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PREFACE 

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

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

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

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

IX 



X PREFACE 

Many people have provided invaluable assistance. The series edi
tors, Richard Hunter, Pat Easterling, and Neil Hopkinson, were patient 
throughout the process, read drafts acutely and quickly, and saved me from 
numerous errors. Charles McNelis responded to ideas about individual 
poems and about Greek literature more generally; another Georgetown 
colleague, Marden Nichols, provided advice on the introduction. Hayden 
Pelliccia generously shared his work on Callimachus' epigrams, especially 
28 Pfeiffer, and commented on early drafts. Benjamin Millis checked ref
erences to ancient texts and offered excellent advice. The other friends 
and colleagues who have suggested improvements to the readings offered 
in this book are too many to list, but I hope they know I am deeply thank
ful. I am also grateful to several students: Annalisa Quinn, Allison Muth, 
and Caelin Ivanov, who working under the auspices of the Georgetown 
University Research Opportunities program helped improve early drafts 
of parts of the volume; Claire Healy's research assistance in 201 7-18 

allowed me to assemble the volume in near-final form, and her reactions 
to early drafts and willingness to talk about avenues of interpretation 
fundamentally improved the readings offered in the commentary. The 
project was supported by the Loeb Classical Library Foundation and by 
funds attached to the Markos and Eleni Tsakopoulos Kounalakis Chair in 
Hellenic Studies at Georgetown University. Needless to say, I claim sole 
responsibility for the infelicities that remain. 



ABBREVIATIONS 

Abbreviations of authors and works often appear in fuller form than in 
LSJ. Most epigrams are cited by their enumeration in the Greek Anthology 
(AP, Pl), except that poems preserved exclusively in other sources are 
cited from the editions of A. S. F. Gow and D. L. Page (GP), HE and 
GPh, and epigrams by Asclepiades, Posidippus, and Callimachus are enu
merated as in A. Sens, Asclepiades of Samos (Oxford 2011), C. Austin and 
G. Bastianini, Posidippi Pellaei quae supersunt omnia (Milan 2002) (AB), 
and R. Pfeiffer, ed., Callimachus (Oxford 1949-52), respectively. Except 
where noted, other fragments of Callimachus are cited from Pfeiffer's edi
tion. Euphorion is cited from B. A. van Groningen's edition (Amsterdam 
1977), fragments of Attic drama from PCGand TrGF, lyric and elegy from 
PMG and IEG. Some inscribed epigrams originally written in the Attic 
alphabet are given using the more familiar Ionic alphabet. 

Roman numerals are used in the commentary to refer to entire poems 
included in this volume; italicized Arabic numerals to refer to specific 
lines in the continuous enumeration, which is indicated in lemmata with 
square brackets. 
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INTRODUCTION 

1 THE ORIGINS OF LITERARY EPIGRAM 

In its original sense, "epigram," e-rriypaµµa (cf. Hdt. 5.59, Thuc. 6.59.2),1 
refers to short poems that, from the archaic period on, were inscribed on 
stone and other durable materials for a variety of purposes. These were 
the first Greek poems designed to be experienced in writing rather than 
in performance. Some of them marked publicly funded monuments hon
oring individuals or commemorating war dead; others contained private 
claims of ownership of an object. The great majority, however, marked 
graves or recorded dedications to the gods. Some of these were probably 
written by persons who had a direct interest in commemorating an event 
or death, others perhaps by professional epigrammatists working on com
mission; in any case, the writers of these early epigrams generally made no 
effort to ensure that their names would be attached to their compositions 
in the way that the authors of other archaic genres did ( e.g. Hes. Th. 2 2-4, 
Sappho, fr. 1.20; Thgn. 19-23). 2 

