a post-Homeric
world; T. too is ‘trapped’ by the weight of tradition which accom-
panies his verse, and he too is bound to ‘lose’ to Homer, as Poly-
phemos does to Odysseus. Not only Homer, of course: both T. and
the Cyclops must also recycle the love poetry of Sappho (19~23), and
doubtless other poets also. Poetic success, of any kind, is ‘not easy to
find’ (4).
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Discussion of Idyll 11 has been bedevilled by two related issues:
How can singing be a pharmakon for love when it is also plainly a
symptom of this ‘disease’ (lines 13, 3g}* Is the Cyclops actually
‘cured’ of his love at the end of his song? To take the second issue
first, émoipoivev TOV Epwrre (80), particularly when used of a master
herdsman (cf. 65), ought to mean ‘shepherded, looked after, con~
trolled his eros” rather than ‘got rid of it’. So too p&ov Sidy” (81) is
not ‘was cured more easily’, but ‘“felt less pain’. There is in fact
nothing in 8o-1 to suggest a final ‘curing’ or katharsis, in which
despair is replaced by whole-heartedness. Rather, Polyphemos® rev-
erie is broken by the realisation of his deluded situation (72-4), and
(we must suppose) he gets back to his work, having survived another
day; he lives to love again. Certainly, 75~9 offer very precarious
support to those who wish to see a ‘cured’ Gyclops (cf. nn. ad loc.).
There is a suggestive paraliel for the end of the poem in 10.22~37:
Milon tells the lovesick Boukaios that he should sing ‘some love-
song’ (11 kdpas d1Atkdv EAos) because in that way ‘you will find the
work easier’ (&81ov oUTeos | Epyadfiy).

The first problem has proved more intractable. The temptation to
emend T&v FaAdTaiav &eidwv in 13 (cf. Ovid, Met. 13.776~7, where
there is no suggestion of singing) has so far not led to any remotely
plausible suggestion; cf. also [Bion] fr, 2.3 &sioey TToAUpapos &n’
évt T Tohareian, EB §58—9. Crucial is the meaning of pharmakon.
Although allegedly final cures for ¢ros through magical songs were a
familiar aspect of ‘real life’, a familiar literary tapos saw in music and
song a source of ‘alleviation’ for emotional pain (1~4n.), and the
basic sense of pharmakon in 1 and 17 is thus most likely ‘palliative’, cf,,
e.g., Kohnken (1996a) 181—3: singing will no more make love go
away for good than one act of love-making, which Longus’ Philetas
recommends as pharmakon (D&C 2.7.7), will bring permanent relief
from desire (cf. Lucr. 4.1117-20). Lovers are prone to sing of their
love (cf. Bion fr. 3), but not every song will offer (temporary) relief
{‘it is not easy to find ...)), as Idyll 3 plainly illustrates. Like the
Homeric moly (4n.), however, a successful song prevents contact with
a destructive force (in this case eros) from being completely cata-
strophic. Stylistically, Polyphemos found a song which suited him, a
song which may be viewed as an aesthetic triumph for a Cyclops
rather than as laughably pedestrian. Song, therefore, 45 both symp-
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tom and pharmakon, a word whose notorious doubleness (cf. Goldhill
(1991) 249—61) points to a further irony of the Cyclops’ position. His
song ‘relieves’ his love, but in ‘shepherding’ it he keeps it alive; every
song rehearses the attractions of Galateia and the course of his
passion ~ there is no ultimate escape.

% quote two hexameters which are said to be the opening of a
response (TroinudTIov . . . dvTiyeypapuévov) to Idyll 11 by Nikias:

v &0 dGAnEs TolTo, Bedkprre ol yap "Epwtes
oIy T&s roARoUs é8i8afav ToUs Trpiv &uoltoous,
(SH 566)

This then was true indeed, Theocritus: the instruction of the
Loves turns many, who knew not the Muses before, into poets.

Nikias uses a famous guotation from Euripides’ Stheneboia (fr. 663
Nauck): ‘the instruction of Love, then, turns a man into a poet, even
if he did not know the Muses before’. In the absence of the rest of
the ‘response’, speculation as to the point of the verses must be brief.
Nikias may be teasing T. with the sudden awakening of the latter’s
own poetic talent, or perhaps even acknowledging the rightness of
T.s advice: ‘Yes, I tried writing poetry and it does help.” Never-
theless, the most obvious reference is to the Cyclops, the &uouoos
par excellence, cf. Bur. Cyel. 173, 425-6 (duidat ... &pouoa), 489—9o,
Nicochares frr. 4, 5 K-~A; perhaps, then, ‘many’ deliberately
includes both T. and his creation. Nikias’ response has something of
the flavour of Milon’s response to Boukaios’ song, f| xaA&s &ppe
oy EAeAdlet BolUkos &oi8&s (10.8). The Euripidean verses do not
actually assert the opposite of 11.1-4, but they do make a quite dif-
ferent point about the relation of poetry and eros; it is noteworthy
that Plutarch also brings this quotation into juxtaposition with the
Cyclops of Philoxenus ‘healing his love’ (Mor, 622c¢, cf. PMG 822),
and it may be that Nikias is ‘capping’ T.’s poem by reflecting an
allusion to Euripides in Philoxenus. For a further use of Euripides
between T. and Nikias cf. 13.3-4n.

If eros is ‘by definition’ the pursuit of the one who flees (75), a
longing for what is absent, then it is bound to hit particularly hard
upon a Cyclops. The ballmark of the Homeric and Euripidean
Polyphemos (and of the Cyclopes generally) is ‘self-sufficiency’,
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alrépreia, marked by their ignorance of ships (the vehicles of com-
munication and commercial exchange), agriculture, political systems
and, at least in Polyphemos’ case, a contempt for the divine; Poly-
phemos, moreover, has no wife (76n.), and is isolated and ‘seif-
sufficient’ even within the context of Cyclops society. Menander’s
would-be abrdpkns, Knemon of the Dyskolos, is also characterised
with Gyclopean traits (cf. Hunter (19835) 173 1n.9). Desperate desire is
the negation of self-sufficiency, the painful acknowledgement of
‘otherness’, and so the Cyclops is a limit-case of general experience.
Here too T. has developed a Homeric picture. The Homeric mon-
ster channelled his affections towards a ram, but a ram that ulti-
mately played him false (Od. 9.447-60); in the Odyssey, as in Idyll 11
(54—5), he uttered an impossible wish for a contra naturam sympathy
between different species, as the only way out of his grief: “Would
that you could become homophron with me and endowed with speech
so that you could tell me ..." (Od. 9.455~6). Lines 54~5 of Idyll 11

mark Polyphemos’ love as (comically) bucolic (cf. 1.85—g1in.), but also-

universalise his experience. ‘Self-sufficiency’ is both the Cyclops’
boast and his undoing. So too, Galateia, ‘the Lady of the Milk’, is a
fantasised projection of Polyphemos’ usual pursuits; she is his Muse,
just as Amaryllis inspires the goatherd of Idyll 3. Those who live
alone are compelled to create their own ‘other’ to answer a universal
need; ‘self-sufficiency’ is a slogan with which we try (unsuccessfully)
to cheat our nature.

Idyll 11 was a famous and much imitated poem in antiquity. It is
probably alluded to already in an epigram of Posidippus {cf. 6on,,
6.6—7n.), and an epigram of Callimachus (46 = HE 1047-56) has not
implausibly been understood as referring to it. The opening verses
are:

ws &yaddv ToAUpauos dvelpaTo Tav Emaoi8av
Topapntver vai &y, oUk &paldis & Kikiwy.

ai Mofoai Tov Epwra karrioyvaivovTi, Oikirme
Ay wovakes TEVTwY ddpuakov & codia.

ToUTO, Bokéw, X& Alpnds pdvov & Ta Tovnpd
Toyaddy EkKkOTTEl T&Y PrAdTaida véoov.

What a good incantation Polyphemus discovered for the lover;
by Earth, the Cyclops was not a fooll The Muses, Philip, take
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the swelling out of love; poetry is the universal pharmakon for
everything. This too is the only advantage which hunger brings
in bad circumstances: it makes you forget the disease of desire
for boys.

The Doric dialect, the medical language and the possibility that
Philip, like Nikias, was a doctor (cf. Gow~Page ad loc.) all suggest
allusion to T.; oUk &uabns & KikAwy may also allude to Nikias®
reply to T. In addition to echoes in Longus and later bucolic, Idyll 11
is the primary model for one of Lucian’s Dialogues of sea gods (78.1
Macleod) and was echoed by Nonnus (cf,, e.g., 6.303); a paraphrase
of the Idyll'is found at 6.502-34 of the twelfth-century iambic
‘romance’, Drosilla and Charikles, by Niketas Eugenianos (ed. F.
Conca, Amsterdam 19g0). In Latin poetry, Idyll 11 is the primary
model for Eclogue 2 (cf. DuQuesnay (1979)), and was rewritten in a
completely different mode by Ovid, whose Galatea tells the story
herself and who has her own lover, the handsome Acis (Met. 13.738—
897, cf. J. Farrell, 47P 113 (1992) 235-68). T.’s poem was also clearly
influential on the rich artistic tradition for the story, ¢f. Philostratus,
Imag. 2.18, Nicosia (1968) 70—8, M. Guarducci, Mem. dcc. Lincei 23
{1979) 280-3.

Title. KUy (Z) or KUxkAwy kai NoAdTtaia (MSS),

Modern discussions. Barigazzl (1975); Brooke (1971); Gozzoli (1994);
Deuse (1990); Elliger (1975) 344~50; Erbse (1965); Goldhill (1991) 249~
61; Gutzwiller (1993) 105~15; Hopkinson (1988) 148~54; Horstmann
(1976) 8o-105; Manuwald (x9g90); Ott (1969) 190~206; Schmiel (1993);
Schmitt (1g81); Spofford (1969); Stanzel (1995) 149~76; Stark (1963)
368-75; Walker (1980) 70—-8.

1~6 These lines fall into three couplets, but this opening effect is not
as strongly marked as in, say, Idyll 13. The gnomic utterance is of
conventional form (cf. Men. fr. 518 K-T oUk foTiv dpyfis, o folks,
$apuakov | &AN A Adyos omoudaios &vbpcdtou $idou), although
the more usual claim — at least in the novels and amatory poetry of
later antiquity — is that the only pharmaka for love are possession of
the beloved (cf. Longus 2.7.7, ‘correcting’ T., Chariton 6.3.7, P.
Mick. In. 5 (Stephens—Winkler p. 176), Heliodorus 4.7.7, Prop.
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1.5.27—8 (with Fedeli’s note)) and death (23.24). Lines 1—-6 were much
imitated, and their assertion is explicitly denied by Plutarch, Mor.
759b. The ‘real world” was in fact full of people who claimed to be
able to put an end to love by magical means, including ‘sung spells’
(cf. 2.90-2).

That song offers alleviation for the pain of love is a particular
instance of the widespread belief that song and music offer relief
from emotional distress of all kinds (cf. W. Stroh, ANRW 1 314
(1981) 2648—58, Meillier (1982)); already in Hesiod, the song of ‘the
servant of the Muses’ brings forgetfuiness of trouble to the man
‘who is pained and grieving in his heart’ (Theog. 98~103, cf. 15 o~
k&pSiov EAxos). Music may be viewed as a ‘doctor’ (cf. Pind. Nem.
4.1~4, Nisbet~Hubbard on Hor. C. 1.32.15), and T. here teases Nikias
with the uselessness of one of his own fechnai when faced with eros. In
antiquity, professional medical men had in fact more to do with
‘lovesickness’ than is common now, and a symptomatology of love
(weight loss, fever etc.) became familiar in medical, as in literary,
texts, cf. 2.85~g0, P. Toohey, ICS 17 (1992) 265-86. Erasistratos of
Keos, with whom £ associate Nikias (above, p. 215}, is said by later
texts to have performed a famous diagnosis of lovesickness from var-
iations in the pulse, and 1~6 must be scen against a background of
genuine medical practice and/or anecdote, cf. Galen xrv 630~
Kiihn, Heliodorus 4.7, J. Mesk, RAM 68 (1913) 366~94. Moreover,
the healing effect of (instrumental) music on the passions is a com-
mon idea in ancient musical writing; it is particularly associated with

the Pythagoreans (cf. Aristoxenus fr. 26 Wehrli, ‘the Pythagoreans’

produced a katharsis of the body through medicine and of the soul
through music’), and was fiercely rejected by Epicureans (cf. Philo-
demus, De musica v pp. 55—9 Neubecker, a discussion which admits

the possible efficaciousness of poetry, as opposed to music, and refers.
to Philoxenus on the Cyclops). There is perhaps a contrast between.

the ‘doctoring’ of the Muses associated with the Greek West and the
powerlessness of the medicine of the eastern Aegean.

1 waT Tov Epwrar for the apocope of the preposition cf. wot &
Mds (4.50, 5.74, 15.70), in the mouths of ‘low’ characters from the
Greek West, and woT tév Loav (Epigr. 18.9) in a celebratory inscrip-
tion for Epicharmus; this is a common feature of West Greek
inscriptions (cf. R. Giinther, IF 20 (1906/%) 25~31), and is a ‘marked’
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form which, like e¢Uxe which follows, establishes a voice shared by
both poet and Cyclops, <f. Molinos Tejada ggo-—1. meddnet: a
perfect with present ending (cf. 1.102, 4.7, 5.28, 33, 15.58 etc.). This is
a widespread phenomenon in Doric (cf. P. Chantraine, Histoire du
parfait gree (Paris 1927) 192~4, Buck (1955) 118, Molinos Tejada goo—
5), but the grammatical tradition associated it with Syracuse (cf.
Epicharmus fr. 190 Kaibel), and its appearance here, in a word
which also creates a breach of ‘Naeke’s Law’ (1.130n.), is stylistically
programmatic. The author of Idyll ¢ also begins his poem with a
breach of ‘Naeke’s Law’.

z Eyyplotoy . .. Enimaarov ‘to be applied by smearing (xpizv) or
sprinkling (rr&ooew)’; the former is appropriate to ‘wet’ remedies
such as oil or creams, the latter to ‘dry’ ones, such as ground herbs.
Both suggest that eros is a “flesh wound’ to which external remedies
might be applied, cf. 15~16. For the fopos of different kinds of $&p-
paka cf. Aesch, PV 479-80, Eur. Hipp. 516 (love magic). Epiv
Soxeit T. either opposes his view gua poet to that of Nikias qua doc-
tor or (with mock modesty) acknowledges that he is encroaching into
the field of medicine where Nikias is an expert. By themselves, the
words carry no implication that the truth of the assertion has
recently dawned on T. as a result of some personal love-experience.
There may be some point in the contrast with ¢ &Sokslues in 13.1.

3 % vai Hiepideg is emphatically enjambed at the head of the
hexameter. The Muses are given a grand title, ‘daughters of Pieria’
(cf. 10.24, Hes. WD 1), to accord with their importance; Pieria is the
mountainous region north of Mt Olympus where the Muses were
born. xoUdov ‘light’, ‘painless’, i.e. a remedy which will not
hurt, cf. 17.52; as eros is BapUs ‘heavy’ (3.15~171.), so its remedy is as
‘light’ as the dance of the Muses. An active sense, ‘alleviating’ (as
Z3b, 7a), would suit very well, ¢f. 23.9 ¢ldapx, T xoudiler ToOV
tpwTa, Plut. Mor. 455b ‘the practices of lovers, such as komo: and
singing and garlanding [the beloved’s] door, bring in some way an
alleviation which is not without grace and barmony (koudroudv olix
&yapiv o8 &uoucovy, Arist. Pol. 8 1342214 etc. Nowhere, however,
does koUgog certainly have the meaning of xou¢iorikés, though
both seem to resonate here. Moreover, both koU¢ov (cf. Lat. leuis)
and &80 (1.1n.) have an important place in Hellenistic poetics, cf. PL
Ion 534b3 ‘for a poet is a light (koU¢ov) and winged and holy thing’;
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‘light Muses’ are not far from the Moloa Aswraién of Callimachus
fr. 1, which is structured around an opposition between heavy and
light, big and small. Thus the adjectives are chosen to carry both
medical and poetic significance.

-4 &n’ &vBpdmoarg: perhaps ‘in men’s power’, ‘available to men
[not just to the gods}’, cf. Pind. Pyth. 8.76 1& & olk #n’ &vBpdor
xeiTar, L8] s.v. émi 81 1g, or ‘[a remedy to be used] in the case of
men’, cf. Holland (1884) 241. The apparent paradox of using the
Cyclops to illustrate a truth of ‘human’ life is one of the ways in
which the difference between poet and Cyclops is broken down.
ebpelv 8 ob pdudiov: the right song is as hard to find as a rare herb;
it too requires effort {cf. 7.51), cf. Homer’s description of the d&ppa-
xov which Hermes gives to Odysseus to protect him from Circe,
MGAV B uv kaAéovot Beolt yohemov 88 17 dplooev | &vBpdot e
Bvnroior Beol 8¢ Te TdvTa SUvavtal (Od. 10.305-6). Song, like moly,
protects men from the dangerous female (cf. E. Kaiser, MH 21 (1964)
200~13). The language again looks both to poetry — elpiokev sug-
gests poetic or rhetorical inuentio — and to medicine: finding the right
pharmakon, like diagnosis itself, is the job of the skilled doctor.

5~6 Nikias is both a doctor and a poet. Line 6 teasingly exagger-
ates 0d. 8.63 (Demodokos) Tov mépt Moo’ &piAnos, cf. 28.7 Nikiav,
Xapitewy luepodvav fepov ¢pUrov, The standardised division of the
nine Muses (0d. 24.60, Hes, Theog. 75—9) post-dates T., and it was
only in later antiquity that their influence was widened to cover the
various human technai (RE xvi 685); nevertheless, as early as Arg.
2.512 the Muses teach Aristaios ‘healing and divination’, and given
Apollo’s réle in both medicine and song and the theme of ‘healing
song’, it is clear that the Muses watch over all Nikias® skills,

%7 yobv introduces a proof of the preceding assertion (Denniston
451~3). patora Sy’ ‘did as well as possible’, i.e. ‘suffered as
little as possible’, cf. Philippides fr. 18 K—A ‘whenever a misfortune
strikes you, master, think of Euripides, and you will feel better
(péicov Eomr)'. The phrase has a medical flavour (LS] s.v. p&idios 1t
2). & map’ apiv ‘our [Cyclops]’, cf. L8] s.v. mapé& 8 11 2. The
identification of the home of the Cyclopes as Sicily was already ‘very
ancient’ for Thucydides (6.2.1), cf. Eur. Cyel., and Epicharmus had
dramatised the Homeric story. T. adduces a local example to
strengthen his case: ‘you are a doctor and thus know this, whereas 1
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know it because of the example of my countryman’. The phrase
need not imply that T. is writing in Sicily. 6 Ttap® &uiv ... dpyaios
suggests both the distance in time of the Cyclops and the modern
relevance of his example.

8 It is common to put the names of lovers together in one sen-
tence at the head of a narrative, cf. 6.6n., Call. fr. 67.1~2 alTds
"Epws 8818afev "Axdvtiov, dmrdre keAfjr | fifeto KuSitrmm mads
¢ mapfevikdyy, DuQuesnay (1979) 48-9. wpyaieg: i.e. belong-
ing to the heroic age and the subject of ‘archaic’ poetry. tdg
ToAareiag ‘his Galateia’ or ‘the well known Galateia’, cf. 13, 3.1—-2n.

9 The ‘first beard’ conventionally marks the transition to young
manhood or from eromenos to erastes, when thoughts may turn to mar-
riage, cf. Xen. Qyr. 4.6.5 &pT1 yeveldorovTa of a young man ready
for marriage, Od. 11.318—20, Aesch. Sept. 534—5 (Parthenopaios, the
&vdpomais &viip), Pl Prt. goga~b, Call. fr. 274 (= Hecale fr. 45
Hollis), Arg. 1.972.

zo-xx The slight zeugma, ‘he pursued his love not through con-
ventional love tokens but with madness’, emphasises the strength
of his passion. pérorg: cf. g.10-11n. o%8¢ $odwi: initial
¢- lengthens the preceding syllable, in imitation of epic practice,
cf. 45, 15.128 (the Adonis hymn}, 22.118; there is no example in ‘the
bucolics’ proper. For roses as love-tokens cf. §.23, 10.34, and for the
mixture of (collective) singular and plural Call. A 6.27 & witus, &v
peydAa e KTA. xixivvoig: lovers may have exchanged
locks of hair, or perhaps a young man grew a special lock for his
beloved as for dedication to a god (Eur. Ba. 494, Garvie on Aesch.
Ch. 6), or presented his beloved with the hair he cut to mark tran-
sition to manhood (13.7n.). 6pBaig paviarg ‘outright madness’,
i.e. madness in the ‘true’ sense of the word; contrast Plato’s philo-
sophic lover who is 4pf&s paveis ‘mad in the right way’ (Phdr.
244¢4). As 6pB&S ppovelv is ‘to be of sound mind’, there is a slight
oxymoron in the phrase, which prepares for 72—4 where Polyphemos
seeks to recall his ¢péves and voUs. The description of eros as a mad-
ness is standard (8.42, 10.31, 13.64~71n.), but it is a different kind of
madness which is usually associated with Polyphemos, cf. Od. 9.350
(Odysseus to the Cyclops) oU 8¢ uaivean oUxér’ dvektdds. In the
Republic Plato contrasts dp8ds Epws with pavia: the former is
CwPPOVMS TE KAl POUsIKGS Epd&v (Rep. 3 403a~b). T inverts this pat-
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tern and assigns a different place to wovoikn. ayelto 8& navra
ndpepye ‘he regarded everything [else] as unimportant’; for such
erotic ‘forgetfulness’ cf. 13.64~71in.

12 > Eel g.21~2. diegs cf. 6.6-7n. adrai ‘without being
told to’, ‘of their own accord’, spsae (Eol. 4.21), cf. Diotimus, dath.
Pal. 7.178.1-2 (= HE 1769—70), of cattle whose herdsman has been
killed, aroudTon 8sidnt woTi TalAtov i Bées AABov | £ Speos kTA.,
Ovid, Met. 13.781 pecudes nullo ducente secutae. The sheep act as they
have always acted (cf. Od. 9.451—2); their daily routine is not dis-
turbed by erotic passion. Others understand ‘alone’ (cf. 14, LS] s.v.
I 3), which is not very different in sense, but misses the nice observa~
tion of animal behaviour.

1315 Cf. above, p. 220. Like Odysseus on Calypso’s island, Poly-
phemos sleeps at night in a cave and spends all day (12-13 evening,
15 dawn) in sad reverie on the shore, ‘uncomfortably suspended
somewhere between his own world and that of the nymph’ (Brooke
(1971) 74), <f. 17-18n., Od. 5.82—4, 151~8. The ‘heroic’ isolation of
the Cyclops, emphasised by the Homeric hapar ¢uxiotooas (IL
23.693), suggests also Achilles in his grief for Patroclus, Sivslssw’
&AUwv Tapd 61V’ &Ads (I 24.12).

14 a0tég ‘alone’, cf. Eel. 2.4, and Orpheus at Georg. 4.464—6 ipse
caua solans asgrum testudine amorem | te, dulcis coniunx, te solo in litore secum,
| te ueniente die, te decedente canebat. The better attested oy, ‘there [on
the shore]’, lacks point. wateraxero: Polyphemos again resem-
bles Odysseus, xarsifero 8¢ yAukus aicdv (0d. 5.152), or T.’s own
Daphnis (Idyll 1, Idyll 7.76); for Lucretius, lovers tabescunt uuinere caeco
(4.1120). Eros is commonly conceived in ‘liquid’ terms (M. Davies,
Hermes 111 (1983) 496-7, Campbell on Arg. 3.2g90); on the seashore,
the Cyclops can blend emotionally with the sea, but is for ever bar-
red from physical union. €xBiorov: the Cyclops wishes to be rid
of the terrible pain.

16 ‘[a wound] which a dart from great Kypris had fixed in his
liver’. To construe KimpiBos &k peydhas only with EAxos leaves
Béhepvov bare; for the late position of the relative ¢f. 7.103, and for
‘fixing a wound’, rather than ‘fixing an arrow’, cf. Pind. Pyth. 2.91,
Arg. 3.764—5 &vias ... éviokipywow Epwtss. The Cyclops’ all-
consuming passion (Umokdpdiov ... firraty, cf. 13.71n.) is described
in an echo of Odysseus’ killing of Eurymachos, &v 8¢ ol fimaT mHEe
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8odv Béhos (Od. 22.83); even when Kypris tortures Polyphemos, the
real enemy is in the background. w&&e is the only unaugmented past
tense in the poem, and this heightens the sense of quotation.

17-18 Cf. above, p. 220. Lovers standardly gaze out to sea when
the beloved is away (Ariadne; Meleager, dnth. Pal. 12.53.4 (= HE
4331) Qaviov €l yapomwdy Sepropévav Téharyos), but the primary
model is the unhappy Odysseus on Calypso’s island (0d. 5.84, 158).
At 6.27-8 Damoitas’ Polyphemos claims that Galateia inverts the
motif by gazing from the sea towards his cave. Hermesianax fr. 1
Powell, Beprduevos pds ki, wovn 8¢ of dpAéyeto yAdy, suggests
that T. had at least one Hellenistic model for this image of the
Cyclops, cf. 5m. The move from the seashore (14) to a ‘lofty rock’
denotes a partial withdrawal from his pain and prepares for the
‘success’ of the song. At another level, the verses may allude to a
rationalising interpretation of a high mountain (?Etna) as the Cyclops
gazing out to sea after Galateia, cf. Od. g.190-2 (Polyphemos like a
solitary mountain peak). dede: imperfect, thus suggesting that
this was not a one-time performance.

19-7¢ The Cyclops’ song is a kind of paraklausithyron (Idyli 3,
Intro., Cairns (1972} 144—7, DuQuesnay (1979) 46-7) in which,
despite his fantasies {(54—7), the lover is compelled to seek to entice
his beloved out rather than to gain entry himself. It may be divided
into four unequal sections, each introduced by an address to Gal-
ateia or a self-address: 19—29 (his love), 30-53 (what he can offer),
54—71 (their total separation), 72—g (resolution). The song lacks the
clear paragraphing of the parallel performance in Idyli g, and this is
important in judging its overall effect, cf. Ecl. 2.4 haec incondita.

19—21 > Ecl. 7.37~8. In form, this question is a Cyclopean version
of lyrics such as Anacreon, PMG 417 dAe Opmikin, 1i 8% ue | Aofodv
Sppaot PAErovsa | vnkws elyss ... viv BE Aainddvés T Pdoxeat |
xoUdd ve oxiprdoa maifes (¢f. 11.21), but there may be a specific
model as well. Philoxenus’ Cyclops had addressed Galateia as &
KOAAITIPOOWTE X puceoPdaTpuxe | Xaprtdpwve 8&hos ‘EpddTeov
(PMG 821), but Demetrius, On style 162 cites the phrases woAU k-
Tdos &BupehsoTépa and YpUow Xpuootépa from Sappho {fr. 156
Voigt), and a probably corrupt notice in a late rhetorician provides a
much longer list: olov & "Avakpéovros [PMG 488], T& Samwgols
olov ydAakToS AsukoTtépa, 48aTOS dMaAwTépa, TNKTISWY Eupeheo-
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Tépa, irrou yaupoTipa, pé8wy &Ppotipa, inaTiou éavol noakew-
épx, xpuooU TimwTépa. Which phrases belong to Anacreon or
Sappho or neither is far from clear (cf M. Treu, Von Homer zur Lyrik
(2nd ed., Munich 1968) 183~6), but as Sappho is important for 22-3,
it seems that, like Simaitha at 2.106~10, the lovesick Cyclops here
reaches for the poet of eros to express his complaint. The trans-
formation of Sappho’s wéxTi8os &BupeheoTépa (‘more sweet-singing
than a harp’) into AeukoTtépa akTés (‘whiter than cream cheese’) is
a particularly brilliant effect. The g~2~2~3 arrangement of phrases,
coupled with a chiastic adj.—noun-noun-adj. organisation of the
central terms, confirms the Cyclops’ stylistic pretensions. These
verses gave rise to Ovid’s truly ‘Cyclopean’ imitation at Met. 13.789~
807. Demetrius, On stple 1237 criticises ‘hyperboles’ such as ‘whiter
than snow’ as ‘particularly frigid because they suggest impossibil-
ities’, and he notes that comic poets are fond of such phrases
because the impossible soon turns into the laughable (té yehoiov).
Comedy is certainly relevant here.

20 Acuxotépo maxtdg: ‘Miss Milky’ is bound to be very white, the
desirable colour in women, but her name rules out the more obvious
‘whiter than milk’. Whether we are to understand that Polyphemos
did not realise the meaning of Galateia’s name (as he did not under-
stand Odysseus’ disguise as Outis) is uncertain. Cheese itself was
proverbially white (cf. Tyro, so named ‘for her whiteness’, Diod. Sic.
6.7.2 etc.), and the Cyclops, being an expert in such matters (cf. Od.
9.246-7), specifically chooses waxtd (Pcream cheese or a kind of
thick yogurt, from TAyvum ‘to set’, cf. 66, Antiphanes fr. 131.9 K~A),
as a way of enhancing the compliment. ‘The language of love’ is,
however, not concerned with realism or truth, and in revealing his
dairy expertise the Cyclops proves a bathetic lover. In the same sec-
tion where he cites Sappho’s comparisons, Demetrius contrasts the
charis arising from the use of ‘beautiful nouns’ (as in Sappho) with
the laughable effect of ‘nouns which are ordinary and common’
(On style 163-6); he might well have been describing this verse.
notideiv: Polyphemos has certainly seen cream cheese, but (we are
to understand) it is an open question whether he has ever seen Gal-
ateia.

23 youpotépa ‘more skittish’, with the further nuance of ‘proud’,
‘stand-offish’; Galateia is ‘playing hard to get’, cf. Eel. 3.64 malo me
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Galatea petit, lasciva puells, Ovid, Met, 13.791 tenero lasciuior haede. pdo-
XoS may be a calf of either sex, but there is a clear Implication that
Polyphemos would like to ‘yoke’ her. Cf. Hor. C. 2.5, the iunenca
who is not ready for marriage is characterised as ludere pracgestions
(89, cf. youpoTépa) and an immitis uua (10, of. dudaxos couds).
drapwtépa ‘brighter’, ‘glossier’, though the exact sense is uncertain.
Young grapes are firm to the touch and Dover saw a reference to
‘smooth, sleek skin free from wrinkles’ (which might be hard to pre-
serve when living at the bottom of the sea); there may be a specific
reference to the developing breasts of a young girl (made more
obvious by the variant oppryavwtépa). For the image of a girl as a
grape, ripening for the inevitable ‘pressing’, cf. Ar. Peace 1338~9
(tpuydv), GP 2402, 3218~19, Nisbet-Hubbard on Hor. C. 2.5.10, and
perhaps already Alcaeus fr. 119.15-16 Voigt. wpdg: as Spugat
by itself denotes ‘an unripe grape’, the epithet is not merely indica-
tive of the Cyclops® poetic style (45-8n.), but perhaps also hints at
Galateia’s cruelty, her douédrns, a characteristic that, later in life,
Polyphemos himself was to display in superabundance.

22—-3 The Cyclops’ dreams are full of Galateia, but he does
not understand dreaming, and imagines that she comes ashore the
moment he falls asleep and retreats to the water as soon as he wakes
up. The repeated half-line re-works Od. g.333, 81 TOV yAukUs Umrvos
ixdvol, of the time at which Odysseus will put out his eye, to show
the depth of the Cyclops’ pain; this sleep is, however, ‘sweet’
because it brings visions of Galateia, and hence release from suffer-
ing. As in the previous verses, echoes of Sappho mark the lover’s
poetry, cf. fr. 63.1~3 Voigt "Ovoipe peAcaval... | poltars, dta +°
Uwvos[. .. | yAUkus Béog, T Belv’ dvias ... For such dreams cf.
Aesch. Ag. 420~6, Hor. C. 4.1.37-8 noctumnis ego somniis | iam captum
teneo, iam wolucrem sequor, Ovid, Her. 15.123—34 (Sappho to Phaon),
Hunter on 4rg. 3.616-32, The Cyclops’ failure to distinguish dream-
ing from ‘reality’ speaks to the very nature of eros, which is stand-
ardly constructed as desire for something which is oth real and
insubstantial; Lucretius 4.1097-1104 draws close parallels between
dreaming and sexual desire, as both involve simulacra (cf. Brown
(1987) 82~7, Nussbaum (1994) 164~72). Cf. Eel. 8.108 credimus? an, qui
amant, ipsi sibi somnia fingunt? The almost repeated half-line perhaps
suggests the simple patterns of the lullaby (cf. 24.7—9, Dover xlvii-l),
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appropriate for the childlike Cyclops, and indicates the ceaseless
repetition of the dreaming experience. dorrditg § «d8’ olrwg
‘and {continuative 84) you appear at once just like that [cf L8F s.v.
oUtes 1v] ..." There is doubt over the text, but if «Ut is used, as in
Homer, with the sense of alrixa, then the Gyclops refers to the
farmiliar impression that dreams begin and end precisely when sleep
does; others prefer to take 081 as ‘here’.

24 A spondeiazon (cf. 58, 69) closes the opening plea. The simile
says more than the Cyclops intends: as wolves eat sheep, so the
Cyclops was to be best known for eating those with whom he came
into contact, ¢f. further 14.62—3n.

25~7 > Eel. 8.37-8. Perhaps a further Sapphic echo, <f fr. 4g.1
Voigt Apduav piv fyw otfev, ‘AT, wéhai wor&. Flower-picking is
the almost inevitable setting In myth and literature for rape, but
here the girl is chaperoned, and the result is unrequited love; to
what extent this incident is a figment of the fantasy of a lonely shep-
herd is left deliberately unclear. U&xivBos is 2 mountain fower (wild
orchid?) which has not been securely identified (cf. Sappho fr. 105b
Voigt, Thphr. HP 6.8.1—2, Gow on 10.28, Lembach (1970} 174~9); it
occurs frequently in connection with Aphrodite or scenes of eros
(cf. PMG 346.7—9).

25 reodg: for this genitive cf. 18.41, Sophron fr. 59 Kaibel, Cor-
inna, PMG 654 iv 6, 666; it may be one of the ‘broader’ features of
the Doric of this poem, cf. above, p. 218.

26 patpei: Thoosa, daughter of Phorkys (Od. 1.71-3). It is central
to his tragedy that Polyphemos cannot even swim (6on.), though he
is the child of Poseidon and a sea~-nymph. There is probably an allu-

sion to a ‘Homeric problem’ Aristotle had discussed how Poly-.

phemos could be a Cyclops when neither of his parents were (fr. 172
Rose).

2% &y & 680v dyepévevov: a Homeric collocation particu-
larly associated with Odysseus {Od. 6.261, 7.30, 10.501); even at this
moment of tender memory, Polyphemos is trapped in the language
of the enemy.

28~9 ‘Having seen you, from that time forth (§x TAvw) {I was.
unable] afterwards, and even now am still unable, at all {mon) fo-
cease [from love]’ (cf. Hopkinson (1988) 152). The somewhat clumsy.
redundancy, which suggests a distinction between the time after ‘the;
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first sighting’ and the present (so ), suggests the Cyclops’ struggle
for words. Others prefer to take Uorepov with Z018cv, but & THva
would then lose its force, and the situation is more pathetic if he has
seen (or thinks he has seen) Galateia only once. Stark (1963) 361—¢
suggested UoTepov oUkéTi mdyyu. Tiv 8 od pérewr cf. 3.52.
pé Al’: when older, this Cyclops was to be openly contemptuous of
Zeus (Od. 9.275-8, Eur. Cycl. g20-1).

30 yapiecoa: cf. 13.7n. obvexa: the only example in T. of
prepositional olvexa, perhaps chosen for the rhetorical matching
with oUveka as a causal conjunction in 31. In the Hellenistic period
the Attic preposition is largely replaced by sivexa, cf. Wackernagel
(1958) 591—612, Barrett on Eur. Hipp. 453-6.

31~3 > Ecl. 8.54. Cf. Hes. Theog. 143-5 (of the other group of
Kyklopes known to mythology) uolvos 8 d¢p8aipds péoowt fvéxerro
getoTor | KikAomwss 8 dvol’ fioav émdvutoy, olvek” &pa opéov |
KukAoTepns S¢baduos Eels évéxetto uetdomot. The Cyclops’ precise
pedantry spares no effort in making us visualise his ugliness. Hom-
er’s failure to state explisitly (cf. Od. 9.453, 503) that Polyphemos had
only one eye much exercised ancient scholarship, and some held that
he had in fact originally had two, as indeed he does in some ancient
representations, cf. 2 Od. 9.106, 383; T.’s Cyclops is intent on prov-
ing, even to the satisfaction of finicky philologists, that he really is
one-eyed. On this problem in general cf. Heubeck on Od. g.105-566
and R. Mondi, T4P4 113 (1983) 17—38. Like the komast of Idyll g
(3.8—gn.), the Cyclops is given the shagginess and broad nose of a
silenos; for examples of just such a representation of Folyphemos
cf. Fellmann (1g72) figs. 11 and 20.

33 Gmeort: the transmitted Emreomi (sc. Téd peTdwwl) may have
arisen from 31 or as an anticipation of &wi yeidel. Cf. Call, & 3.52~3
{the other Kyklopes) w&o1 8° Umr” dpplv | dpdear pouvdyAnva KTA.

34~7 > Ecl. 2.19—-22. The Cyclops’ pride in his possessions
reworks Odysseus’ description of the cave (Od. g.218-2g), but may
well owe something to Attic comedy, cf. Antiphanes fr. 131 K—~A.

34 oVr0g Torobrog &v ‘though I am such as I have described’.
Bord yilia Béoxw: like a good herdsman, the Cyclops knows how
many animals he has, though Ovid’s Cyclops goes one better, nec, si

Jorte roges, possim tibi dicere quot sint; | pauperis est numerare pecus (Met.
13.823—4). The figura eymologica Potd ... Péokew (cf. Eym. Mag.
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205.50 Gaisford) adds to the impressiveness of the claim; as Por&
is regularly used of cattle, Polyphemos may be hinting at a higher
status than his sheep would normally accord him.

35 76 wpdriorov ‘the finest’ (cf. LSJ s.v. 2). The Cyclops is a con-
noisseur — of milk; before too long he will drink wine which is both
‘finest’ (cf. Amphis fr. 36.2 K~A) and ‘strongest’.

36-7 ol7’ ... olit’ ... o¥: the asyndeton throws emphasis upon
the final member, ¢f. 15.137~42, Denniston 510. Polyphemos’ boast is
expressed in a verbatim quotation of Circe’s description of the man-
destroying Skylla’s cave (Od. 12.76), which suggests to us that its
‘pleasures’ are far from unalloyed; cf. also the wonders of Alkinous’
orchard, T&wv ol moTe Kaptds &rdAAuTar 008’ &rrodeitst | Xelpa-
Tos oUt Bépeus, Emerhcios (Od. 7.117-18). xetpdvog dxpew ‘the
end of winter’, when a shortage of (fresh) cheese might have been
expected; Servius {on Kl 2.22) amusingly observes that cheese can
be stored, so that the Cyclops’ boast is no great thing. &kpos may
denote ‘the middle of” a period of time (cf. Soph. 4j. 285 with Jebb’s
note), but it more usually refers to the beginning or the end, cf.
Hipp. Aphor. 8.18 &rpov 8fpos ‘the beginning of summer’ (pace LS]),
Arat. Phaen. 508 &xpdB vukrds ‘at the end of night’. Tapool
‘wicker racks’, for stacking cheeses, cf. Od. g.219 with =
bmepayBéeg ‘full to bursting’, not just ‘heavy’; the Cyclops presents
his cave as a kind of dairy wonderland.

38 > Ecl. 2.23—4. Homer does not say explicitly that his Cyclopes
play the syrinx (contrast [l. 18.525-6), but the poifos with which
Polyphemos drove his animals was a subject for scholarly discussion
(€ Od. g.315): T.’s Cyclops thus settles a matter of academic con-
tention, and the Cyclops of Idyll 6 is also a syrinx-player {6.9). The
Homeric scholia distinguish the poigos from syrinx-playing, ‘because
use of the syrinx is the mark of a civilised (fiuepos) shepherd’. The
use of the syrinx at night to accompany his song {cf. 7.27—31n.),
rather than during the day to control sheep or while away the mid-
day hours, is a clear sign of the Gyclops’ abandonment of his bucolic
réle. For the sleeplessness of the lover cf., e.g., 4rg. 3.744-54,
McKeown on Ovid, 4m. 1.2.3. obrig: Odysseus’ pseudonym
creates an obvious irony, cf. 61, 79.

39 The kind of song he has in mind may be like Boukaios’ love-

song at 10.24-37. xiv: accusative, cf. 55, 68, Corinna, PMG 663,
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Cercidas, fr. 7.6 Powell (= 3.5 Livrea/Lomiento). yAvspaAovs
lit. ‘an apple grafted onto a quince’, but ‘sweet-apple’ well catches
the Cyclops’ feelings for Galateia, cf. Sappho fr. 105a.1 Voigt, Lem-
bach (1970) 134, Hopkinson on Call. 4. 6.28. apdir: Doric form of
&pet; ‘In the koine &ua had become a general equivalent of oUv’
(Bulloch on Call. £. 5.75).

40-1 > Fcl 2.40—2. This is a Cyclopean version of the goat which
the komast offers to Amaryllis at §.34-6. Tpadw: this Doric
form, probably occurring also in Pindar, is very poorly attested here,
but cf. .16, the form Tpayw (2.115, 147), and Molinos Tejada 110~
11 povvodopwe: perhaps ‘with neck-markings', hence rare and
prized, rather than (as %) ‘with ornaments around the neck’ (for
which cf. Ovid, Met. 10.113), but the meaning (like the text) is uncer-
tain; Pollux 5.99 asserts that u&vvos or wévvos is a Doric word for
women’s necklaces. Virgil may have understood the word to refer to
markings on the coat, cf. Eel. 2.41. &pxTwy: the plural does not
necessarily mean that T. (or his Cyclops) is showing that he knows
bears usually have only one or two cubs at a time (so Arist. H4 6
570220, a passage misunderstood by Gow and DuQuesnay (1979)
68).