By the end of the fifth century, at least one famous poet was explicitly 
connected with epigrams: Simonides allegedly wrote an epigram for a seer 
killed at Thermopylae (Hdt. 7.228) and, according to a tradition prob
ably rooted in the fifth century and in any case established by Aristotle's 
day,:~ composed other famous epitaphs for casualties of the Persian Wars. 
Whether or not the ascription of any of these epigrams to him is correct, 
the association of such an illustrious poet with the genre seems at least to 
reflect, and perhaps to have contributed to, an elevation in the status of 
epigrammatists as authors and of epigram as a form of literature. In the 
fourth century, poets sometimes included their own names in epigrams 
that they composed for others (cf. CEG 819, 888.18-19, 889.8): these 
"seals" ( o-<ppayi6es) suggest a more elevated conception of the role of the 
epigrammatist, and indeed the terms in which they describe their activity 
are reminiscent of more traditionally elevated forms of praise poetry. 4 In 
the fourth century, if not earlier/' epigrams appear to have been collected 

1 Cf. Puelma 1996; Gutzwiller 1998a: 15-20. 
:.e On authorial self-references in Greek poetry, see Peirano 2013. 
3 Arist. Rhet. 1367b20 attributes to him an epigram cited as anonymous by Thuc. 

6.59.2; for the role of Peripatetic biography in the formation of the "Simonidean" 
corpus, cf. Gutzwiller 1998a: 49-50. 

4 Cf. CEG819.5 Kptpri6' ecrTe<pavwcr[e; CEG888.19 and 889.8 use the language of 
gift-exchange, for which cf. Kurke 1991. 

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

1 



2 INTRODUCTION 

and circulated in books in which they were presented as literary objects 
divorced from an original material con text. 6 These collections provided 
a model for a different type of epigram: "fictive" experiments playing on 
the conventions of a popular, inscribed form but intended for the papyrus 
roll rather than the stone. 

Such fictive epigrams are already presupposed by "embedded" com
memorations such as that at Il. 7.89-90, where, as ancient critics recog
nized, Hector invents a hypothetical epitaph for Ajax ( cf. 2hT on Il. 7 .86). 
Though, in the absence of most fourth-century literature, the history of 
the development of freestanding, fictive epigrams must remain obscure, 
by the late classical or early Hellenistic period, poems playing on the for
mal and thematic features of anonymous, inscribed verse had become a 
popular vehicle for competition and display by literary elites from around 
the Greek-speaking world,i including women. Such epigrams were col
lected in books early in their history, and are copiously preserved in the 
Byzantine-era collections cumulatively known as the Greek Anthology and 
in a handful of ancient papyri (see below section 5a). 

2 "GENRES" OF HELLENISTIC EPIGRAM 

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

6 Examples include the historian Philochorus' now lost collection of Attic epi
grams ( Suda <p 441 = FGrH 3 2 8 T 1 ; a germinal form of the "sylloge Simonidea," 
a lost collection that ultimately came to include a number of Hellenistic compos
itions spuriously attributed to Simonides, might be as old as the fifth century (cf. 
Sider 2007). For the possible classical origins of the "Aristotelian" Peplos contain
ing a collection epitaphs for heroes, cf. Gutzwiller 201 o. 

i A number of epigrams are ascribed to famous poets and philosophers of the 
archaic and classical periods, including Sappho, Anacreon, and Plato, but these 
are unlikely to be authentic: whether they are deliberately forged or simply mis
attributed, they probably reflect the desire of subsequent writers to find or invent 
predecessors for the sort of poetry they were producing; cf. FGE 1 19-30. For the 
"erotic" epigrams attributed to Plato, see Ludwig 1963. On the Hellenistic quest 
for authoritative literary ancestors in general, see Fantuzzi in Fantuzzi and Hunter 
2004: 1-41. 



3 "FICTIVE" AND "INSCRIBED" EPIGRAMS 3 

other genres. These novel poetic types reflect a broader set of Hellenistic 
concerns. The interest in the power of eros and in the emotional expe
riences of "ordinary" individuals that one finds in amatory epigrams has 
counterparts in a variety of Hellenistic poems; "ecphrastic" epigrams 
form part of a broader Hellenistic discourse on the power of art to imi
tate life. Even the most generically innovative of these new epigrammatic 
types often advert to or resonate against their inscribed ancestors. Thus 
"sympotic" and "erotic" epigrams not only exploit the formal resemblance 
between epigrams and other poetic genres, including the short elegies 
collected in the corpus of Theognis, but also play on the linkage between 
love and death and the frequently looming presence of death in erotic 
and sympotic literature. "Ecphrastic" poems containing descriptions or 
appreciations of art play with elements drawn not only from statue bases 
(cf. xxx introductory n.) but from epic, drama, and elsewhere. These 
categories are inherently flexible and unstable: although early papyrolog
ical evidence suggests that some ancient readers divided epigrams into 
subgenres (below pp. 14, 1 70-1), the ingenuity of many epigrams lies in 
the ways they blur the boundaries among different epigrammatic forms or 
combine elements from multiple types. 