42-3 > Ecl. 9.39-43. apixevco: 2 asserts that this ‘hyper-
imperative’ form is Syracusan, and T. may, therefore, have had a
model in Epicharmus or Sophron, cf. Ruijgh (1984) 80; Wackernagel
(x953) 864, however, sees a Hellenistic development. YAquxray
... 8&Aooeayv: this phrase occurs in Homer only at /. 16.34 (Patro-
klos® reproaches to the pitiless Achilles), and some of the harshness
of that passage carries over into this: who would want to live there?
Z (bT) notes that it is because of the cruel harshness of the sea that
the Cyclopes and the Laestrygonians were made children of Pos-
eidon, and Polyphemos a child of Thoosa; here again (cf. 38n.) the
Cyclops may reject contemporary academic discussion of his
Homeric model. bpexOelv ‘beat angrily’ = poybeiv, cf. Rengakos
{1904) 122—3, M. P. Guypers, dpollonius Rhodius, Argonautica 2.1-310. A
commentary (diss. Leiden 1997) 312~14.

44 > Eel. 1.79.

45-8 In an attempt to entice Galateia out, the Cyclops performs a
version of the bucolic locus amoenus, complete with anaphora, rhyme
and chiasmus, to describe the delights of his cave’s setting, cf. 5.31~
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4, 45—9, Ecl. 10.42-3; he has already dealt with the interior deco-
ration {cheese-racks). Some details are taken from the cave of the
Homeric Cyclops (Od. 9.183 laurels), but Galypso’s cave in which the
hated Odysseus ‘spent [many] nights’ is also recalled: cypresses (Od.
5.84), vines {04d. 5.69), cool water (Od. 5.70). This invitation to the
beloved recalls the eroticism of Sappho’s ‘invitation’ to Aphrodite in
fr. 2 Voigt to come to a party in a ‘lovely apple-grove’ filled with
incense, cool water and flowers; so here, the combination of phallic
cypresses (cf. 27.46), Dionysiac ivy, good wine and refreshing water
make clear what the Cyclops has in mind (cf. 44). Hopkinson (188)
153 suggests that the water may be intended for mixing or cooling
the wine of 46, but it is perhaps more likely that the Cyclops uses a
standard element of the locus amoenus, without considering whether
cold, fresh water would be very atiractive to a sea-nymph.

The pairing of virtually every noun with an adjective (including
‘white snow’, perhaps in imitation of the Homeric ‘white milk’, J1.
4434, 5.902; cf. Il 10.437 Asukdrepor Y16vos) suggests the effort
which goes into this set piece. Cyclopean poetry knows nothing of
scholarly discussions of the verbal (particularly adjectival) style
appropriate to poetry, cf. Arist. Rhet. 3 1406a, Elliger (1975) 345~8,
and yet its effect depends upon our knowledge of them.

45 tnvei ‘there’. For hiatus at the central caesura cf. 3.39, 42,
18.28~g, 22.39. sundprooor: Lindsell (1937) 86 claims that
cypresses would, at best, have been rare in the Sicily of T.’s day.

46 ot cf. 3.39n. xteadg: the second syllable is lengthened in
arsis at the central caesura, cf. 1.115, 7.85, Gow on 18.5. YAuxi~
napmog: in the Odyssey, wine was to prove anything but ‘sweet’ for
Polyphemos; for the vines of the Cyclopes cf. Od. g.110—11, 357-8,
but the young Gyclops probably simply eats the ‘sweet grapes’, and
urges Galateia to do likewise. Strabo 6.2.3 reports that the volcanic
soil of Etna’s lower slopes is good for vines. Wine-drinking is largely
absent from T.’s ‘contemporary’ bucolic world, cf. 7.65 (a fantasy
party), 147-55 (urban characters in a rustic setting).

47 moludévdpeog: in Homer only of Odysseus” estate on Ithaca
(Od. 4937, 28.139, 359); again the Cyclops is compelled to imitate
that hero. For the thick vegetation on Etna (not, of course, near the
summit) cf. Pind. Pyth. 1.28, Strabo 6.2.8.

48 yibvoge cf. Pind. Ppth. 1.20 vigpdeos’ Alrva, mdverss Xidvos
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dEeias TiBAve, Strabo 6.2.8. rotdv apPpdoiov: the Befov ToTody
(0d. 9.205) which will destroy the Cyclops is &uPpooins xai vékrapos
... amoppdt (0d. 9.359).

48 Cf. 7.57-8n. t&vde ‘[in preference to] these things’, cf. the
genitive after TpoTIudY, TeoTifEval ete.

o The argument moves on: ‘if you realise the advantages of
the setting, but still think I’'m an unattractive partnexr, there are
compensations inside the cave ... AacrwTepog: as the following
verses refer to his most prominent feature, it is preferable to see here
a return to the ‘shaggy brow’ of g1, rather than a reference to body
hair, for which ¢f. Felimann (1g72) fig. 8 (though other inter-
pretations of that painting have been canvassed) and which would
be another feature shared with satyrs and. silenoi (33n.). Homer
draws particular attention to the burning of the Cyclops’ brow (Od.
6.389). Ovid’s Cyclops is a mass of hair all over (Met. 13.844~50).

51 > Ecl. 7.49-51. Nicetas Eugen. 6.511 rightly understood the
Cyclops to be offering to singe away his shagginess, or allow Gal-
ateia to do so. In such a context, however, any reference to fire is
bound to hover between the literal and the metaphorical, as already
perhaps in Hermesianax (cf. 17-18n.), Thus here the cave is both lit-
erally and emotionally ‘warm’ (in comparison to the cold and nasty
sea); for the image of ‘fire under the ash’ ¢f. Call. Epigr. 44.2 (= HE
1082), Meleager, dnth. Pal. 12.80.4 (= HE 4085). Following the sex-
uvalised invitation of 45-8, the Cyclops’ ‘undying fire’ may hint at a
physical, as well as emotional, ‘staying power’. The presence of
‘undying fire’ and (olive) logs in the cave was of course to allow
QOdysseus to produce the very tragedy to which the Cyclops alludes
in 53, cf. Fantuzzi (1995b} 17-18. 8pudg: oaks are a familiar ele-
ment of the bucolic landscape (Lembach (1970) rog—~11), and make
excellent firewood (cf. g.19). ono8d: the genitive is suggested by
Umd owodol in the same sedes at Od. 9.375 (Odysseus tempering the
stake), and is somewhat more poetic than the dative. With either
reading the tragic irony is apparent.

52 nodpevog: cf. Od. 9.390 yAfvns katopévns ‘as the eyeball
burned’. zebgs this genitive form is metrically guaranteed at 55
and 2.126.

53 YAuxepddrepovs the only instance of this comparative in early
epic is Od. .28, Odysseus on the pleasure of seeing [thaca; again, the
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Cyclops unwittingly echoes the man who is to destroy him. The con-
ceit is a way of saying that Galateia is in fact dearer to him than his
eye, cf. Megara g (‘equal to the eyes’), Cat. 3.5, 14.1 (‘more than the
eyes’), Otto s.v. oeulus. The present passage seems to foreshadow a
later rationalising version in which Odysseus, ‘burning’ with love,
carried off Polyphemos’ one daughter (his ‘eye’), cf. W. Dindorf,
Scholia Graeca in Homeri Odysseam (Oxford 1855) 1 4~5.

54 After the ‘sweet dream’ of 44-53, some realisation of the
impossibility of his situation dawns; this he expresses in a version of
the ‘metamorphosis’ wish of the lover, cf. 3.12-14n., above, p. 222.
Instead, however, of saying ‘I wish I were a fish .. ’, he laments that
it can never be. The verse foreshadows his later reproaches against
his mother and draws attention to their biological difference (25~
7m.). Does he believe that Galateia and his mother breathe with gills?
81’ probably &7 (cf. 79, 16.9), rather than causal &7e (LS] s.v. B).
Beayy?’ ‘gills’, to enable him to descend (kaTéduv) to the depths.

55 A final clause may take a simple past indicative when it
depends upon an impossible wish or a hypothesis contrary to known
fact, cf. 4.49, 7.86—g, Goodwin §333. zivs cf. gon. Xépas
Polyphemos’ politesse goes one better than another Theocritean
komast: Delphis claims that he too would have come with flowers
and been content to kiss Simaitha’s mouth (2.1:18-~28). A kiss on the
hand is normally a mark of (non-erotic) friendship (Od. 21.225,
24.398, [Bion] 2.23), but here we may see a gesture of pleading
supplication (cf. ZI. 24.478).

56—7 For the gift of flowers, perhaps in a garland rather than a
bougquet, cf. 2.121~2, §.21—3n.; despite Galateia’s apparent fondness
for flowers (26~7), one may wonder how successful they would be as
an underwater gift. Once again (cf. 45-8n.), every noun is paired

with a (rather simple) adjective. xpiva: not certainly identified;

lilies do not flower in the winter (58), so perhaps ‘narcissus’, cf. Lem-
bach (1g70) 165-6. poxwy’ ‘poppies’ (which flower in summer),
cf. Lembach (1g70) 161—5.

58—9 The dAA& covers a piece of Cyclopean reasoning (cf. Radt
(xg971) 256): having used f ... 9| in 56—y, he answers the possible
objection that it would have been better (and perhaps Galateia

would have expected him) to bring both, by explaining why that

would not have been possible. His naive pedantry (cf. 367} is obvi-
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ously amusing, but it also lays bare the artificially conventional na-~
ture of ‘love-poetry’, which has no place for simple ideas of ‘real-
ism’. Tabta . .. dpa wdve't amusingly exaggerated for two kinds
of flower.

60 The text is very uncertain. If the transmitted po@elpa is cor-
rect, it will be an alternative (perhaps 2 ‘back formation’ from the
aorist) to pabnoeluat, which would follow a regular Doric pattern of
marking the future by both -0- and -¢-, cf. 2.8 Baocebua, Buck (1955)
115; SeoUpeda (&vti Tol Bendnodueba) is, however, cited for Epi-
charmus (fr. 120 Kaibel). viv pwav ‘but as things are’, ie. ‘as I
don’t have gills .. .’ velv ye: swimming will at least (ye) give him
some taste of life in the water, even if descent to the depths is ruled
out. Not knowing how to swim was a mark of the proverbially igno-
rant (on 2 par with not knowing the alphabet), cf. Pl. Laws g 68gd 3,
CPG 1 39; the Cyclops again reveals himself all too plainly. Pos-
idippus’ Cyclops ‘often went diving with Galateia’, thus reversing
T.’s motif (P. Mil. Vogl. 1295, col. 3.28—41 Basnamnr-GaHazm) On
classical attitudes to swimming cf. E. Hall in H. A. Khan (ed.),
The birth of the European identity: the Europe—Asia contrast in Greek thought
490~322 BC (Nottingham 1994) 44~80, J. Auberger, Latomus 55 (1996)
48-62.

61 With his usual literalism, the Cyclops notes that he will need a
teacher to learn to swim, thus rather undermining the resolution of
the previous verse. The reference to Tis ... §évos arriving by ship
evokes Odysseus—OUtis and the theme of xenia which is central to
the Homeric Cyclops episode; the redundancy of oUv val ity
recalls both the fact that Cyclopes have no ships (Od. ¢.125~9) and
Polyphemos’ interest in Odysseus’ ship (0d. 9.279—80). The Cyclops
chooses (unwittingly) an expert swimmer as his teacher, perhaps in
fact the protos heuretes of the art: cf. esp. Od. 5.291~493 where the
shipwrecked Qdysseus is carried by a storm to Scheria; that episode
is full of ‘swimming” words. @8 ‘to this place’. Contrast ‘here’ in
64.

62 Bppev ‘you [Nereids]’.

63 Subsequent poetry fulfilled the Cyclops’ prayer, but for Bion,
not for him, cf. £B 62—3 xai viv 7\o<crotusvo: T& KUpaTes fv wapk-
Sowotv | et Epruaiolot kTA.

64 Consciousness of his situation foreshadows the return to
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‘common sense’ of 72-9. éydv: cf. g.24n. Choice between gydv
and #yc is particularly difficult before a following initial v-. dmev-

Betv: apparently a unique example of Aafiécfa: plus infinitive mean-
ing ‘forget to ...

656 > Ecl. 2.28-30. As we would expect, the Cyclops lists his
activities in their proper order: a day in the fields, then milking and
cheese-making (cf. Od. g.244-7). Tépicov: curdled milk taken
from the stomach of a young animal was used to set cheese, ¢f. X
Nicander, Ther. 577, Gow on 7.16. ‘Miss Milky’ is unlikely to be
attracted by this occupation. Spteiav ‘pungent’ (cf. 7.16) rather
than ‘sharp to the taste’.

67-9 Lest Galateia should object to his implied reproaches, Poly-
phemos makes clear, with the familiar petulance of the child, that
his mother carries sole responsibility for his plight.

67 &8uxel: this verb is standardly used of ‘bad behaviour’ by one
jover to another (Sappho fr. 1.20 Voigt, Call. Epigr. 42.6, L. Belloni,
Aev. Ant. 2 {1989) 223—33), so its use of the Cyclops’ mother empha-
sises Galateia’s guiltlessness.

68 od8&v ... 8Awg ‘absolutely none’, cf. L8] s.v. Shos m g,
ziv: cf. 39n.

69 apap én’ apap ... Aentivovra ‘growing thinner day by day’,
an unusual intransitive use of Asmwrlvetv (with Meineke’s certain
emendation); the verb is at home in medical contexts. For the lover’s
conventional thinness ¢f. 2.89—g0, 14.3, McKeown on Ovid, 4m.
1.6.5—6.

7o~1 For the lover’s (conventional) headache cf. g.52n.; the
Cyclops absurdly adds his feet, just for good measure, and “botf: feet’
is a further touch which betrays the cunning of the child in appeal-
ing for pity. sdbederv ‘throb’, a further medical term which will
appeal to Nikias. Gviadiit ... dvidpar: with a touching faith in
Thoosa’s maternal instincts, the Cyclops threatens to make her feel
emotional pain at his (pretended) physical pain, since she feels no
pain at his (real) emotional pain.

72~4 > Fel. 2.69~72.

72 KobxAw: his name is Polyphemos (8), but he is also known
throughout literature as ‘the Cyclops’ (cf. 7), although one would not

expect him to use this form; as X Od. 9.403 points out, Odysseus, qua

character in the story, only uses the proper name after the other
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Cyclopes have revealed it, although he continues (as also in Eur.
Cyel.) to address him as ‘Cyclops’. Polyphemos’ use of KUkAwy here
thus activates a sense of his own literary future. Self-address of this
kind is particularly common in New Comedy, and this may be part
of the flavour here, cf. F. Leo, Der Monolog im Drama (Berlin 1908)
94-113, W. Schadewaldt, Monolog und Selbstgesprich (Berlin 1926).
g Ppévag éxmenotasan cf. 2.19; the verb is a Doric perfect of the
frequentative ékmoTdopca. Eros has wings and lovers conventionally
‘ly’ (Anacreon, PMG 378 etc.), but here the metaphor marks dis-
traction of mind.

73 ol %'t if sound, this will be a Doric version of Homeric ¢ s
plus the optative in the protasis of a conditional, ¢f. Goodwin §460.
Some editors, however, prefer odk, i.e. «l plus the x seen in oUk,
both here and in other passages of literary Doric (Epicharmus fr. 21
Kaibel, Ar. Lys. 1099). tahdpwe: wicker bowls in which milk is
placed prior to cheese-making, cf. Gow on 5.86; T is thinking of Od.
g.247 Thextols &v Tahdpowow. For a long list of ‘country work’
which can take your mind off love cf. Ovid, R4 16g—212.

73—4 O0AAdv ... époig: perhaps a memory of Od. 17.224
(Melantheus abusing the disguised Odysseus) 8adAév T pigoior
dopfiva; this is not just a matter of the Cyclops ‘trapped’ in Qdys-
sean language (above, p. 219), for the echo reveals the hopelessness
of his wish to ‘show more sense’ he can no more do this than escape
his own future.

75 tav mapeoioay dpedye: a dairy version, particularly appro-
priate to Galateia, of ‘a bird in the hand’, cf. 10.8~9n. and the cor-
responding ‘fish’ version at 21,66 {&ret TOV od&pkivov ixBUv. I cite a
proverb Tov BéhovTa Bolv Elawve. Polyphemos seeks comfort in the
language and conventional wisdom of his own fechne, showing that
his mind is now moving back to its own sphere. 6 wapscv ‘the cur-
rent one’ may have been a standard term in the language of sexual
relationships, cf. Theognis 1270 (horses happily accept one rider
after another) & 8" alTws kai wals ToOv apsovra PrAel, Ti tov
dedyovta Sidxeigs: the question picks up i TéV ¢iraéovt’ &mo-
BEAANL; of 19 to mark the shift of attitude; the masculine is general-
ising, as regularly in proverbial utterance.

76 > Ecl. 2.73. The Cyclops resorts to the familiar consolation of
the rejected, cf. 3.35-6; like 77~g (note ‘on the land’), this is for Gal-
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ateia’s ears as much as for himself. jows is thus intended by the
Cyclops with xai kaAAlova, but we will extend the doubt to
supnoels. Homer makes it clear that, unlike the other Cyclopes,
Polyphemos never married (Od. g.115, 188). From later antiquity,
however, there is evidence in both art and literature for a version in
which Galateia did succumb and set up house with Polyphemos, cf.
Holland (1884) 27688, Fedeli on Prop. 3.2.7-8, Idyll 6, Intro.

=78 If these girls are not entirely imaginary, we are perhaps to
think of the daughters of other Cyclopes, rather than other Nereids,
This laughter marks the Cyclops, like all bucolic lovers, as in some
respects a (comic) Daphnis, cf. 1.go-1. supraicdev: verbs of
‘playing’ often carry a sexual sense (cf. Asclepiades, dnth. Pal. 5.158.1
(= HE 824) ‘Epmévmt mibaviji moT Eyw ouvémonlov «TA,
Henderson (:975) 157), but the choice of word is appropriate for the
infantilised Cyclops. wixAilovTi: in the scenario he creates to
provoke Galateia and console himself, the ‘girls’ laugh when he
responds to their sexual invitations (cf. 6.15-19), and he sees the
laughter of pleasure and invitation, but we will see the laughter of
mockery, no less cruelly teasing than the invitations themselves, cf. Z
‘perhaps they are laughing at him’, Headlam on Herodas 7.123. The
lexicographers associate kixAtopds with épvan and gloss the word
as kayxaouds ‘mocking laughter’.

79 67’ cf. 540 xAyoy Tig daivopar Apev ‘I too seem to be
someone [important]’; for this use of Tis cf. Eur. EL 939 niyes Tis
glvan Tofol Yphpact obéveov, Headlam on Herodas 6.54. ‘1 t00’, as
well, alas, as OUris himself {(whose success with females in the course
of his travels was notorious). Marco Fantuzzi suggests that there is a
contrast between the land, where the Cyclops claims to be ‘some-
one’, and the sea, which is Odysseus’ realm and completely closed to
Polyphemos.

80 olitw: a mark of closure, bringing the poem back to the open-
ing ‘moral’, cf. 13.72, 25.280. émoipatvey tov épwra ‘shep-
herded his love’ (rather than his sheep), i.e. he kept his love under
control, ‘managed’ it, and stopped it from running destructively
wild, cf. above, p. 220. BoukoAelv can mean ‘cheat’, ‘beguile’ and
such a nuance for woipaivav is found in a late text (Lucian, 4m. 54),
but ‘control’, ‘look after’ is appropriate here. The exact nuance of
the participle in Orph. fr. 82 Kern woipaivwy mpamwidesoty &vdu-
poTov QKUY EpeoTo is uncertain.
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81 %) ei: scanned, by ‘synizesis’, as a single syllable, cf. Ariphron,
PMG 813.6, Arnott (1996) 592—3. pdov ... 818y’ cf. 7n. The
‘ring composition’ acts as a closural ‘QED’ for the narrative.
xpuody E8wxev: i.e. to a doctor (like Nikias), not (as Z) as a bribe to
Galateia. Asklepios, the divine model for human doctors, was,
according to Pindar (Pyth. 3.54—7, cf. PL. Rep. § 408b—c), bribed with
gold to raise a man from the dead, and T. here gently teases Nikias
with the high fees doctors could earn.

VII 1dyll 6

The poem begins as a third-person address to Aratos: Damoitas and
Daphnis ‘the oxherd’ came together for 2 song-contest (Ep1o8ev, 5).
The songs are quoted directly, separated only by a single narrative
verse of transition (20). Daphnis tells Polyphemos how Galateia is
doing everything in her power to attract him, but he does not seem
to notice. In reply, Damoitas adopts the rdle of Polyphemos and
asserts that he knows precisely what Galateia is doing, but he is
‘playing hard to get’ as part of deliberate strategy to make Galateia
capitulate. A closing narrative passage announces that the contest
had no winner, but ended in perfect harmony.

The addressee of the poem may reasonably be identified with the
Aratos named as Simichidas’ ‘great friend’ and geivos in Simichidas’
song in Idyll 7 (98, 119): both poems have erotic themes, and in Idyll
v Simichidas seeks to persuade ‘Aratos’ to abandon his fierce love for
a boy. The Aratos of Idyll 7 is most naturally understood to be a
Coan or at least resident on Cos; the name is found throughout the
Aegean, but is particularly common on Cos (LGP¥ 1 s.v.). In or
before 279 an Aratos served as &pxedéwpos of the Coans to Delos (IG
x1 2.161b.66), and T.’s friend too presumably moved in high social
circles {for T. and ‘Simichidas’ cf. Idyll 7, Intro.}. Although T. else-
where (19.1, 22.8—22, perhaps 7.139—40) seems to know the Phaens-
mena of Aratus of Soli (cf. M. Pendergraft, QUCC 24 (1986} 47-54, A.
Sens, CQ 44 (1994) 66—9), there are no good grounds for an identi-
fication of the poet with this ‘Aratos’, cf. Wilamowitz, Kleine Schriften
11 (Berlin 1971) 74—85.