3 "FICTIVE" AND "INSCRIBED" EPIGRAMS 

Of the Hellenistic epigrams preserved in the Greek Anthology and on 
papyri (as opposed to the anonymous Hellenistic-era compositions pre
served on stone), a substantial majority were probably not intended 
for inscription. 8 Often, however, the distinction between "fictive" and 
"inscribed" epigrams is difficult to draw. 9 Our corpus includes epigrams 
by elite Hellenistic poets in honor of important people and events, 
including members of the royal families and building projects such as the 
Pharos lighthouse and the Temple of Arsinoe-Aphrodite at Zephyrium; 
these played an important role in the creation and promulgation of the 
image of the Hellenistic royal houses, and some may have been intended 
for public inscription. Some other epigrams may commemorate the 
deaths or dedications of real, ordinary individuals. Satisfactory criteria for 
determining the original function of any given poem are hard to identify, 
however. The presence of traditional features such as deictic pronouns 
does not prove that a poem was designed for inscription, since Hellenistic 

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

9 For the permeability of the boundary between "inscribed" and "literary" epi-
grams, see Bing 1998. 
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poets were well attuned to and capable of imitating the features of real 
epitaphs and dedications; that they composed at least some clearly fictive 
epigrams allows for skepticism even about those poems that most closely 
resemble real inscriptions. Conversely, neither artifice nor ingenuity nec
essarily shows that a poem was only "literary," and even the presence of 
information that would be superfluous in a material context - such as the 
identity of a dedicated object - can at best be suggestive. 

In a broader sense, scholarly debates about the original intended con
text of individual Hellenistic epitaphs and dedications are surrogates for 
the larger debate about the nature of the audience for the compositions 
of the elite poets working in places such as the Ptolemaic Museum. 10 

Though we have far more information about the literary culture of 
Alexandria than about other contexts in which epigrams were produced, 
we still know too little about the professional realities of scholar-poets 
like Callimachus to be certain whether an elegant and poignant epitaph 
such as LVII, honoring a dead child, was originally designed as a real 
epitaph or as a literary exercise; nor, in the latter case, is it clear who 
its original intended audience would have been. Similarly, Posidippus' 
three epigrams (39, 116, 11 g) on the temple of Arsinoe-Aphrodite 
at Zephyrium share verbal and thematic points of connection, and 
although they could easily have been inscribed together or separately 
in the temple precinct, neither their form nor their content proves that 
they were: one or more of them could have been designed as a variation 
of the others for a purely "literary" context. At least some other poems 
in honor of Hellenistic royalty, at any rate, are unlikely to have been 
inscribed ( e.g. XII, Asclep. * 44 Sens). 

It is clear, in any case, that many Hellenistic epigrams are the product 
of a competitive literary environment in which poets knew and engaged 
closely with one another's work and displayed their ingenuity by varying 
themes and language they found in other epigrams. The speakers of 
some epigrams represent themselves as participants in symposia, and it 
has been suggested that at Hellenistic drinking parties the production of 
epigrams served as a vehicle for elite competition and display, much as the 
composition or performance of lyric and elegy had in earlier periods. 11 

Epigrams such as Hedylus LXX, in which convivial drinking is represented 
as a source of poetic inspiration, may reflect actual practice in some form 

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

11 Reitzenstein 1893, Cameron 1995: 71-103, Gutzwiller 1998a: 21-2. 
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(cf. Ath. 3.125c-d), but the picture they present is at best elliptical and 
stylized; even poems composed for or at drinking parties must have been 
polished and revised before they were collected in the books from which 
our versions derive. Like erotic epigrams in which the speaker claims to 
be in love ( cf. below p. 71), these epigrams are inspired at least as much 
by literature as by life, and, whatever their first performance context, they 
are ultimately literary pieces designed for the written scroll. 