The existence of an addressee gives the poem a paraenetic or
exemplary flavour, ¢f. Idylls 11 and 13, where, however, the ‘mes-
sage’ is made explicit. Aratos is clearly invited to apply to himself
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{?and his relationship with the poet) lessons gained {rom the behav-
iour both of Daphnis and Damoitas and of Polyphemos and Gal-
ateia, just as the ‘message’ of Idyll 11 has clear reference to the fact
that the addressee is a poet and doctor; nevertheless, the very uncer-
tainty which surrounds the relationship of (at least) Polyphemos and
Galateia suggests that we should be wary of dogmatism about what
those lessons might be. The poem may be a shy declaration of affec-
tion to Aratos (cf. Bowie (1996) 94-5), but it is also a poem very
much concerned with the difficulty of interpreting motive and
action, and the subjectivity of aesthetic and emotional decisions
(note the marked repetition of kKaAov, 11, 14, 16, 19, 33, 36).

For the myth of Galateia and the Cyclops of. Idyll 11, Intro.
Timaeus, an older contemporary of T., recorded that Polyphemos
and Galateia had a son called Galates (FGrHist 566 #69), and so the
version, found in late sources, in which Galateia returned Poly-
phemos’ love or was at least reconciled to him (11.76n.) might have
been available to T. In one late prose source which may have links
with Philoxenus’ dithyramb or a drama based upon it (PMG 818, cf.
Holland (:884) 196-7), Odysseus advises the Cyclops to feign indif-

ference once he (Odysseus) has used his magical skills to send Gal-.

ateia crazy with love, and if this is not itself derived from Idyll 6, it
may again suggest a quite diverse early tradition. Nevertheless,
Daphnis’ Galateia is at best ambiguous. Is she really crazy with love,
or — as 1517 strongly suggest — is she just teasing the Cyclops, like
the giggling girls of 11.77--8? Her behaviour and her motives both
demand and defy interpretation, and for this reason Daphnis cannot
impersonate her, but must remain as a third-party observer and
interpreter. His song makes clear, moreover, that Galateia’s very
existence is at least as ephemeral as that of her namesake of Idyll 11
(or indeed of those giggling girls); when the dog looks for her, all it
sees is the sea (10-12), and cf. 34-8n. ‘You don’t see her’ sings
Daphnis, and one reason may be that no one can see her.

Idyll 6 presupposes Idyll 11 both in terms of setting — Polyphemos
is now older than he was ‘then’ (36) — and because the text is replete
with allusions to and reversals of Idyll 1x (cf. Ott (1969) 72-6,
Kohnken (19g6a)); these are noted as appropriate in the com-
mentary. It is hard to resist the inference that Idyll 6 was written
later than Idyll 11, and for an audience that knew Idyll 11; there is,
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however, no reason to assume that they were written very close in
time to each other or ‘circulated’ as a pair. If Aratos has been cor-
rectly identified (cf. above), Idyll 6 may have been composed on Cos,
but this Is no more necessary than that Idylls 11 and 13 were com-
posed at Miletos. Unlike Idyll 11 (above, p. 218), the metrical and
verbal style of Idyll 6 is that of T.’s bucolics.

If Galateia’s réle is ambiguous, so is Daphnis’. His words are as
teasing and shifting as her behaviour (cf. 6-n., 15-17n., 18~19n.). In
particular, his stress on sight and seeming (8, 9, 11, 19) hints at the
future blindness of the Cyclops, and is part of the challenge he
utters, a challenge instantly met and refuted by Polyphemos in 21-5
(and cf. 85). Daphnis describes things, such as the barking dog, as
though the Cyclops was already literally blind, and not just ‘blind’ to
what Galateia is doing (for the metaphor cf. Soph. OT g71). We are
also challenged to identify the character behind this voice. Although
the goatherd Komatas of Idyli 5 is most naturally understood to be a
latter-day namesake of the legendary goatherd of Idyll 7, it is rea~
sonable to understand A&¢vis & Pouxdhos here as the legendary
Daphnis of Idyll 1, as the poet of Idyll 8 seems to have done (and cf.
Hypoth. 1dyll 1, p. 23 Wendel); no other ‘bucolic’ poem is clearly set
in the distant past, but the two other poems with addressees, Idylls 11
and 13, also relate myths from the past. Idyll 6 may thus be seen asa
mimetic version of Idyll 11, as well as a complement to it. Daphnis
may be imagined to share an ancient Sicily with the Cyclops, and
this would suit the similarities between the two; T. would thus have
synchronised the two primary models for his bucolic characters, and
in 6-19 Daphnis would be ‘playing himself’, as he teases his “friend’
Polyphemos. Nevertheless the structure of frame and included song
suggests that the question of réle is important in both songs. Against
the ‘contest’ of Polyphemos and Galateia is set the non-contest of
Daphnis and Damoitas, a couple whose harmony seems to reverse
the bitter rivairy of the herdsmen of Idyll g (45n.). For them such
disputes and harsh emotions belong to the world of story and song;
theirs is rather a kind of ‘golden-age’ equality in which the striving
for advantage has no place. So too the lack of topographical specifi-
city in the setting of the frame serves to set them apart from both
Galateia and Polyphemos and the characters of the other bucolics.

If Daphnis himself is playing a rdle, three possibilities for that réle



246 COMMENTARY: 6, INTRO.

deserve consideration. Daphnis may impersonate another teasing
friend of the Cyclops, both praeceptor and irrisor amoris {like Priapos in
Idyll 1). Secondly, a late Hellenistic relief in the Villa Albani shows
Polyphemos seated on a rock under an oak tree; he holds a lyre and
is being watched by a sheep. At his shoulder is a Cupid who is
pointing into the distance and Polyphemos turns to follow the direc-
tion indicated, cf. G. Rodenwaldt, Das Relief b¢i den Griechen (Berlin
1923) g9 with fig. 120. It is an obvious inference that the Cupid is
pointing to Galateia (cf. 6.9), and the voice which tries to interest
Polyphemos in Galateia is obviously a voice of desire; could it be
Eros himself? Finally — and perhaps most temptingly ~ the character
with most to gain by distracting Polyphemos with the attractions of
a beautiful woman is Odysseus; Daphnis places Polyphemos and
his interlocutor outside, rather than inside, the cave, but in post-
Homeric texts (cf. Euripides’ Cyclops) the interaction of Odysseus
and the Cyclops is not necessarily limited to the interior of the cave.
Does Daphnis take the role of Odysseus? This would certainly fit his
shifting mode of speech and his anonymity (Odysseus was after all
‘No Man’), and give particular point to Polyphemos® dismissal of the
prophecies of Telemos. For a possible model in Philoxenus cf
above, p. 216.

The brilliant response which Damoitas places in the Cyclops’
mouth answers Daphnis’ song point for point, and meets all the pos-
sibilities created by Daphnis’ challenge. We are amused when the
Cyclops takes the teasing of Daphnis and Galateia seriously, but his
answer also allows for the possibility that he knows that he is being
teased: either way, he is not going to fall for it by becoming emo-
tionally upset, i.e. by reliving the agonies of Idyll 11; if Galateia
really is crazy about him, she is just going to have to capitulate
without further ado. ‘I saw her’ he says: are these the words of 2
deluded buffoon, or a neat riposte to Daphnis’ challenge from a
Cyclops ‘in control’? The uncertainties of the game which Galateia
and the Cyclops are playing are reflected in the continued vocabu-
lary of seeing, seeming and appearance with which the songs
abound (8, 11, 19, 21-2, 25, 28, 31), culminating in the Cyclops’
vision of himself in the glassy water, a vision which itself suggests
the horrible deceptiveness of sight (cf. n. ad loc.). It is against these
‘uncertain appearances’ that the apparent harmony of Damoitas
and Daphnis is to be judged.
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Whereas Daphnis’ song had foreshadowed Polyphemos® future,
Polyphemos himself has not forgotten about Telemos, and threatens
to shut Galateia out (rather than shutting the Greeks in). The
Cyclops of Idyll 6 responds almost as though Od. g did not exist: the
rarity of verbal echo of that book is remarkable — even when Telemos
is explicitly mentioned, it is another book of the Odyssey which is
reworked. Whereas the young Cyclops of Idyll 11 exists in a timeless
dairy wonderland, the Polyphemos of Idyll 6 swears by Pan and
Paian, keeps a pet sheepdog, receives lessons in rustic superstition
from an old woman and knows of Parian marble; he is, in short, not
unlike the ‘non-mythical’, contemporary characters of the other
bucolics. Such ‘anachronisms’ serve the erasure of Od. g as a model
text; if Idyll 11 showed how Homer had placed all subsequent poets
in the hopeless position of young Polyphemos (above, p. 21g), Idyll 6
reasserts the power of the present over tradition. The existence of a
famous literary model need not (need it?) determine the poetry of
the present: T.’s Cyclops can show bravado in the face of the
Homeric pattern, no less than T. himself can demand a place for his
bucolic poems in a world which already has Odyssey g. The fact that
both Telemos and Homer have spoken does not mean that new
directions are not possible. The fates of both poet and character lie
with us.

The similarities between the story of Daphnis in Idyll 1 and that
of Polyphemos and Galateia in Idyll 6 are striking: a girl frantically
pursuing a man who apparently takes no notice, thereby earning the
titles BUospws and almwdros; Galateia comes from the sea, as the
‘gir]’ of Idyil 1 may be a water-nymph. The Daphnis of Idyll 6 seems
to play the part of the Priapos of Idyll 1 who precisely advised
‘Daphnis’ in matters of love, whereas Polyphemos finds himself in
the réle of the Daphnis of Idyll 1. These similarities have been
interpreted in various ways. The Cyclops may simply show the ‘less
serious’, less dangerous type of eros, the comic version of the tragic
myth. Bernsdorff (1994) stresses rather that the young Daphnis did
not himself learn the lessons of his own song, which foreshadows
his fate, as the Cyclops’ song in 11 foreshadows his; Fantuzzi (1995b)
18-19 prefers to see here a joke about the supposedly paradigmatic
status of myth — myths in Hellenistic poetry are in fact so unstable
and ‘non-exemplary’ that both a Daphnis and a Cyclops can fit the
same pattern. What is, however, most important is that (on one
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level) Idyll 6 is a comic ‘reading’ of Idyll 1; Polyphemos claims that
his behaviour is merely a strategy to get what he wants, but in fact
he is imitating what he believes (surely wrongly) to have been Daph-
ni¢’ strategy. The Daphnis of Idyll 1 was not playing hard to get, but
he could well have appeared so: the comic version of bucolic is thus
shown to be secondary and parasitic upon the tragic, as Attic com-
edy was secondary and parasitic upon tragedy. So too, the Cyclops
of Idyll 6 suggests a comic version of the Epicurean alrdprns xod
GrépaxTos, set off against the alleged behaviour of Galateia, which
is described (by Polyphemos!) as a disturbance to match that which
Epicureans saw in eros (28n.). As so often, therefore, myth in T,
replays, in its own mode, the authorising ‘bucolic’ myth of Daphnis.

Title. BoukohtaoTal Aapoitas kai Addvis.

Modern discussions. Bernsdorfl (1994); Bowie (1996); Fantuzzi (1998a);
Gershenson (1969); Gutzwiller (1gg1) 123-33; Hutchinson (1988) 183~

7; Kohnken (1996a); Lawall (1967) 66-73; Ott (1969} 67-84; Stanzel

(1995) 177~90; Walker (1980) 60-5.

-2 > Bl 7.2, Aapoitag: the name is not uncommon on the
Greek mainland, but the majority of attestations come from
Thessaly; Bowie (1996) 93—4 makes the attractive guess that T. took
the name from Simonides’ poems for Thessalian patrons. X ot
i.e. xai 6. When the article accompanies only the second of a pair or
the last of a series of names, that name is usually also modified by an
adjective (7.131~2, 22.34, 140, 26.1); & Poukdros performs that func-
tion here. 6 Pouxdhrog ‘the famous oxherd’, cf. 7.73 Addvis 6
Poutas, Leutner (x907) 40—4. oy &yéhav: despite the separate
flocks of sheep and goats in Virgil’s imitation, the singular most nat-
urally implies that the two boys looked after a single, often scattered,
herd; this will be a further indication of their non-eristic harmony.
Elsewhere, song contests take place between herdsmen of different
flocks (goats vs lambs in Idyll 5, cattle vs sheep in Idyll 8 and per-
haps Idyll g), but only cattle are mentioned in the frame of this
poem (45). mox’ ‘once upon a time’ regularly introduces myth-
ical narrative in Hellenistic poetry (cf. 7.73, 78, 18.1, 24.1, Call. fr.
290 (= Hecale fr. 1 Hollis), Cat. 64.1): T. treats his newly created
bucolic fiction as part of the inherited ‘sea of myth’. &s ¢pavTi at
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8.2 imitates and varies this effect. "Apare: cf. above, p. 243.
suvdyayov: for the figura efymologica with &y&haw cf. 3.43-5n.

2-3 6 pév ... 6 8 ‘the latter ... the former’. & uév could, in prin-
ciple, be either ‘the former’ (5.94, 10.58) or ‘the latter’ (cf. K-G
1t 264, Denniston 370~1); in 43 it is ‘the latter’, but in view of that
mannered replay of these opening verses {(42—-3u.), we cannot be sure
that T. has there repeated rather than varied the initial usage. wup-
pos ‘golden’ refers to the colour of the first ‘fuzz’ of facial hair (cf.
15.130 of Adonis, who resembles Daphnis in other significant ways,
above, p. 68), whereas fuiyéveios ‘with beard half-grown’ will denote
a somewhat older young man. The difference in age in the context
of the general similarity of the two is a manifestation of an impor-
tant theme of the poem, cf. above, p. 244. If we are to imagine a rela-
tionship between Daphnis and Damoitas on the classical paederastic
model, then the ‘half-bearded’ one will be the erastes, though still
himself young {cf. PL. Charm. 154a, Euthyd. 273a7), and the kissing of
42 makes Damoitas the more likely for this réle; for Daphnis as an
eromenos cf. Epigrams 2 (Ad¢vis & Asuxdypws) and 3. Idyll 6, how-
ever, seems to foreshadow the less hierarchical homosexual relation-
ships of later erotic literature. In imitating these verses, the poet of
Idyli 8 made Daphnis and Menalcas identical in age (8.3), but also
called Daphnis & xapieis (8.1), the standard description of an eromenos
(cf. 13.7m.). dudw stresses the “togetherness’ of the young men.

4 Gépeog péowt duatt ‘in summer, in the middle of the day’.
Whereas elsewhere the burning midday is a time of potential threat
(1.15~18n.), here it marks a moment of repose which matches the
(real or feigned) calm of Polyphemos’ mood.

5 It is very unusual to separate To1&8e (Tola, TolaUTa, TéB8e etc.)
from the speech which it introduces, but the harshness is mitigated
by the change of subject and the need for the (reciting) poet to indi-
cate who is speaking. The intercalated verse, nevertheless, carries
particular stress ~ Daphnis goes first because he was ‘first keen for /
proposed a contest’ (Epio8ev), not out of any spirit of contention. Jt
might be thought that the harder job in such a ‘contest’ was to sing
second and have to adapt to the lead of the first singer, and that
therefore the proposer of the contest should have that task; so in
Idyll 5, Lakon proposes and Komatas eventually begins (EpioBe at
5.30 may not mean precisely ‘begin the contest’). In Idyll 8, however,
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the order is decided by lot. Whether or not there was a ‘normal’
pattern, it is clear that in Idyll 6 the emphasis is on the absence of
disruptive contention. So too, the fact that no prizes or wagers are
mentioned before the singing (contrast the wrangling of 5.21-30)
removes all sense of an ggon from the ‘contest’; cf. further 42-3n,
What is striking is the absence before 5 of any explicit reference to a
contest; it is as though the poet here operates with a convention in
which the mere fact that herdsmen sit together in the heat of the day
signals that a song-exchange will follow. The technique foreshadows
that of later pastoral, cf. Alpers (1996) 8o~-2.

64 > Ecl. 3.64. The names of the ‘lovers’ stand, as often, in the
first verse (cf. 11.8n.), despite the fact that this is a mimetic ‘drama’
rather than a narrative. & Pardrera ‘Galateia, whom you know /
in whom you are interested’, cf. 3.1-5n. wérowory: cf. g.10m.
Unlike the flirtatious Galateia, Polyphemos himself ‘did not love with
apples ..." (11.10). woluviov ... pdAoiow allows a play on u&hov
‘apple’ and pijhov/ué&rov ‘sheep’, cf. r.10g~10n, Daphnis® style is as
shifting and ambiguous as the behaviour he describes. Svoépuwrta
xal airdrov &vdpa nareboa ‘calling [you] backward in love and 2
goat-keeping man’; the striking parallel with 1.85—6 (where see nn.)
is a foreshadowing of Polyphemos’ pose as a Daphnis. As Z notes,
the Homeric Cyclops had both sheep and goats (Od. g.184, 220 etc.),
but in T. there is no sign of the latter. T.’s herdsmen standardly look
after one kind of animal only (cf. 1.80on.), but the pattern seems to be
broken by the poet of g.15~21 (?in the voice of the Cyclops). The
transmitted TOv airoAov might represent the direct speech of Galateia
as ‘Goatherd, you are backward in love’ or ‘the goatherd is back-
ward in love’ (so Dover), but Meineke’s kai seems a significant
improvement; Tév may have arisen from 5.88 B&AAer kal pd&Aoiot
TOV aimdrov & Khsapiota. Posidippus’ aimoikds SUcspws of Poly-
phemos (P. Mil. Vogl. 1295, col. 3.28—41 Bastianini—Gallazzi) is very
likely a near contemporary allusion to this verse, ¢f. 11.60n.

8 moBbpnsBua: probably ‘see’, as in 22, rather than ‘look at’, as in
25. For this form cf. 1.36n. TéAav TaAav ‘you poor wretch’, an
exclamation of (here feigned?) compassion, cf. Call. Epigr. 30.1-2
@sooaiikt KAsdvike Tédhav t&hav, ol ud tov Euv | AAov, olk
Eyvoy, 1.82-3n. v&@noor: of 11.17; here, by contrast, the
Cyclops does not sing of Galateia, but plays the syrinx for his own
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amusement and as part of his comic réle-playing as Daphnis, the
greatest of all mortal syrinx-players.

g &déat cf. r.mn.; the Cyclops pipes ‘without a care in the world’.
We might, however, well ask whether Cyclopean syrinx-playing
(11.38n.) is likely to have sounded ‘sweet’; the Cyclops’ adviser is a
tease like Galateia. vév wdva: Philippus, Anth. Pal. 11.321 (= GP
3033—40), treats ‘whether the Cyclops had dogs’ as the typical zetema
of stupid grammarians, and the absence of dogs from Od. g does
indeed seem to have been of interest to Homeric scholars (cf. 04,
g.221, Eustath. Hom. 1622.12~30). Homer in fact uses dogs as markers
of civilisation (cf. S. Goldhill, Ramus 17 (1988) g—19), and their absence
brands Polyphemos as particularly savage; the Cyclops of Idyll 6,
however, is a more ambiguous figure, closer to bucolic norms (for
dogs in the bucolic world cf. 5.106, 8.27, 65—6). Cf. further 2g9~30n.,
above, p. 247. The Euripidean Polyphemos has hunting-dogs (Cycl.
130), as does Daphnis in Aelian’s version of the legend (V4 11.13).

xo~x2 If we take ‘Daphnis’ seriously, we will say that the dog
senses the direction from which the apple was thrown and barks at
the sea. If, however, we stress the teasing manner of ‘Daphnis’ and
the likely insubstantiality of Galateia, we can explain that dogs just
‘naturally’ run along beaches and bark at splashing waves; as 11-12
and 358 make clear, there is nothing beneath the surface of the sea
except one’s own images. ‘Daphnis’ suggests, however, that Poly-
phemos should react to Galateia’s advances with the same vigour as

his dog. Somewhere behind 914 (the pelting of the dog, the threat

to Galateia’s legs) lies Odysseus’ confrontation with Eumaios’ dogs
(kdves YAaxduwpoi) at Od. 14.29-47; surely Polyphemos is not going
to allow Galateia to be treated like Odysseus? The -k~ sounds of 11—
12 mimic the sound of the waves rippling on the shore.

Ix viv L.e. ‘the dog’. daiver ‘reflects’; more usual in this sense
is tudaivav,

x2 &aouyo xayAdlovreg ‘gently sounding’, here of the shore itself
(cf. Pind. OL 7.2, Dionysius ‘Periegetes’ 838 perhaps in imitation of
this verse) rather than the waves. The better attested kayA&fovta
leaves aiyiahoio rather exposed and produces hiatus at the feminine
caesura {elsewhere in the bucolics only 7.8, cf. 13.23-4n.).

14 xaTd ... dpdEnis tmesis. »aAov: the first syllable is long, in
contrast to kaAd in 1t, ¢f. ¥8—1gn.
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15 & 3¢ has a quasi-deictic force, trying to draw Polyphemog’
attention to Galateia. xol adréfe ‘even from there’, i.e. from the
sea. SiaBpimreTan: Polyphemos is to understand ‘makes sexual
advances’ (cf. 11.77), but we may rather put the stress on the teasing
and ‘firting’ involved, cf. 17, §.34-6n.

15-17 Apparently irrational behaviour is compared to the random
flight of blown thistledown (elsewhere called w&mmos), which is very
difficult to grasp but seems to follow us when we move away, cf. W. B,
Stanford, Hermathena 24 (1935) 101, J. H. Betts, CP 66 (1971) 252~3,
Galateia’s ‘suffering’, reinforced by the ‘burning summer’ which
evokes the fire of love inside her, is well compared to the almost
insubstantial plant, cf. Soph. fr. 868 Radt, Eubulus fr. 106.16~20
K-~A (wéteTan kolgos &v). £ and some editors take the simile with
S1ax@pUTrreTan, but it is hard to see the resulting sense.

“To pursuc the one who flees’ is 2 way of saying ‘suffer from
{unrequited] love’, cf. Sappho fr. 1.21~2 Voigt, Call. Epigr. 31, and
‘Daphnis’ here exploits the Greek fondness for ‘polar’ expressions to
produce a verse which Polyphemos is to understand to mean simply
‘she is desperately in love [with you]’, or perhaps ‘when you loved her
she avoided you [cf. 11.75], but now that you avoid her she pursues
you’. We, however, will also relate the verses to Galateia’s present
‘teasing’ behaviour; Macedonius, Anth. Pal. 5.247.8 uses the paradox
to describe a fickle lover.

18 “To move the stone from the line’ is a proverb taken from a
board game (mecoeia), in which the board was marked by five lines
and the moving of a counter from ‘the sacred line’ was a mark of
desperation or near-defeat, ¢f. Alcaeus fr. 351 Voigt, Sophron fr. 127
Kaibel, CPG 1 259-60, RE xm 1970—-3, R. G. Austin, Anfiquily 14
(1940) 267-71; thus here Daphnis tells Polyphemos that Galateia
would do anything to attract him, she ‘leaves no stone unturned’.
mreocotia was supposedly an invention of Odysseus’ bitter enemy Pala-
medes (Radt on Soph. fr. 479), and so this image would be particu-
larly pointed if Daphnis was impersonating Odysseus (above, p. 246).

18-19 ¥pwri ‘to love’, a more generalising form of expression
than ‘to a lover’; eros is often given the attributes of someone suffer-
ing from eros, cf. Men. fr. 53 K-T ¢Uoe yép éo7’ Epods | Tof voube-
TolvTos kwdbdv, Pl Symp. passim. “Through love’ would make more
explicit the fact that love is said to warp perceptions (cf. Z (1) ad loc.,
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10.19~20, Di Marco (19952) 136—9), as though there was such a thing
as objective ‘beauty’ and ‘ugliness’ (here embodied by the Cyclops),
but this seems a less natural way to take the dative with mépavTal.
“The fair seems fair’ is a way of saying ‘be in love with the fair’ (cf.
13.3-40.); thus ‘Daphnis’ is telling Polyphemos that Galateia loves
him, ‘the not fair’, despite his ugliness, which is admitted by the
Cyclops himself in 11.81~3. The Cyclops of this poem will, however,
take a different tack (34~8). At one level, the assertion (f ydp) of
‘Daphnis’ is true to human experience, but his description of Gal-
ateia has left us with grave doubts about whether true eros is involved
on her side at all. IToAddaye: the repetition from the first verse
does not merely close a ring around the speech, but also marks the
shift from narrative to didactic moral. The jingle moMdkis ...
TToAuddue serves the memorable rhetoric of that moral. ROAL
xaAd: the variation in vowel length, reflecting two different treat-
ments of original kaAFds, is a very common effect, cf. Call. . 1.55,
Epigr. 29.3, N. Hopkinson, Glotte 60 (1982) 166—7. Only at 2.125,
however, does koA~ form the second element of a spondee. Like
woMdxis ... TToAugpdpe this effect increases the proverbial and
mnemonic flavour of the phrase.

20 &vefdrdero ‘played a prelude’, presumably on a syrinx (cf. 43).

z21~2 Polyphemos first answers the charge of 8 (‘you don’t see
her”). Ifavaz this Cyclops is so ‘bucolicised’ that he can swear by
the herdsman god, cf. 4.47, 5.14, 141; contrast the blasphemy of 0d.
9.273—6. At 11.29 the young Cyclops swears by Zeus. Pan does not
appear in Homer, and in Athens at least his worship was acknowl-
edged to be a late historical development (Hdt. 6.105); despite Pan’s
important réle in the ‘timeless’ story of Daphnis (1.122—-30), there is
some ‘anachronism’ in this oath, cf. above, p. 247. od tov Enodv
©ov éva YAuxdv ‘no, by my one sweet {eye]’, cf. 24.75 (Teiresias) vai
Yap duddv yAuxy péyyos &rrorxousvov méhan Soowy; for the ellipse
of p&, regular in Doric, cf. 4.17, 29, 5.17, Headlam on Herodas 5.77;
for the ellipse of a word for ‘eye’ ¢f. Herodas 5.59—60, 6.23, Call.
Epigr. 30.6.

22-3 Gt mwobopdipt | &g vérog ‘with which I pray to see to the
end’; for this form of the optative cf. K~B 11 72. Whereas at 11.53 the
Cyclops offered to give up his eye, ‘than which I have nothing
sweeter (yAvkspwTepov)’, if Galateia yielded to him, here there is no
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thought of such bravado. The text is, however, uncertain. Here and
in 25 the transmitted present woBdpnuan {(cf. dpnet at Od. 14.343,
Oichaliae Halosis fr. 1 Davies) could be explained, rather awkwardly,
as a statement of Polyphemos’ (misplaced) confidence; even so, a
future tense might have been expected. Secondly, mot- is unex-
pected, and Fritzsche proposed &imsp Spnu; but the compound
picks up and answers wo8opnoba of 8.

23~4 Cf. Od. g.507-12 (the Cyclops), ‘Ah, it comes home to me at
last, that oracle uttered long ago. We once had a prophet in our
country, a truly great man called Telemos son of Eurymos, skilled in
divining, living among the Cyclops race as an aged seer. He told me
all this as a thing that would later come to pass — that I was to lose
my sight at the hands of one Odysseus ...’ (trans. Shewring). The
Theocritean Cyclops® scorn for the prophet reminds us of how, all
too late, he was to acknowledge his skill; nevertheless, the fact that
Polyphemos, unlike his Homeric model, is fully conscious of the
prophecy is part of the presentation of a Cyclops who believes him-
self ‘in control’. So too the verses are a mannered reworking, not of
the Od. 9 passage, but of Eurymachos® scornful words to another
prophet, Halitherses, after the latter has prophesied the return of
Odysseus, & yépov, & 5" &ye 80 pavreveo ooiot Tékeoov | ofkad’
iy, pf ol T kakdy w&oywow dmicow (Od. 2.178~g). The echo
bodes ill for Polyphemos {(cf. Od. 22.79—88, the death of Eurymachos
at Odysseus’ hands), but it distances him from Homer’s Cyclops, of.
above, p. 247. $époL moris the active is preferable to the middle,
and for the hiatus after moi cf. 24.22 dv& oikov.

25 maAy o0 mo@épnut ‘I do not return her glance’, cf. 8n., 22n.

26 The Cyclops puts into practice the forlorn wish of 11.96;
whereas Homer’s Polyphemos never married {(cf. 11.76n.), the other
Cyclopes did (0d. g.115). If 33 means that Polyphemos demands that
Galateia be his wife (cf. n. ad loc), then yuvn} in 26 either means
something like ‘girlfriend’ or Polyphemos exploits a tradition that
the Cyclopes were polygamous; in 04, 9.114~15 femoTsta 5t fkao-
Tos | mwaiBwv A% drdywv, oUd &AMAAwv &Aéyouc, the plural
&AdXwv avoids the awkward collocation &Adyovu, oud’, but later
Greeks may have felt some sensitivity on the matter (cf. Arist. EN 10
1180a28-9 paraphrasing the verses with the singular &Adyou).
Polygamy or a community of wives would suit the primitivism which
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later Greeks imputed to Cyclops society. If, however, 33 means
merely ‘sleep with me’ or ‘be my slave’, 26 may refer to ‘a wife’,
without the implication of polygamy. To understand 26 as ‘I say that
I have another [in mind to be my] wife’ would solve the difficulty, but
seems hard to get out of the Greek. éyev: infinitive, cf. 1.14n.

27 Ladol p’ ‘is jealous of me [or of my happiness]’, a sense in
which ¢nAoTumelv is more regular. What is meant is a combination of
envy, anger and ill-will, cf. P. Walcot, Envy and the Greeks (Warminster
1978), Chadwick (1996) r21—2; that such $8bvos or {nrorumia leads
to physical, as well as emotional, ‘wasting’ is a common idea, cf.
5.12~18, Zimmerman (1994) 44~6. In Idyll 11 it was Polyphemos who
‘wasted away’ (11.14). @ Hawdv: probably a cry of triumph, ‘at
the pain he can inflict on her who once pained him’ (Hutchinson
(1988) 185), rather than an appeal for Paian’s protection (cf. 5.79)
from the physical effects of Galateia’s ill-will. Paian was originally a
healing divinity (Zl. 5.401 etc.), who later came to be identified as a
particular manifestation of Apollo; this verse and 5.79 suggest the
rusticity of an appeal to Paian, cf. RE xvint 2340-5.

28 The Cyclops offers his own interpretation of the behaviour de-
scribed in 15-18: Galateia is not flirting, she is in real pain, olorpsiv
may refer to purely emotional suffering, but with ‘from the sea’ there
is also a clear implication of movement, ‘rushes wildly’, cf. Aesch.
PV 836~y oloTpficaca Thy wapakTiav | kéAeubov, Bur. 14 77. The
oforpes, ‘frenzy’ of love, is a familiar image of high literature
(Simonides, PMG s541.10, Pl Phdr. 240di, 13.64—71m.); Epicurus
defined eros as cUvTovos Spefis dppodioiwv perd oloTpou kai &dn-
povias ‘a taut craving for love-making accompanied by frenzy and
distress” (cf. Luicr. 4.1055 unde feritur, ¢o tendit gestitque coire), which
is not a bad description of Galateia’s condition as Polyphemos
describes it.

29 ‘And I also urged (< oifew) the dog to bark at her ...” As the
confusion in Z suggests, the transmitted variants make no sense { pace
H. White, LCM 1 (1976) 35, 2 (1977) 3), and Ruhnken’s emendation
seems certain. Polyphemos claims credit for the barking described in
10-14: far from being worried that the dog will hurt Galateia, it was
he who orchestrated the whole thing, viv was probably omitted from
the main part of the tradition by haplography after UAax-Teiv.

30 The reason (y&p) why Polyphemos has set the dog at Galateia
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is to mark the change in circumstances; when Galateia had the
upper hand (cf. 11.8 TToAupéuos, 6k’ fpato 1&s MNadareias), the dog
was entirely passive. Two interpretations of 30 are current: (i) ‘For
when I was in love with her (alt&s with fipwv), the dog would
whimper, holding its snout pressed against its flank.” For this as the
behaviour of a dog at rest, c¢f. £ ad loc., Thphr. fr. 6.54, and for
the opposition of VAaxrelv and kvuleicBar cf. Od. 16.162-3. When
the Cyclops was looking out to sca and singing his lovesick songs
(11.17-18), the dog lay beside him, making the noises that resting
dogs make; now all that has changed. (ii} ‘For when I was in love, the
dog would whimper, placing its snout in her lap (aUT&s with ioyia).?
Against (ii) it may be objected that the Cyclops’ past ‘love’ was
unrequited and so Galateia is hardly likely to have been present, let

alone playing with his dog; though we we can hardly rule out a-

boastful fantasy of the Cyclops, this seems to tell in favour of (i),
however attractive the reversal of circumstances and pointed
‘whimpering’ of (ii). Kéhnken (1x996a) 181 notes that the dog is ‘ret-
rospectively written into the scenery of Idyll 11° because ‘only in the
changed circumstances of Idyll 6 can the dog take an active part in
the Cyclops’ new strategy’.

31 écopelous cf. 3.18—20n.

32 &yyehov ‘a go-between’ {cf. Thestylis’ réle at 2.94-108), or
perhaps ‘matchmaker’ (cf. next note).

32—3 Polyphemos will not entertain any proposal ~ both Galateia
and her messengers will be as exclusae as he was in Idyll 11 — until Gal-
atela herself swears to yield; abT& is to be taken both with dudoont
and with oTopsoeiv. fopag: cf. 1.82—3n. We may be surprised
that the Cyclops’ cave has a door; in Homer it is sealed with a great
rock, although 8Upnictv etc. is used to mean ‘at the entrance’ (Od.
9.238, 243). This may be part of the ‘civilised’ Polyphemos, but it is
at least amusing that he threatens to lock someone out, when the
most famous story about him was how he locked Greeks in. Here
again the Odyssey is recalled by reversal. crogesely xaAd Sépvias
‘to make X’s bed’ is a standard epic way of saying ‘be X’s wife’, f.
0d. 3.403, Arg. 3.1128~9, and Polyphemos is here demanding, in
suitably epic language, a promise of marriage from Galateia, on fus
terms (‘on this island’). In imagining Galateia as a komast driven by
desire for him, he also uses against her a komastic strategy: a male
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komast may hold out to the lady he pursues the promise of marriage
(cf. 2.132, where Delphis addresses Simaitha as & ydvat), but this
‘object of desire” will absolutely insist on a permanent arrangement
before yielding to Galateia’s desire. Others understand that he
merely wants Galateia to be his servant (as well as a sexual partner),
cf. 17.133—4 & 8% Aéyos oTdpwuoty iabe Znvi kad “Hemi | ... "lpis.
The Homeric Cyclops did not even have a bed, let alone a kaAdv
one {04d. 9.298).

34—8 > Ecl. 2.25~7. Polyphemos now turns to answer the final,
and potentially most potent (note oUd¢ ‘not even’), allegation made
by ‘Daphnis’, namely that he falls within the class of T& u?) kaA&.
Galateia has no reason to refuse marriage because of his looks (note
v&p); indeed he is handsome enough to attract many suitors. Who is
the subject of AéyovT, i.e. who has been spréading rumours about
Polyphemos’ ugliness? Perhaps the other Cyclopes, from whom (at
least in Homer) Polyphemos was notoriously somewhat estranged.
The whole poem, however, and especially 40, evokes a more varied
Sicilian population than we find in Homer ~ it is not out of the ques-
tion that Polyphemos is the only Cyclops ~ and so the vague ‘people
say’ need not be more specific than it would be in more ordinary
societies. Moreover, in view of the poem’s radical attitude to poetic
tradition (above, p. 247), it is tempting to refer ‘as they say’ to the
poetic heritage (? including Idyll 11) which this Cyclops seeks to
overturn: ‘as I am standardly represented’ would catch the flavour.

In secking to disprove the slur uttered by ‘Daphnis’, Polyphemos
not only challenges our notions of absolute standards of beauty -
what, after all, would a Cyclops find ‘beautiful’? — but of course also
provides a perfect demonstration for T.’s readers that ‘love can
indeed make the ugly seem fair’. Polyphemos is presented as a kind
of comic Narkissos, who fell in love with his own reflection in a
pond; Hellenistic sources for the Narkissos story are very scarce, cf.
Zimmerman (1994), but T. surely knew of this or similar stories. The
very insubstantiality of Galateia (is she any more than an €i8wAov or
tmago?) and the Cyclops’ own confident pride make him an apt sub-
ject for such delusion. Whereas in Idyll 11 Polyphemos gazed & wov-
Tov in the hope of seeing the beloved Galateia (18), here he looks &
wévrov and sees his own beloved self: instead of TaAatela, there is
Yehdva (for the etymology cf. Hor. C. 3.27.14~20, Eustath. Hom.
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1181.5), instead of a girl (keopa, cf. 1.82) there is his eye, xopa. Plato
had observed how the lover sees himself in the beloved ‘as in a mir-
ror’ (Phdr. 255d5~g); as Galateia is, at one level, merely the embodi-
ment of the sea, so Polyphemos truly does look at ‘the beloved’ to
find himself, cf. in general J.-P. Vernant, ‘One ... two ... three: eros’
in D. M. Halperin ¢t al. (eds.), Before sexuality (Princeton 19g0) 465~
78. For Polyphemos and Daphnis cf. above, pp. 247-8.

Ovid’s Galatela amusingly interprets Polyphemos’ looking into the
water as making himself beautiful for her, iam libet kirsutam 1ibi falce
recidere barbam | et spectare feros in aqua et componere uoltus (Met. 13.766-7),
T.’s verses are also reworked at Lucian, Dial. mar. (78 Macleod) 1.3.

35 N¢ 8& yohdva: the naively realistic explanation recalls 11.58-g,

36 xadd ... xaré 2 the Cyclops® fancy suggests the origin of the
chimerical FaAdreia. pot: Ahrens’s pev may well be right, but
the unemphatic dative hardly ‘makes ds o’ euiv xéxpirar tautolo-
gous’ (Gow). yéveta ‘beard’, marking the passage of time since
he was sick with love for Galateia, 11.g &pri yeveido8wy; for the
plural cf. Bulloch on Call. 4. 5.75. The Cyclops’ beard will in fact
have been as ugly by ordinary Greek standards as his face, cf. 3.8~
gn., 11.31-30. xapa: only here in T. in the sense ‘eye’ (8.72
oUvodpus képa may pun on the two senses). Cf. PL. Ale. 1 132¢7-3a3,
‘And have you observed that the face of someone who looks into
another’s eye (6¢p8aApds) is reflected in the seeing area (8yis) oppo-
site, as in a mirror, and we call this the pupil (xépn); it is an image
(ei8whov) of the person looking’; Polyphemos’ choice of word,
therefore, both allows the play with the two senses of xdp«, and
alludes to how the ‘eye’ sense was felt to arise.

37—8 ‘and it [i.e. the sea] reflected the gleam of my teeth whiter
than Parian marble’; exact parallels for this use of Umopaivev are
lacking, and this, together with the nearness of karepaiveto and the
awkwardness of having to understand woévtos from g5, has led to
suspicion about the text. Fritzsche proposed alyd Aesuxorépa (A. a.
tam Meineke). In Idyll 11 whiteness was on the side of Miss Milky’;
now the Cyclops has it. $86vTwv: any mention of the Cyclops’
teeth will evoke the use to which he was to put them in Odys-
sey 9. Hapiag ... AiBore: Parian marble was regarded as the
purest, whitest kind, cf. Pind. Nem. 4.81 o1&Aav ... Taplou Aifoy
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AeukoTépay, RE xvinr 1791-5, Nisbet-Hubbard on Hor. C. 1.19.6.
Paros is not mentioned in Homer; the Cyclops evokes marble statu-
ary in yet another ‘anachronism’ (21—2n.) which distances him from
his Homeric model. There is an amusing dissonance between the
‘high’ image of this verse and the rusticity of 3g.

39—40 Polyphemos takes rustic measures to avoid the potentially
evil consequences of his pride in his own appearance, cf. the very
similar sequence at Men. Perik. 3024 (the clownish Moschion), ‘I’'m
not, so it would seem, unpleasant to look at or meet, in my view
(ofouaa, cf. g7 & wap” &uiv kékprton) by Athena, but [rather attrac-
tive] to women; but now I should most of all respect Adrasteia
[i.e. Nemesis]’, PLl. Phaeds g5bs—6 ‘don’t boast, lest some evil envy
(Baoxavia) ruin our discussion’. Others understand that the spitting
avoids the possibility that his own reflection will put the ‘evil eye’
upon him, as in the story of Eutelidas told by Plutarch (Mor.
682b = Euphorion fr. 175 Powell, ¢f. Zimmerman (1994) 39~46,
70-1), or that the spitting protects his beauty from the evil thoughts
of others (Schweizer (1937) 7, Gershenson (1969)). The assimilation
of the Cyclops to a Narkissos-like figure sits well with all of these
explanations. Spitting as a form of apotropaic magic occurs in many
situations and many cultures, cf. 7.126—4, Gall. fr. 687 (= Hecale fr.
176 Hollis), Thphr. Char. 16.15, Straton, Anth. Pal. 12.229 (spitting to
avoid Nemesis), ¥. W. Nicholson, HSCP 8 (1897) 23—40, and three is
the most common number in magical contexts of all kinds. That the
Cyclops has become not only conventionally pious {21) but a believer
who requires instruction in rustic superstition is a clear sign of how
far he is adapted to a ‘bucolic’ context. So too, the presence on his
island of ‘old women who deal in magic’ is a further move towards
the stylised ‘realism’ of the other bucolics. 8é: postponement to
the fourth place is not found elsewhere in T., but is very common in
Middle and New Comedy (cf. Men. fr. 380.3, Dysk. 109, T. W. Allen,
RPh 11 (1937) 280-1); despite occasional tragic examples (Soph. Phil.
618, Eur. Ba. 269), this may be a colloquial feature of Polyphemos’
speech. yeoia: Z 7.126 claim that this spondaic form is Doric.
Korurrapig: Kotys or Kotyto was the name of a Thracian goddess
whose cult had spread throughout the Greek world, especially to
Corinth and Sicily, cf. RE x1 1549~51. Bassos, Anth. Pal. 11.72 (= GP
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1697-42) has a ToAUUBos ypaoia called Kutdrapis or Kotutrapis,
probably in imitation of T.; Kotys is a not uncommon historical
name. .

[4x] = 10.16, where it is obviously in place; here the reference to
the reapers would be pointless, and it 1s perhaps unlikely that an old
woman was piping to the workers.

426 A five-line closure to match the opening five lines. We must
assume that Damoitas stops singing because he has now ‘answered’
each of the points in Daphnis’ song.

42—3 These lines offer a2 mannered reworking of the opening
ones: the boys’ names are again together, but in reversed order, and
6 udv ... 6 B repeated (2—3n.). The mutual exchange of gifts marks
the contest as a ‘draw’, cf. 5n. ¢ditnoe: there has been much
discussion as to whether this kiss is erotic, or merely a mark of
friendship. If we accept the reality of this often blurred distinction,
then it is obviously true that some kisses in Greek literature are not
erotic (cf. Od. 16.15, Soph. OC 1131 etc.); nevertheless, kissing else-
where in T. is erotic (cf. Bowie (1996) g2) and sometimes homosexual
(5-135, 12.27~37), and within the context of the bucolic corpus and
the subject of the songs the boys have just sung, this seems the natu-
ral interpretation here. adAov ‘a [single] pipe’, rather than the
familiar double pipes of classical times, cf. 5.7, II. 10.13 alA&Y cvp-
tyyewv 1° dvori, Eel. 5.85 hac te nos fragili donabimus ante cicuta.

44 Aadvig & Podrag: a further mark of ‘ring composition’, ¢f. 1.

45 Whereas Idylls 1, 3 and 5 contrast animal carnality with unsat-
isfied human passion, here the heifers respond to the harmonies
{both emotional and musical} of Daphnis and Damoitas; we axe here
not far from the ‘pathetic fallacy’ (1.71-5n.) or the manner of later
pastoral in which ‘play’ completely takes over from ‘realistic’ hard
work (cf. esp. the musical animals of Daphnis & Chioe). As Dover
notes, the asyndeton {which caused Fritzsche to delete the verse)
should be seen, inter alia, as a closural device.

46 The verse structure ~ punctuation at the caesura separating
two phrases of equal meaning — mimics the harmony of the singers.
vixn: an unaugmented third-person imperfect, the regular Doric
contraction from -ag, cf. 2.155 &poitn, Buck (1955) 37. wévs
lengthened in imitation of a Homeric licence; emphatic pév may be
correct {cf. 1.86-gin.), but here the opposition has point. How a
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‘victory’ could be decided in the absence of a judge is never stated:
presumably by mutual agreement, which would be another sign of
the boys’ unusual harmony. 008aAAog ‘neither’ (= oUdétepos) is
not found elsewhere.

VIII Idyll 13

Idyll 13 tells the story of Herakles and Hylas as an example of the
universal power of Eros: Herakles loved the beautiful young Hylas,
but lost him in Mysia when the boy was dragged by nymphs into a
pool while fetching water during the Argonautic expedition. The
Argo subsequently sailed off without Herakles, who had to travel to
Colchis on foot. ,

The poem is addressed, as is Idyll 11, to T.’s friend, the doctor
Nikias (above, p. 215). As Idyll 28 and Epigram 8 depict Nikias living
at Miletos, Idyll 13 is often called a ‘poetic epistle’, and biographical
narratives have been designed to explain why T. tells Nikias the
story of Hylas (Nikias has told T. to give up paederastic affairs; T. is
consoling Nikias for the loss of an eromenos etc.). There is, however,
no stress upon the act of writing and or sending, or upon the journey
which the letter is to undertake, whereas these are standard features
of Ovid’s poetic epistles. Pindar ‘sends’ his songs to the victors he
celebrates, and in Idyll 28 T. tells ‘the distaff”, i.e. both the (real or
fictional) gift to Nikias’ wife and the poem itself, to accompany him
on his journey (28.3-5). There is nothing like this in Idyll 13, and
indeed the evidence for poetic ‘epistles’ in Greek at any period is
very scanty; nothing is known about the ’Ewicrodad of Aratus (SH
106, 119). The opening section is indeed less stylised than the main
body of the poem: whereas well under 10% of the nouns are accom-
panied by a definite article, a far lower figure than is standard in the
bucolics, more than half of the examples occur in 1—-15, cf. Rossi
{(1972) 290—2, Hunter (1996a) 40. Nevertheless, such ‘conversation’
with an addressee belongs to a much older tradition than ‘the poetic
epistle’ which developed from it. Nikias® réle is to be compared with
that of the addressees of archaic poetry, Hellenistic epigram, and
many of Horace’s Odes: these are friends, often fellow symposiasts, to
whom one’s hopes, fears and conclusions are entrusted. It is a2 more
natural fiction that Nikias is present as the poem is recited, than that
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he is far away; a very similar paraenetic structure informs the post-
Theocritean Idyll 21, addressed to a Diophantos. Interpretations in
terms of the biographies of T. and Nikias have been influenced by
Propertius 1.20 (below, p. 264), where the Hylas story is an explicitly
admonitory tale for the benefit of the addressee Gallus; cf. also
Horace’s use of mythic narratives after extended ‘personal’ introduc-
tions (C. .11 (Lyde), 3.27 (Galatea)).

In comparison with the bucolic mimes, Idyll 13 stands closer in
technique {e.g. similes), metre and style to the mainstream of Hel-
lenistic hexameter poetry. In particular, the high probability that,
within the space of seventy-five lines, it twice rewrites the first two
books of the Argonautica gives it as good a claim as any Theocritean
poem to be ‘a little epic’ (cf. below, pp. 264~5, 16-24n.). In length
and scope, however, it is well short of what are traditionally
regarded as Hellenistic ‘epyllia’, poems such as Moschus® Europa and
the Megara, and — other than Idyll 11 — its nearest analogue in the
Theocritean corpus is 22.1~134 in which another Argonautic narra-
tive is preceded by an introductory hymn. Unlike, say, the Europa,
the Hylas narrative is not told “for its own sake’, but to exemplify a
gnomic truth, and though the hexameter associates it formally with
‘epic’, in structural terms it has clear affinities with sympotic elegy
and lyric. It is an excellent illustration of how Hellenistic poetry
creates analogues of archaic and classical forms, rather than simply
‘crossing the genres’. The two dominant influences on the narrative
style of Idyll 13, as on all Hellenistic narrative, are the relatively
short narrative units of the rhapsodic tradition and the lyric narra-
tive of, e.g., Pindar and Bacchylides. From lyric derives the rapidity

of T.s narrative, in which significant moments are juxtaposed,
s g R >

rather than mediated by transitional passages.

The dialect of Idyll 13, labelled ‘Doric’ in the MSS, seems to stand.

as close to the most ‘Homerising’ of the bucolics, such as Idyll 7, as
to the ‘epic’ Idyll 22. Epic touches there certainly are — &te (not
éxa), odérepos ete. — but in language, as well as structure, T. has
reshaped his Herakles to fit a broadly un-epic mould.

The story of Hylas’ abduction by nymphs may be understood as a
story of a young man’s transition from being the eromenos of an older
man to a new status as object of female desire (yn.}, but it is clearly
also an aetiology for a (real or believed) ritual practice of Mysia,
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cf. Strabo 12.4.3 ‘still to this day a festival is celebrated among the
Prusians; it is a mountain festival (dpaiPaoia), in which they march
in procession and call Hylas, as though making their expedition to the
forests (¢l T&s UAas) in quest of him’. This aetiology is important at
58—60, and more explicitly at Arg. 1.1348-57 and perhaps also in
Nicander (below, p. 264), to whom the Hylas narrative in Antoninus
Liberalis 26 may go back: ‘to this day the inhabitants of the region
sacrifice to Hylas beside the stream, and three times the priest calls
him by name and three times Echo answers him’ (Ant. Lib. 26.5).
The Mariandynoi, another local people, were famous as dirge-
singers, and one of their heroes, Bormos, is strikingly like Hylas:
‘they say that he was the son of an eminent rich man, and that in
beauty and youthful flower he far surpassed all others; when super-
intending work in his own fields, he went to get water for the work-
ers and disappeared. So the people of the countryside sought for
him to the strains of a dirge with repeated invocation, which they all
continue to use to this day’ (Athenaeus 14 620a). Athenaeus’ source
is Nymphis of Pontic Heraclea (FGrHist 432 ¥5b), 2 contemporary of
T. and Apollonius, and such local chronicles were widely exploited
by Hellenistic poets. Callimachus, Epigr. 22 (= HE 1211—14) concerns
a Cretan goatherd called Astakides who was ‘snatched by a nymph
from the mountain’ and became iepds (cf. 13.72), thus replacing
Daphnis as the subject of shepherds’ song. Whether or not this epi-
gram alludes to Idyll 1 (above, p. g n. 8), it shows how close are nar-
ratives of the Hylas type to the canonical bucolic myth; T.’s version
of Herakles and Hylas is indeed assimilated to the story of Daphnis,
as part of the bucolicisation of epic (¢f. 64~71n.).

The earliest writers associated with Hylas’ name are the cyclic
poet Kinaithon (Z 4rg. 1.1355~7¢) and the mythographer Hellanicus
(FGrHist 4 r1312) of the later fifth century; Callimachus® version of
Herakles’ encounter with Hylas’ father Theiodamas (frr. 245 =
26~7 Massimilla) and certain features of Apollonius’ version, partic-
ularly the réle of Polyphemos, suggest a rich tradition now lost to us
{cf. M. G. Palombi, SCO 35 (1985) 7:1-92, Hunter (1gg3a) 39).We
have, however, no good evidence for the association of Hylas with
the Argonautic expedition before the Hellenistic period; this may
just be chance, but it is suggestive that the rich scholia to Apolionius
give no indication of a rdle for Hylas in the otherwise influential



264 COMMENTARY: 13, INTRO.

treatments of the Argonautic myth in Antimachus of Colophon and
Herodorus of Heraclea (both late fifth to early fourth centuries).
Moreover, other explanations for Hylas’ disappearance were known
(cf. = Arg. 1.128g—91), and Hesiod recounted how Herakles was left
behind by the Argonauts when ke went to search for water on the
Magnesian coast (fr. 264 M-W), while Antikleides of Athens
(FGrHist 140 2, Pfourth century) told how (presumably on the Argo-
nautic expedition) Herakles” son, Hyllos, went to look for water and
did not return. The Hellenistic poetic version, therefore, looks like a
fusion of two ‘water’ tales — an Argonautic one, and a local Mysian
legend. Whether that fusion was in fact a creation of the Hellenistic
period we cannot say.

Beyond T. and Apollonius, the story of Hylas was treated by
Nicander in the Heterotoumena ("Metamorphoses’) and was at least
mentioned by Euphorion (frr. 74-6 Powell); Hylas puer is listed
among hackneyed poetic themes at Virg. Georg. 3.6. Nicander is
named as the source of the account in Antoninus Liberalis 26 of how
the nymphs metamorphosed Hylas into Echo, so that Herakles could
not find him (Ant. Lib. 26.4, cf. 58-6o0n.}; these citations in the MS
of Antoninus are, however, of very doubtful value. More interest-
ingly, X 4rg. 1.1207 (= Call. fr. 596, cf. g9n.) reproves Apolionius for
giving Hylas a kaAmis, because in Homer this was carried by a girl,
and adds: ‘it would have been better to use &ugpopeus, as Callimachus
did’. This does not prove that Callimachus somewhere mentioned
{or treated) Hylas’ disappearance, but it has some evidential force,
and the idea is not at all improbable. It has often been thought that
the narrative of Hylas in Propertius 1.20 {among whose sources is
Idyll 13) may go back to Callimachus, but there is no positive indica-
tion, unless the opening verses, which seem to echo Catullus 65.15~
18 introducing a translation from Callimachus, are a signal of Prop-
ertius’ debt to the Greek poet.

Herakles and Hylas are the subject of a major episode at the end
of the first book of Apollonius’ drgonautica (1.1172~1357). That there
is an intertextual relation between T. and Apollonius is obvious on
even the most cursory reading, and the question of priority has
dominated criticism, even when critics have acknowledged the possi-
bility of an elaborate process of mutual criticism and re-writing.
The question cannot be handled in isolation from that of Idyll 22, in
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which T. tells the story of Polydeukes’ boxing-match with Amykos, a
story which begins 47g. 2. This handling of two Argonautic — and
otherwise rather arcane - narratives which are contiguous in Apol-
lonius, and in such a way that the two Idylls must be read together
and indeed ‘follow’ each other to form a kind of narrative (cf.
Hunter (19962) 59—63), makes it more likely that T. knew, and wrote
for an audience who knew, some form of 4sg. 1 and 2, rather than
vice versa. This commentary assumes that, and the cumulative gain
for the understanding of Idyll 13 which accrues from such an
assumption will, it is hoped, carry its own persuasive force.

Title. "YAas in T1° and regularly in MSS, cf. 7, 3 4rg. 1.1234-9a.

Modern discussions. Barigazzi (1995); Campbell (1ggo); Di Marco
{19952); Effe (1992); Fuchs (1969); Griffiths (1996) 103—11; Gutzwiller
(xg81) 19-29; Kohnken (1965); Kéhnken (1996b); Mastronarde
(1968); ; Otis (1964) 398~405; Perrotta (1978) 187-~204; Pretagostini
(1984) 89—103; Rossi (1972); Segal (1981) 54~61; Serrao (1971) 113~50;
Stanzel (1995) 229—47; Van Erp Taalman Kip (1994); Wilamowitz
(1906) 74-9.

1-4 Two couplets marked by mannered paralielism; the second
emphasises mortal ignorance, a theme hinted at already in the
dilemma of Eros’ parentage in 2.

1-2 ‘Not for us alone, as we used to think, did {the god], which-
ever one it was who had this son, begét Eros.’ The antecedent of
vt is ‘suppressed’. oby &piv: the dative marks the person
affected by an action, whether for good or ill (K~G 1 417-20): which
it is in this case is one of the questions posed by the poem. Lines 1—2
leave open whether ‘we’ is “T. and Nikias’ or ‘all mortals’, and 3~4
refocus the expression to make clear that it is the latter; by the end
of the second couplet every reader will feel implicated in the asser-
tion. It may be true that ‘a man seriously in love is inclined to feel
that no one can ever before have been so afficted’ (Dover), but why
would anyone ever have thought that Eros was created either spe-
cially for them or even just for all mortals? Greek poetry and myth-
ology were full of stories of divine eros, both heterosexual and paed-
erastic, and no fopos was more familiar than Love’s control over
Zeus. The point may be that this topos does indeed usually focus on
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men and/or gods, rather than heroes (although they too were not,
of course, immune from eros), and it is Herakles’ heroic, rather than
divine, status which is emphasised, cf. 5-6, 72nn., Di Marco (19952)
122-4. ‘As we used to think' may be an intertextual signal, i.e.
‘before we read Argonautica v’; in his other ‘Argonautic’ poem T. also
marks his version as secondary (22.27, with Hunter (19962) 149 n. 32).
pévolg: a hint at a standard consolatory topic, ‘we’re not the only
ones ...", cf. Asclepiades, dnth. Pal. 12.50.1~4 (= HE 880-3) w1V’
Ackhnmiddn T Té& Saxpua Tabra; ti mw&oyes; | ol ot povov
yaherrhy Kimpis EAnioaro, | 008’ &l ool nolvet karedfifarto T6Ex
kal foUs | mikpds “Epws, Arg. 4.57-8. Whether Nikias needed con-
soling we do not know, but we certainly do not have to assume it.
zey’: here of the father’s rdle, as 1Tt makes clear. The parentage
of Eros was a notorious puzzle to which poets and mythographers
had given widely different solutions, cf. £ ad loc., Pl Symp. 178b,
Antagoras fr. 1 Powell, F. Lasserre, Lz figure &’ Eros dans la poésie
grecque (Lausanne 1946) 130—49. T. here ‘shares a (literary) joke’ with
Nikias, a fellow poet; in Idyll 11, by contrast, it is Nikias® practice of
medicine which influences the opening presentation of eros as a dis-
ease (cf. 1.1 .}, éyevro: this aorist of yiyvecba, both with and
without the augment, is widely used in post-Homeric poetry, <f. g,
14.27, 17.64, Bulloch on Call. 4. 5.59.

34 oby &uiv: the first spondee since the corresponding opening
of 1 emphasises the repetition, which Z 1~2b sees as imitative of the
enthusiasm of the lover. ‘You seem to me kaAds’ is a version of our
I love [or ‘fancy’] you’ (cf. 6.18—19n.); therefore, ‘a kAo seems to
me KaAds” amounts to ‘I love a kaAds boy’ (as Hylas indeed was, cf. 7).
There may be a quotation from Euripides’ Andromeda (fr. 136.1—4
Nauck) ot 8 & 0eddv TUpavve k&vBpdTewy “Epws, |  uf 5i8aoke
T& kaA& paivesBon KA, | fi Tols Epddow, dv oU Snuioupyos ef, |
uoxBolal pdyfous eiTuxds ouvekmovey, cf. M. Treu, PP 22 (196%)
81—g3, Di Marco (19952) 135—9. Quotation would suit the address of
poet to poet, and Herakles was the hero of pdy8o1. 5 & abprov:
usually feminine, but cf. 2.144 T éx8és, Palladas, dnth. Pal. 5.72.4 76
y&p atiplov oudevi 3fidov. If we knew what was going to happen, we
would try to stop ourselves from being affected by eros; not only are
we too weak to do this (cf. g0.31—2) — ‘bronze-hearted Herakles’ also
was to prove too weak — but eros also makes us forget ‘tomorrow’ once
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it has got hold of us, cf. 67. For a similar gnomic opening, which
compares all-knowing and organising Zeus with ‘short-sighted’ mor-
tals who feed on optimistic hopes, cf. Semonides fr. 1.1-5 West.

5-6 Herakles is ‘son of Amphitryon’ rather than of Zeus to
f:mp}}asise the similarity of his experiences to those of T. and Nikias;
in this poem it is Hylas who will gain immortality (cf. 1~2, 72nn.)’.
YeAneoxdpdiog: the heart is the seat of many different emotions and
virtues (for eros cf. g0.g etc.), including unbending courage and
endurance, cf. Archilochus’ good military leader who is ‘full of
heart’ (fr. 114.4 West). Someone whose heart was of bronze (cf. 1.
2.490, Hor. C. 1.3.9~10) or iron (LSJ s.v. o18fpeos 2) should not fail
before the challenge of gros; of. Pind. fr. 123.3~5 Maehler (someone
who did not melt at the sight of Theoxenos) &€ &8&uavros | A
o18&pou KexdAkeuTal pédaivay kapdiav, R. Kirstein, Hermes 125
(1997) 380-2. Tov Alv ‘the famous [Nemean] lion’, cf. 7, 16, K~G
1598, L3J s.v. & a 1. This accusative form (Pfeiffer on Call. fr. 807)
occurs elsewhere only at Il. 11.480, in a passage which is to become
Important later (58—6on.); the rare epicism makes the tonal shift of
fiparo mau8os the more striking. 7oy &ypiov: Herakles spent his
life among beasts ‘outside civilisation’, but through ers even he suc-
cumbed to beauty (3) and was civilised (8-g). J. Griffin (in E. M.
Craik (ed.), ‘Owls to Athens’. Essays ... Dover (Oxford 1990) 121) pro-
posed "Apyéov ‘Argive’, but cf. drg. 1.1243-4.

7 Herakles’ unsuccessful love for Hylas is ironically given a status
parallel to that of his triumph over the Nemean lion, cf. 66-n.; the
point is made explicitly in a late elegiac poem (P. Oxy. 3723) in which
Herakles love for Hylas is ‘one labour too far’. Cf. Ovid, Her. .56
quem numquam Tuno seriesque immensa laborum | fregerit, huic lolen imposuisse
augum. T ... "YAa suggests ‘the famous Hylas® (cf, previous note),
but one of the ironies is that Hylas was rather obscure {contrast the
Nemean lion) until Apollonius had brought him into prominence.
xopievrog: a standard adjective for both beloved boys (2.115, 12.20)
and women (3.6, 11.30, 14.8). Someone who seems lovely has (in the
lO,Ver’s eyes) been cherished by the Graces, cf. Ibycus, PMG 288.1
E\:Vp\)a?\E yAaukéwy Xapitwy 8&hos; in drg., the nymph sees Hylas
K&AAgl kai yAukepfilow épeuBduevov xapiTeoot (1.1230). Such erotic
charis was particularly associated with boys on the edge of manhood,
of. Jl. 24.347-8 (Hermes) koUpoor aioupvnriipt foikdds, | mpéyTov
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SmnvhT, ToU Tep Yapisotdtn APn; Hylas too is wpwdhpns
(Arg. 1.132), ready to become the object of female admiration, quo
calel tuuentus | nunc omnis et mox uirgines tepebunt (Hor. C. 1.4.19-20).
mhoxanida: Hylas, like the model ‘ephebe’ Apollo {drg. 2.707), had
not yet cut his youthful locks, which is a familar rite de passage for both
sexes in many cultures, cf. Euphorion, 4nth. Pal. 6.279 (= HE 1801—
4), Hor. Epod. 11.28. In Athens the xoupedTis fiuépa ‘hair-cutting
day’ (the third day of the Apatouria) marked the enrolment of young
men in the phratries. TAokais is more commonly used of (braided)
female hair, and this emphasises Hylas® status as an object of desire.
There is probably no reference to a specific lock kept long until
adulthood (cf. Ath. 11 494f, Eur. Ba. 494); nevertheless, opeiv is an
unexpected verb in this context, and there may be an eroticisation of
Apollonius’ introduction of Hylas as mpw8fiPns idv e gopels PUAa-
xos e Proio (1.152).

8-15 These lines form an expanded equivalent of Arg. 1.1210-11,
where it is stated that Herakles had taught Hylas to carry out his
duties in an orderly and careful fashion. Apollonius says nothing
explicit about Herakles’ ultimate plans for his squire, whereas T.
makes it clear that the hero aimed to educate Hylas in the tradi-
tional aristocratic mould. An analogy between the paederastic rela-
tionship and the parental one is not uncommon, cf. Theognis 1049~
50 ool 8 #yd oi& Te woudl warhp Umobnoouan abtos | Eobad, PL
Rep. 3 403b 47, Hunter (1996a) 170, and as 2 father teaches his dear
son’ may be understood as ‘the lover’s false conception of his rela-
tionship with the boy' (Gutzwiller (1981) 20); for the ‘displaced
fathering’ of Greek, especially ‘Dorian’, paederasty, cf. P. Cartledge,
PCPS 26 (1981) 17-36. The traditional picture is, however, here
complicated in three ways. The image of the hen and her chicks
suggests ‘mothering’ of a rather different kind (cf. 53-4). Secondly,
in some versions at least ~ and certainly in 4rg. ~ Herakles had killed
Hylas® real father {Theiodamas), so that ‘surrogate fathering” was
certainly necessary; Socrates of Argos (later than T., but of uncer-
tain date) in fact made Hylas a son of Herakles and eromenos of Poly-
phemos (FGrHist 310 F10, 15), and 8 may allude to such a version.’

Thirdly, Herakles’ treatment of some at least of his real children was
notoriously destructive; here the loss of Hylas will lead to madness:

(7:n.), rather than madness leading to the death of his children.
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The verses are a striking example of Theocritean structure: three
assertions ~ Herakles loved Hylas (6), he taught him everything (8),
he never left him (10a) ~ are each expanded, but in an ascending
sequence of complexity, with the final expansion (10b~15) itself com-
posed of an ascendingly complex set of three parallel units. (Valck-
enaer transposed 8-g after 13, but Herakles’ constant presence, no
less than his teaching, aims at the outcome hoped for in 14~15; Gow
suggested moving 14~15 after g, so that 16ff. (where see n.) are more
clearly marked as a specific instance of 10~13. With either change,
however, adTds (9) would stand very close to aliTéd1 (14).)

8 vidv: vida (K) as 2 dactyl is guaranteed once in Homer (/. 13.350)
and not uncommonly in Hellenistic poetry (drg. 2.803, 4.1493, Call.
h. 6.79, Epigr. 10.9). As disyllabic vlx was also available, it seems
unlikely that T. would have used the trisyllabic form in a weak posi-
tion, cf. 17.33.

9 dyadog wai &oiSiwog: as Theognis (237-54) wanted to make
Kyrnos, and cf. the fantasies of the lover at 12.10-11. Herakles
teaches not merely ‘physical courage and endurance’ (Dover) but
also the morality of good (i.e. well-born and powerful) men. T. pro-
vides a list of Herakles’ own teachers at 24.105-34, and 37~ge lists
Rhadamanthys, Amphitryon’s cowherds and Cheiron. &oidtuos (cf.
Bulloch on Call. A. g.121) suggests that Herakles’ intention was to
make Hylas the “subject of song’, as he himself was; Apollonius and
T. showed that, in this at least, Herakles was successful, though not
in the way he planned. &oi8ipos occurs only once in Homer, where
Helen tells Hector that Zeus brought evil upon Paris and herself so
that they ‘would be a subject of song for future men’ (Il 6.358);
Z(bT) notes that Homer thus ‘subtly glorifies his poem’, and the
present passage is similarly self-referential. éyevro: cf. 2n.

10 Xwpig 8 od8émor’ fgt cf. Call. 4. 5.59 (Athena and Chariklo)
Kkai ofmoka Ywpis éyevro. That poem is also about a young man
who comes to 2 spring for water; like Hylas, Teiresias finds a nymph
~ his mother - and becomes &oiSipos (121). A connection between
these two poems is not unlikely.

10b—13 These lines are an elaborate expansion of ‘never’, which
develops the Homeric division of the day: cf. I 21.111 fooeran §) fids
A BeiAn # péoov fuap kA, Call. fr. 260.55 (= Hecale fr. 74.14 Hollis)
Belshos &AN’ 1) vUE § EvBios §) Boet’ Ads. Post-Homeric scholarship
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explained that Ads denoted the morning, ‘midday’ covcred_ Fhe
whole middle section of the day (8poiTo here marks the transition
between periods, cf. Call. 4. 5.73 usoauBpwai ... Gpot) and Seidn
was the time from mid-afternoon until sunset; there was an analo-
gous threefold division of the night, cf. Biibler (1960) 49~50, M.
Schmidt, Die Erkldrungen zum Welthild Homers und zur Kultur der Hero-
enzeit in den bT-Scholien zur Ilias (Munich 1976) 1g8—202. Thc. grand,
ascending tricolon gives particular emphasis to the surprising and
homely picture of a hen and her chicks, which suggests the lengt_hy
time descriptions familiar from epic, particularly (and per‘haps sig-
nificantly) 47g., cf. Fantuzzi (1g88) 121-54. Just as the sign%ﬁcance of
time descriptions and similes can seep into the surrounding narra-
tive, so the roosting chickens prepare for the camp of the Argonauts

2-5).
s Tl’?)e text here is uncertain. Triple oU8¢ would have to mean ‘not
gven’, suggesting that these were three times when we might have
expected Herakles and Hylas to be apart; triple oUTe thus seems
much more probable, cf. Denniston 193. The transmission points to
&k’ ... dvaTpéynt in 11 and 6ToK’ in 12, and there is no case for
introducing &varpéyxol by emendation (cf. K~G 11 549~50). A

x1 Aevsunrog: cf. Bacchyl. fr. 2oc.22 Sn—~M; the new day 1s Aeu-
koTwAos at Aesch. Pers. 386 and Soph. 4j. 673, and at Od. 23.241~6
the horses of Dawn are Adpmos (‘Shiner’) and ®aébwv (‘Blazer’).

At 2.147-8 a similar periphrasis marks the gap between the epic.

world and the domestic tragedy which Simaitha relates; here the
juxtaposition of 11 and 1213 has generic implications: what sort of
‘epic’ narration is this going to be?

12 dpréAexot ‘young chickens’, cf. 7.132n., Fraenkel on Aesch.
Ag. 54. ‘ ) .

13 aibardevr ... metedpwt ‘smoke-blackened roost’, a typically
Theocritean mixture of poetic adjective (Livrea on 47g. 4.597) and
prosaic noun; the roost was presumably placed high on the wall or in
the rafters. .

14—15 memovapévog ‘fashioned’, ‘trained’, a prosaic worf:i appro-
priate to the hero of wévor; cf. P. Cair. Zem. 59378.16 Ofwva ...
mreTwovnuévoy UTTS pov. memAcouévov at 7.44 is closely analogous.
adrir 8 b éAxwy has so far resisted interpretation and emenda-
tion; to the commentators add White (1979) 80, and U. Hubner, Phil.
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136 (1992) 313, who proposed aitov 5’ ¢l EAkwv in the sense ‘exert-
ing himself [physically]’, cf. Pl Parm. 135d3, Euthyphro 1226 cuvTsi-
vew éautov. I offer interpretations for alrédt, adréd and aUTd, and
suggest a metaphor from ploughing. If it is corrupt, ¢t may have
arisen under the influence of af7ét in 14. anmoBaly ‘turn out’,
‘come into the state of’, cf. Pl. Rep. 4. 425¢ 4-5 (on the education of
young men) Kai TeEAeuTY 81 ofpon ¢aipev &v els v T Téheov kod
veavikov droPaively aUTé 4 kal TolvavTiov, Symp. 192a6.

16-24 These lines take the Argonautic expedition all the way to
the Phasis, i.e. they offer one Theocritean sentence to match the
whole of drg. 1-2. The remainder of the poem offers a slightly more
leisurely version of A7g. 1, but also brings us at the end to the Phasis,
Le. it elides the whole of Arg. 2 (a ‘gap’ partly made up by Idyll 22).
In view of this structure, the similarity of 16 to Arg. 1.4, xpUoeiov
peTa KOs UGuyov fAaoav Apyd, is unlikely to be coincidence; T.
thus marks the beginning of the ‘epic’ narrative.

16-18 42X’ marks a transition to a new stage of narrative and
need not convey any sense of contrast, cf. 22.103, 141, Denniston 22.
The Argonautic expedition is a particular instance of the general
proposition that Herakles and Hylas were never apart. For a differ-
ent interpretation cf. Rossi (1g72).

16 6 ypioetov: cf. 6n.

1617 Tacwv | Aloovidag: the combination of name and patro-
nymic is not merely a marker of the heroic age, but perhaps also a
humorous allusion to Arg. by means of a phrase which Apollonius
never actually uses: in 47g. Jason is always ‘Jason’ or ‘son of Aison’,
never both.

18 mpodeheypévol v Sdehag Tt ‘the chosen ones, who had any-
thing useful to offer’, a further combination of the poetic (in fact 2
Homeric hapax, Il. 13.68g) and the prosaic, cf. P Apol. 28by &vdpa
dtou T Kad oukpdv S¢eAads tomiv, Ar. Ecoel 53. The Apollonian
equivalent reveals the ‘poetic’ way to say this: Arg. 3.347-8 Taw-
axaiidos ef T1 ¢pépioTov | fipddewv. In one verse T. ‘covers’ (and dis-
misses) the whole Apollonian catalogue, cf. Ecl 4.34—5 alter erit tum
Tiphys et altera quae uehat Argo | delectos heroas.

19 tahaepyds: in earlier epic only of mules, so used of Herakles
with a certain humour. Gdvedv TwAxdv: the Thessalian city
from which the expedition set sail; on the various forms of the name
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cf. M. L. West, Glotta 41 (1963) 27882, Braswell on Pind. Pyth. 4.77
(b). It is usually feminine, and is presumably so here, as &¢Y5tég is
regularly of two terminations. In Homer Iolkos is éuxﬂusv'n (L
2.712), and the legendary eponym of the people of lolkos, Mmyz.xs,
possessed great wealth (Pausanias ¢.36.4~5); cf. the wealth of Pelias
at Pind. Pyth. 4.150.

20 The rare form ssdds (cf. 7.133, 26.36 KaBusfan woAAAls ue-
peAnuévan fpwivais) gives weight to Herakles” appropriately heroic
ancestry. MiSedci80g: Alkmene’s father Elektryon is treated as
king of Midea in the Argolid, cf. 24.1~-2, Pind. O/. 7.29, Pausanias
2.25.9. The learned allusion evokes 2 distant past of heroic legend.

21 xaTéBatvev: probably ‘went down [from the city] to the ship
[lying in harbour]’, rather than ‘embarked’ (Campbell on Quint.
Smyrn. 12.269) or just ‘arrived at’; the progression from Iolkos (19) to
the ship argues for the first interpretation. The harbour of ‘Paga‘sal
lay some twenty stades from Iolkos (Strabo 9.5.15), and Apollonius
describes Jason’s passage to the harbour (1.306-19); Pindar, how-
ever, draws no explicit distinction between city and port in a verse
which was not far from T.’s mind, Pyth. 4.188 &5 8 ’laoAkdv Emel
KaTéfa vauTay &wtos KTA. Arg. 1.131 may well be the starting-point
here, ow xai ol “YAas «xiev ‘Hylas accompanied Herakles'.
ebeSpov: a variation of the Homeric sUosAuos and the less mannered
Eguyov of drg. 1.4.

22 In Asg. the Clashing Rocks, which were believed to guard the
entrance to the Black Sea, break the stern-post of the Argo (2.601),
but everything is easy for T.’s heroes. Pindar calls them ouvdpbuor
mrétoa (Pyth. 4.208-9); they are often Kudveat or Zupmhnyddes or
these two names are combined (Eur. Med. 2), though not by Apollo-
nius, for whom the Rocks are Kudvsan or [MAny&Ses; ZuvBpopddes
should be understood as a variation upon these names, and 22.27
wéTpas els fv Euviovoas itself varies the present line. ‘

23-4 There are three principal problems in these much discussed
lines. (i) ‘But {the Arga] shot through and clear of the Rocks and ran
into deep Phasis’ omits the journey along the southern coast of the
Black Sea; Griffiths’s TTévTov for O&oy (cf. Arg. 2.579) would remove
this apparent oddity, and Padls more obviously suits the Black Sea
than the Phasis (s0pU pécwv at Arg. 2.1261). In Pindar too, however,
we move directly from the Rocks to the Phasis (Pyth. 4.207-13), even
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if not quite so abruptly, and cf. 16-24n., Hunter (1995) 15~18. (i)
aldeTds ds pEya AaiTpa ‘as an eagle [soars] over a vast expanse’ most
naturally refers to the Pontic voyage rather than to the passage
between the Rocks; BaBlv & sioéSpapne ®dotv will therefore, if
sound, not be parenthetic, but will denote the successful conclusion
of the voyage, which is compressed into the first half of 24. The
Rocks are here represented as the only serious obstacle to the out-
ward voyage, and this is in keeping with T.’s conception of the
heroic ease of the trip, cf. M. Campbell, Maiz 26 (1974) 331. Gow’s
view that péya Axirua is in apposition to Padlv ®&owv is uncon-
vincing. In Azg. the safe passage of the Argo is preceded by the safe
passage of a dove; Philip Hardie points out that T. finds another use
for that dove in the MTeAai&des, ‘Doves’, of 25, (i11) &¢° o TédTe is very
curious Greek (cf. Griffiths (19g6) 108), though hiatus at the weak
caesura is well attested (22.116, 191, 24.72). Line 24 was deleted by
Meineke, and it is easy to see a reason for interpolation: that the
successful passage of the Azgo put an end to the Rocks’ movement
had to be mentioned, as in the corresponding passages of Pindar
(Pyth. g.210~11) and Apollonius (4rg. 2.600~6). For further discussion
cf. Wilamowitz (1906} 178-9, Rengakos (1994) 107. Siebcnger T.
nowhere else uses &iooev or its compounds, but the verb is very
common in Azg. (over go instances of the simple verb alone); it is
tempting to see here an imitation of an Apollonian verbal manner-
ism, cf. Arg. r.1157 (the drge) 518§ &nds &iooouoavy, 2.561 (the dove
released ‘to dart’ through the Rocks).

25~8 T. uses the epic &uos ... T&wos also in 24.11~183, and Apol-
lonius introduces the Hylas cpisode in this way (drg. 1.1172-8).
Whereas, however, Apollonius marks the time of day at which the
Argonauts reached Mysia, T. marks the time of year when the
expedition began, cf. Hes. WD 414~22, 67981 (spring sailing),
Gutzwiller (1981) 23. The Hesiodic Savour of both form and sub-
stance mark this as a very different kind of ‘epic narrative’,

The Pleiades (23-4n.) are ‘the stars by which men determine the
order of their lives’ (Ath. 11 48ge); when, after their winter dis-
appearance, they become visible again before sunrise (late April /
carly May), this marks the transition from spring to summer and
hence the best time to resume sailing, cf. Hippocr. De reg, 3.68, West
on Hes. WD 383~4. T.’s Argonauts can choose the most propitious
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time: they are apparently under no pressure from Pelias (who 1s not
even mentioned in the poem). J. K. Newman, The classical epic tradi-
tion (Wisconsin 1986) 9o, calculates that Apolilonius’ Argonauts, on
the other hand, were forced to set out in the auturmn.

25 &oyavial: marginal land away from the farmhouses; the new
lambs are already old enough to run free with the flocks.

26 Terpappévou ‘turned [to summer}’.

27-8 Belog &wrog | Mpdwv ‘godlike and foremost heroes),
of, Pind. Pyith. 4.188 (21n. above), 4rg. 2.1091 qvBpdv fpcdwy Belov
atéhov, Perrotta (1978) 312—13. &wTos ‘prime [of |°, ‘perfection [of}
is a high poeticism appropriate to the theme; it is a favourite word
of Pindar, <f, R. A. Raman, Glotiz 53 (1975) 195—207, M. 8. Silk, CQ
33 (1983) 316-17. ‘Godlike’ is no empty praise: many of'the Argo-
nauts (though not Jason) were ‘sons and grandsons of xmmortal:s’
(drg. 3.366). xoiAav ... Apyw: the epithet adds a further epic
touch. Apollonius has koiAn vals of the Arg (1.1328), but never
KoiAn Apy: here, then, is a further non-Apollonian ‘epicism’ (cf.
16—18n.).

29 The Argonauts sail (presumably non-stop) in a north-easterly
direction; hence the importance of the South Wind (cf. Pind. Pyth.
4.208, Arg. 1.926). T.’s narrative is even swifter than Pindar’s, for the
latter’s Argonauts (like Apollonius’) must first row away from Paga.sai
(Pyth. 4.202). Apolloniug’ Argonauts reach Mysia after seven sailing
days (not counting the activities on land along the way).

go—1 Kios (modern Gemlik) was a Milesian settlement on the
southern coast of the Propontis (Sea of Marmara), cf. RE x1 486-7.
Kios was originaily the name of a river, and the city was said to have
been founded by the Argonaut Polyphemos (drg. 1.1321-3, 1345-7);
g1 is therefore an ‘anachronistic’ forward reference, as both. t‘he_
present tense and the reference to the principally autumnal activity
of ploughing suggest (cf. Hes. WD 384, 448-51) — the Argonatuts
arrive in the early summer. Whereas the arrival of Apollonius’
Argonauts is marked by a time-description which emphasises what
hard work ploughing is (47g. 1.1172-8), in T.’s Mysia even the cattle
seem to find it easy: TpiPovtes perhaps picks up Apollonius’ wep1-
TpiPsas ... X€ipas (r.1r75) to make this point. abAaxag €d-
pbvoevtt ‘cut broad furrows’, cf. Arat. Phaen. 253 Txvia pnxUver ‘he
takes long steps’. Strictly speaking it is not the cattle who ‘wear away
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the ploughshares’, but the earth itself, cf. Georg. 1.45-6 depresso incipiat
am tum miki taurus aratro | ingemere ef sulco aftritus splendescere uomer.

32-3 A very similar scene is described in 22.30~3, cf. Hunter
(1996a) 60~-1. Homer too has ‘landing scenes’, cf. Od. 15.495-502, 1.
1.432—9, Arend (1933) 79-81, Serrao (1971) 1229, but T. dwells at
greater length than Homer upon the ‘bucolic’ preparations. The
corresponding scene at Arg. 1.1179~86 is particularly close, and these
passages have been central to the debate about priority, of. H.
Triinkle, Hermes 91 (1963) 503~5, Kéhnken (1965) 349, Serrao (1971)
129-34. Lines g2—3 scem to suggest that the Argonauts intend to
spend the night at Kios, as in Arg., of. 6gn. enPavreg urh.: the
same half-line begins 22.32; this can hardly be a coincidence.
xet& Luyé ‘in pairs’, a prosaic expression pointedly juxtaposed to
the Homeric 8aita mévovro (Od. 2.322, cf. V. J. Matthews, LCM 1o
(1985) 68-9) and wittily placed after a description of ploughing (and
hence ‘yoked’) bulls. An alternative interpretation, ‘by rowing-
benches’, has obvious attractions, but it makes 38 (which Griffiths
(1996) 1089 deletes) curiously superfluous. In Arg. Herakles rows
with Ankaios (1.396~400) and in Val. Flacc. with Telamon (1.353—4).
nohRot 8¢ piav: the quintessential Argonautic virtues of co-operation
and solidarity are here on view, ¢f. K. J. McKay in Studi d; filologia
elassica in onore di Giusto Monaco (Palermo 1991) 377~85.

345 Text and interpretation are disputed. Gow construes péy’
Svetap with o1y, ‘a great benefit for them because of the bedding it
offered’, but the traditional punctuation after &xeito, ‘a great benefit
for their beds’ is a striking and convincing variation on a Homeric
pattern. &erro itself is not impossible, but the expected verb is Tap&-
elpal, and either Asipdov y&p wapékerto (Hunter) or Astucdov nép
o Exerto (A, Griffiths, CQ 22 (1972) 108-9) seems possible. With
the former, o¢w will have intruded after the loss (presumably by
haplography) of y&p or map, or because uéy’ dveiap was thought to
require a personal dative; with the latter, we will have a brief exam-
ple of the familiar est in conspectu type (Austin on Aen. 2.21), and &vBev
will bear its normal meaning of ‘from there’; elsewhere T. always
uses 68ev for ‘whence’. BouTop.ov 650 ‘sharp sedge’, cf. Lembach
(1970) 42—4. Both 68U and érduovro emphasise the etymology of the
‘cattle-cut’ {or perhaps ‘catte-cutting’) plant. Badbv: possibly
‘thick’ (cf. 4.51) rather than ‘tall’.
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36 “Yaag 6 EavBéc: the article suggests familiarity with ‘the fair-
haired one’, cf. 6n. Fair or sandy hair is conventional in literature
for young men and women, though by no means restricted to them,
cf. Lat. flauus. Hylas® closest Olympian model, Ganymede, was Eavbds
when Zeus carried him off ‘because of his beauty’ (k. Aphr. 202-3).
tmidbpmiov: first here and in Lycophron {Alex. 609, 661); Apolionius
(1.1208~g) repeats the Homeric ToTi8bpmiov (twice in the Cyclops
episode, Od. 9.234, 249). In A4rg. the linguistic Homerism points to
the ‘Cyclopic’ nature of Herakles and the presence of a ‘Polyphemos’
(ef,, e.g., J. J. Clauss, The best of the Argonauts (Berkeley 1993) 186-9);
T. too is not unaware of this literary model cf, 58-6on.

37 Spondaic rhythm marks the unyielding arete of Herakles and
‘unbending Telamon’. Telamon, Ajax’s father and Achilles’ uncle, is
a constant companion of Herakles in mythology, and in A7g. it is he
who tries to turn the 47go around when the crew discovers that they
have left Herakles behind (1.1289~1344). Like &oreughs (Livrea on
Arg. 4.1375), the epithets associated with him stress martial strength:
kpareads (Pind. Nem. 4.25), Buppehing (drg. 1.1043), &pnigihos (drg.

3.1174).
38 piav &udew: the juxtaposition emphasises their constant
togetherness, cf. 33n. above. Saivuvte Tpdmetav: T. has used

Bods immediately above, and he varies a standard epicism with what
seems to be another combination of the prosaic (cf. L8] s.v. Tpdmela

"1 2, Lampe s.v. B) and the poetic: SaivuoBen is an epic verb found
only here in T.

39 Cf. Arg. 11207 1é6¢pax & “YAas YoAként ouv kGATBL KTA,,
11221 alya 8 &ye xphvny petexiabey kTA. Both the ‘parenthesis’ of
39 and the speed with which T.’s Hylas finds a suitable pool, within
the same verse in which he sets out, contrasts with Apollonius’ epic
technique of digression by which Hylas’ setting out is separated from
his arrival by ten verses relating how he came to be Herakles® squire;
Apollonius himself explicitly calls attention to the digression (1.1220),
and so Tdya here refers both to Hylas’ quick success and to the rela-
tive speed of the narrative. yé&Aueov: the heroic—epic world
remained in the memory of Greek poets a ‘bronze world’, i.e. one
before the introduction of iron-working, cf. West on Hes. WD 150.
In Arg. this detail becomes functional in the noise which the bucket
makes as Hylas dips it into the water (r.1235-6). &yyos: 2 Arg.
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1.1207 notes that it was &mpemés for Apollonius to give Hylas 2
k&ATts, which was something which women carried (cf. 5.127, Od.
7-20). Although classical practice is not so clear-cut (Gow on line 46,
Pfeiffer on Call. fr. 596), T. may have wished to score a stylistic
point here and in 46 (kpwoodv). Whereas &yyos is non-specific and
per'haps more prosaic than k&Amis, xpwoods is largely poetic; T.'s
variety is in contrast to Apollonius’ epic sameness (1.1207, 1234).

40-2 Where Apollonius resisted the temptation for a description
of this locus amoenus (1.1222—3), though he knows the name of the
spring (!, T.’s poetic concerns are very different. The learned, bota-
nical catalogue is highly evocative of the pool’s mysterioq_s_;c_lg‘nvgggg,
cf. Lembach (1g70) go~s5, Elliger (1975) 354-5, S. Amigues, REG 109
(1996) 474-86. The lushness which covers two verbless lines is fur-
ther marked by the absence of third-foot caesura in 41, as the plants
grow over the normal divisions of the hexameter; for such a rhythm
cf. 22.72, Fantuzzi (1995a) 230. Hylas cannot (presumably) see these
plants in the darkness, but we here listen to a description by the
poet, not an account of what “Hylas® sees; whereas in 22.34~43 the
Dioscuri go sight-seeing in the sunshine (cf. 44), here Hylas wanders
into darkness.

The association of lush vegetation (xAwpdv, 8&Ahovra) with
female ‘otherness” and sexuality has a long history. Particularly im-
portant is the flourishing of nature around Calypso’s cave (Od. 5.68—
74); Calypso, ‘the hider’, was a nymph who wished to hide Odysseus
away and make him her immortal husband (Od. 7.255~7) ~ a close
parallel to Hylas’ fate. Relevant too is the flowery locus amoenus
from which Persephone was carried off by Hades (k. Dem. 6-18, cf.
Qutzwilier (1981) 25~7, Hunter (19932) 40. On T.’s use of the myste-
rious power of water cf. Segal (1981) 47-65.

40 Huévwr ‘low-lying’, with an implication of ‘sheltered’, ‘hidden
away’.

41 xehdoviov: perhaps ‘lesser celandine’, which grows in wet-
lands (Dioscorides 2.181, Lembach (1g70) g3). &8iavtov ‘maiden-
hair fern’, Adiantum capillus-veneris L., another plant of wet areas
(Thphr. HP 7.14.1); the name “Unwetted’ was explained by the fact
that moisture does not remain on the surface of the plant.

42 Bddrovra oéhva: cf. g.21-3n, Hor. C. 1.36.16 wiuax apium.
There is probably an echo of Od. 5.72-3 (Calypso’s cave) Gugt Bt
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Astudoves uohakol fou 48 oehivou | Onheov. ei)\f'revhg é’wp.wc'!ng
‘creeping dog’s-tooth’, Cynodon dactylon Pers. % as§oc1ate the adjective
with eirsiv, but it does not occur elsewhere, cf. Lindsell (1937) 80.

424 These lines are the only example among the poems gen-
erally regarded as genuine - 25.29~31 being the only thcr instance
in the corpus — of three successive spondeiazo'nies; Gow lists 13 exam-
ples in all Greek hexameter poetry. Line 44 is a very rare and heavy
verse (dssds). This mannered use of metre (continued into the spon-
daic opening of 45) marks the mystery and challenge of the locus
amoenus. ' -

43 opov &ptilovro: a variation of, an,d allusion to, Apollonius
less striking &pT1 | vungeov foTavTo xopot (1.1222-3). .

44 dxoipnror: unlike Argonauts or Homer’s Olympians, nymphs

never sleep; they are a constant danger. Sewval feai &ypotd?'rm:;: ‘
the nymphs resemble Calypso (Od. 7.246, 255) or Circe, ewh 8eos

aldfisooa (Od. 10.136). £ refer to the condition of nympholepsy, ‘b.ut
the experience of ‘nympholepts’ is usually a heightened sensibility
and religious awareness, cf. W. R. Connor3 CA 7 (1988) 155-89; a
Hylas or an Astakides (above, p. 263), who disappear completely, are
a different category of those ‘taken by’ nymphs. ‘

45 A line consisting of three names or nouns, only the third of
which is qualified, is a regular pattern, cf. 4-25, ?.68, 26.1, I:Ics.
Theog. 9o2 (the Hours) EGvouiny Te Aixnv.-rs ki Etgqvnv TeBoAuTay,
909, Od. 2.120, Ovid, Met. 12.460 etc. It is not unlikely Fhat T. had
some source for these three names; this piece of learntng may be
intended to cap Apollonius’ single, nameless nymph. Eun}kc is the
name of a Nereid at Hes. Theog. 246 and of the haughty city girl of
Idyll 20; Malis, ‘apple-tree’ (8.79), is appropriate to the lushness of
the locus and to the presentation of the nymphs (cf. 4713'.), and
Nycheia, ‘night lady’, is the name of a spring nyn:aph ‘alsc: in Anth.
Pal. §.684. Zap O Gpbwoa ‘whose look is springtime’, cf Ar.
Wasps 455 Premdvtav képdaue, K-G 1309. T he eye is trad'it,xonaliy
the site of dangerous bewitchment; the beauty of Nycheia’s gaze
conceals the dark powers indicated by her name. . ‘

46 The purely dactylic verse, coming after a heavily spondaic

passage, marks the speed with which things now happen.. firot
marks a transition to a new stage of the narrative, cf. Denmstcin 5545
it occurs only in ‘epicising’ poems (Idylls 13, 22, 24, 25). Emeiye

COMMENTARY: 13.47-49 279

wotdt ‘held out [the bucket] to the stream’. rohuyaviéa: a
touch of epicising grandeur, which is lightly ironic in view of Hera-
kles’ capacity for food and drink, cf. 58~6on. %xpweoodv: cf. 3gn.

47 The nymphs ‘grow upon his hand’; the phrase is a familiar
epicism (L8] s.v. &u¢Uw 11 2), but here T. gives a literal weight to the
verb. Was Hylas really carried off by nymphs, or does his corpse lie
concealed in the vegetation? Are these nymphs divine spirits or
‘natural phenomena’? T. evokes ‘rationalising’ interpretations of the
story, such as that of the otherwise unknown Onasos in which Hylas
simply drowned (FGrHist 41); vOu¢n is a familiar metonymy for
‘water’. Relevant is an etymological play between “YAas and UAn, of,
Prop. 1.20.6~7 where Hylae and siluae occur at the end of successive
lines, Strabo 12.4.3, Orph. Arg. 643~5. :

48 The emphatic anaphora of Tao&ewv is of a kind familiar in T.,
but also corrects Apollonius’ single nymph. In most accounts Hylas
is indeed taken by a plurality of nymphs; even the account in Apol-
lodorus, which otherwise seems to follow Apollonius, has the plural
(1.9.19). A single nymph is found in Val. Flacc. and Petronius, Sar.
83.3 (where there is an obvious contextual motive). €pwg rh.:
cf. Archilochus fr. 191.3 West (Epws) kAdypas &k ornfécov &maids
ppévas. In view of 1—2 it is tempting to print “Epews here, cf, 2.133~8;
at the beginning of the poem, however, there is an explicit concern
with the god’s lineage. eepéPnoev: of. 2.137 (Fpws) vipav
épopnos, Moschus, Europa 89—go {the Zeus-bull) ok £p6PNoE oy~
8sis | rapbevikds, waonior 8 Epws kTA. (presumably an echo of T).
T.’s verse is a variation on /i 14.294 (Zeus and Hera) cbs 8 13ev, s
mv Epoos mukivds ppévas dugexdAupey, of. 2.82, 3.40~2n.; the
Homeric verb has in fact replaced £§:ppnosv in most MSS of Idyll
13. &§epoPnioey is less usual than Apollonius® émroinoey (r.1232, cf.
Serrao (1971) 140-3), as &vemroinoav at Eurepa 23 in turn varies
Apollonius’ épdPnoav (3.636). Those affected by eros feel a kind of
terror at the loss of control over their emotions, ‘Eros is regarded as
a victor over sanity, like panic Phobos in battle’ (Dover); cf. further
550

49 Apyeiwt émi wondi ‘[with desire] for the Argive boy’ cf, 2.40,
10.31, Hunter and Campbell on 4rg. 3.28. The epithet is difficult; in
early epic it means litle more than ‘Greek’, but this is hardly
enough for T. That Amphitryon and Alkmena were both Argives {cf.
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24.104) or that there were settlements of Dryopes from Hylas’ home-
land in the Argolid {Arist. fr. 482 Rose, Call. fr. 25 = 27 Massimilla)
are unsatisfactory explanations, and it seems unlikely that T. here
alludes to an otherwise unknown genealogy for Hylas; Campbell
{1990) 114 suggests a link with Alcaeus fr. 283.3-4 Voigt K’ ANdvas gy
oThBsa drrt[écioe | Buov Apysias, Tpoiwt 8 &’ &v[Bp1 | Exud-
veioa. In view of uéhav UBwp, the star image which follows, and the
earlier suggestions of Hylas’ feminine beauty, &pyeiwt ‘gleaming
white® deserves consideration (M. G. Bonanno, L'allusione necessaria
(Rome 1990) 2086}, cf. Prop. 1.20.48 cutus ut accensae Dryades candore
puelloe, Petr. Sat. 83.8 candidus Hylas, but the existence of the form
depends upon two very uncertain glosses in Hesychius (a 7017,
7019). wéhay: cf. Il 16.3 xpAvn peAdvupos. Black is here not
just the colour of death, for no light reaches this secluded woodland,
cf. M. F. Ferrini, Rudiae 7 (1995) 21329.

50—1 Hylas’ fall is compared to a shooting star: the descent is de-
scribed in rapid dactyls which fall into the spondaic wévTwi, We are
perhaps to visualise Hylas® long fair hair streaming behind him like
‘the tail’ of such a star or a kopnTns (‘hairy one’), cf. Gampbell
(1ggo) 114-15. Ji. 22.318, which compares the gleam of Achilles’
spear to Eomepos, 65 k&AMoTos fv olpavdl ioTaral doThp, is
immediately preceded by a reference to the ‘beautiful golden hair’
on the crest of his helmet. Hylas' disappearance also suggests the
death of a hero in battle, cf. Il 13.38g fipime & &5 &1 TIs Spls
fpimev § &yepwis, but the verbal evocation points to difference
rather than similarity. &8pbog ‘in a heap’, ‘with a whoosh’. The
enjambment marks the speed and suddenness of the descent; Virgil
imitated this effect in describing the fall of Palinurus, den. 5.859—60
liquidas prodecit in undas | praecipitem ac socios nequiquam saepe uocantem, cf.
Hunter (19932) 183~4. Hermev: the simplex verb picks up a pre-
viously used compound, as very commonly, cf. R. Renchan, Greek
textual criticism: a reader (Cambridge, Mass. 1969) 77-85. For the regu-
lar use of the aorist in similes cf. 63, Goodwin §§158, 547-8.
vadrag: perhaps ‘steersman’, rather than just ‘sailor’, cf. Ovid, Met.
13.419 tubet uti nauita uentis (with Bémer’s note). There is a variation
of the device of early epic in which the comments of one (715) of a
crowd are reported (I J. F. de Jong, Eranos 85 (1987) 69-84).

52 This line is the only direct speech in the whole narrative told to
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Nikias, if we discount the cry of 58. Shooting stars portended winds

and many such stars together were a sign of impending storm, cf. Z’

Il 4959, [Thphr.] fr. 6.1.13 Wimmer, Arat. Phaen. 926—9, Senecca,

QN t.1.12, Here mAsuoTivds oUpos ‘a favourable breeze for sailing®

and the subsequent departure of the Argonauts suggest that the

omen is a good one (but cf. next note); there is, therefore, point in
the simile of a single shooting star. woudiétep’s to prepare for
bad weather sailors would lessen the strain on the sail by easing the

ropes somewhat (perhaps the sense of koUpx at Arat. Phaen. 421).
This may be the point here (cf. Kohnken (1996b) 444), and Hylas’
disappearance threatens to delay any sailing. ‘A sailing breeze’
w?uid, however, be welcome to sailors on a moored or becalmed
ship, as in Apollonius’ Hylas narrative (47g. 1.1273~5), and if the
prceze is a signal for sailing, ‘lighter’ must mean ‘ready’ (so ), and
is perhaps a colloquial nautical term (‘ship-shape’). The reason for
the Argonauts’ sudden departure is thus suggested through the simile
and such a technique would be an example of Hellenistic cxperij
mentation with the boundary between simile and narrative, cf. 6gn.,
H. Bernsdorff, RAM 137 (1994) 66-72, Hunter (1993a) 129—38.
naideg ‘la§s’, <f. 10.52, Ar. Rnights 419, Virg. Ecl. 1.45 pascite ut ante
boues, pueri; summittite tauros. The colloquialism is a good instance of
‘}“,’s distfmce‘from Homer, cf. 0d. 15.218 (Telemachos to his crew)
dykooueits T& Teuys’, Eradpot, vil uehadunt TA.

53—4 Herakles’ ‘mothering’ is now replaced by that of the
nymphs: kolpov suggests ‘son’ as well as *boy’, cf. Ji. 21.506 (Artemis
and Zeus) Bakpudsooa BF warpds Epéleto yolvaoi wolpn.
Gyavoiot mwapedUyovr’ Eméesoiv ‘sought to calm him with soft
words’. The verb (Hopkinson on Call. 4. 6.45) evokes the coolness
(pUxos) of ‘death’ in the chill waters of the dark pool, cf. Segal
{1981) 55.

55 A remarkable line in which the grand patronymic and par-
ticiple is set in counterpoint to the closing wepi mwaudi. T.’s rapid
narrative does not stop to explain that Herakles’ anxiety arose from
Hylas® prolonged absence; in 47g. Polyphemos acts as the bringer of
bad news to the hero. Herakles’ distress and subsequent wandering
{66) evoke Demeter’s frenzy at the news of Persephone’s fate (cf. h.
Dem. 77 &xvupévny mrepl oudi TavvoUpe), as Hylas’ disappear-
ance evokes the rape of Persephone, cf. 4o~2n. TUPUGOOUEVOGE
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eros brings ‘disturbance’, cf. 7.126 (a rejection of eros) &upw 8 &ou-
xia e uéhot, Campbell on Arg. 3.276. Herakles and the nymphs are
suffering from the same invasive ‘fear’ (note 49 &mi woadi ~ 55 Trepi
roudi).

56-7 Herakles arms himself for another ‘labour’, cf. yn.; this is
just as well, in fact, because otherwise the famous weapons would
have been left behind on the Mysian shore. Herakles’ bow, ‘finely
curved in the manner of Lake Maiotis [the Sea of Azov] is of the
‘Scythian’ type in which two curves are linked by a straight waist
where the bow is held (in the left hand). These verses are illustrated
by many depictions of Herakles, cf. LIMC v 2 s.v. Herakles 15, 17,
39-40 etc. Exbvdave: literally ‘had room for’, ‘was able to con-
tain’, as at JI. 11.462, which was in T.’s mind here {§8-6on.): this is
not merely 2 synonym for ‘carried’, but suggests the size of Herakles’
club, called xsipomAnfhs at 25.63. The Cyclops, who is one of the
models for Herakles here (58—6on.), also had a uéyx pbrraiov,
which resembled the mast of a ship (0d. 9.319—24). Both that passage
and its imitation at Arg. 1.1190—120%, in which Herakles uproots a
tree for his new oar like a storm upsetting a ship’s mast, hover over
T.s narrative here. In Arg. Herakles is carrying both his club and the
tree when he hears the bad news from Polyphemos.

58~60 These lines provide an aetiology for the thrice-repeated
ritual cry of the Mysians in search of Hylas (Ant. Lib. 26.5, above,
p. 263), and evoke a version attested by Antoninus {and Nicander?),
in which Hylas was metamorphosed into Echo; it is typical of the
Hellenistic manner to allude to more than one version of a myth (cf.
47n.). Although the ‘thin voice’ which answers Herakles presumably
calls out ‘Herakles’ rather than ‘Hylas’, the experience of deceptive
distance suggests the familiar echo effect. Lucretius refers to the
production of echo ‘when we are seeking our comrades in the shady
mountains’ (4.572-6). The origins of Echo, the extreme case of a
‘natural’ sound requiring human agency and thus a mythic model
for bucolic poetry, is one of the central bucolic myths, cf. Longus,
D&C 3.21-3, Hunter (1997); for Hylas and Echo cf. further £l
6.43~4, Prop. 1.20.49-50 (with Fedeli’s note), Val. Flace. 3.596~7,
P. R. Hardie, MD 20/1 (1988) 778, A. Barchiesi, Lexis 13 (1995)

65~7. Griffiths (1995) 105 deletes 60 as a prosaic explanation of 59.
The Homeric model is II. 11.461-3 (the wounded Odysseus) ade &’
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é:raieous. [ Tois uév Emart fuoev doov kepodt) X&de bwTds, | Tpis &
O:‘lEV‘ thtXOVTos &pnigiaos Meviraos. T.’s verses, like Arg. 1.1249 yehén
8¢ Of mAer’ &uTH, also rework Menelaos' subsequent speech to Ajax,
Gugt 8 OBuaofios Taaoippovos Tketo dwvh, and the situation of
Herakles and his eromenos stands in ironic counterpoint to the ‘heroic’
military pattern. Menelaos and Ajax respond to Odysseus’ call and
the Trojans scatter like ‘flesh-eating jackals’ before a ‘raging lion’,
cf. 61—2 below. In 7 11.466 Aristarchus read {keT’ &uT#, in order to
match noun and verb; this textual variation is repeated in the trans-
mi.ssion of Arg. 1.1249, but in T. noun and verb refer to different
voices.

58 “Yaav &veev: ‘Hylas” has been associated with GA&v, YAakTsiv
{cf. Lat. wlulare), as a rationalisation of a ritual cry UAx, cf. P.
Kretschmer, Glotta 14 (1925) 35~6; T. may wish us to feel an affinity
between verb and object here, Soov Babbg Hpuye Aaipbe: lit.
‘with all the force his deep throat could bellow’. Lexica distinguish
two senses of épedysoba, ‘belch’, ‘disgorge’ and ‘bellow’, ‘roar’, but
here both are relevant: Herakles’ gluttonous throat was notoriously
deep (Eur. Alc. 753-5, Call. b 3.159-61 etc.), and although the verb
is not necessarily coarse in Hellenistic Greek, here it may suggest 2
likeness between Herakles and the Cyclops who, after his final meal,
EpevyeTo olvoPapsiowv (04 9.374), of 36n. In 61 Herakles will be
compared to a ‘lion who eats raw flesh’, again like the Cyclops {Od.
9-292). So too, in Arg. Polyphemos® shouting is explicitly compared
to the roaring of a lion.

59 &pata ‘thin’, ‘faint’; this word is reg