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

The popularity of the form as a medium for literary expression seems 
to have been widely dispersed. Known Hellenistic epigrammatists hailed 
from around the Greek-speaking world, including the Peloponnese and 
Magna Graecia (Anyte, Nossis, Leonidas, Theocritus), Central Greece 
and Macedonia (Alexander, Perses, Posidippus), the islands of the 
Eastern Aegean (Philitas, Simias, Asclepiades, Hedylus), North Africa 
(Callimachus), and the Near East (Antipater of Sidon, Meleager). Some, 
but apparently not all, spent part of their lives in Ptolemaic Alexandria. 
Reitzenstein ( 1893) posited that early Hellenistic epigrammatists could 
be divided into "schools" with distinct thematic and generic interests: a 
"Peloponnesian" school of Doric-speaking poets from the Peloponnese 
and Magna Graecia such as Anyte, Nossis, and Leonidas, who mostly played 
with the features of the traditional epigram forms; and an "Alexandrian" 
school comprising poets associated with the Ptolemaic court, including 
Asclepiades, Posidippus, Callimachus, and Hedylus, who introduced sub
ject matter from other genres. Although the distinction does not acknowl-
edge the overlap between these groups, it remains useful: local networks 
may well have played a role in the early development of Hellenistic epi
gram. At the same time, poets from both groups knew and engaged with 
one another's work, and papyrological evidence suggests that epigrams 
circulated throughout the Mediterranean world and that their audience 
was not restricted to literary elites. 12 

12 For epigrams in paraliterary compilations, including school texts, cf. Petrovic 
2019. 



6 INTRODUCTION 

4 FORMAL AND LITERARY ASPECTS OF 
HELLENISTIC EPIGRAMS 

(a) Lengt,h 

The length of inscribed epitaphs and dedications was generally restricted 
by the space available on their monuments. Like their inscribed anteced
ents, the majority of early Hellenistic epigrams were relatively short, typi
cally no more than about four or five couplets in length, and often shorter. 
Even if, as papyrus evidence suggests, a random sample of Hellenistic epi
grams might have a slightly greater average, brevity was clearly a defining 
feature of the genre and probably contributed to its popularity in the 
Hellenistic period. 13 Indeed, one of the ways in which epigrammatists 
played with genre was to condense elements treated at greater length in 
other genres within the narrow confines of a few verses; 14 conversely, the 
slightly greater length of an epigram may sometimes reflect its affiliation 
with other poetic forms (cf. xx111, c introductory nn.). 

At a basic level, the restricted space posed an attractive challenge to 
poets seeking to demonstrate wit and skill. At the same time, however, 
the challenge of composing within a small compass helps explain the 
programmatic value of brevity for Hellenistic poets, who sometimes drew 
on an interrelated set of oppositions - between brevity and length, light
ness and weight, novelty and familiarity, clarity and murkiness, purity and 
squalor, exclusivity and vulgarity, truthfulness and falsehood - to define 
their aesthetic values and position in the tradition. For at least some of 
these poets, brevity is one of a set of qualities that define refined and 
elegant (i\ein6s, i\e,nai\eos) poetry in which every element is chosen with 
exquisite precision and care. Callimachus, most notoriously, defends him
self against the charge that he has not composed work of sufficient length 
by asserting his preference for poetry that is small, light, fine, and clear 
like the chirruping of a cicada or the trickling of a small, pure spring 
rather than long, heavy, and raucous like the braying of an ass or a rag
ing, filthy river (Call. fr. 1.29-36, h. 2.108-12). Callimachus' framing of 
these oppositions was not shared by all poets, however. Hedylus, in one 
epigram, links the production of novel, refined poetry not with spring 
water but with copious amounts of wine,15 and, in another, describes the 
clear sound produced by wine in Callimachean terms but simultaneously 

13 For brevity as a marker of the genre, cf. Philip AP 4.2.1-6; Magnelli 2006, 

Kimmel-Clauzet 201 7. 
1.1 Harder 2019. 
1:> Callimachus' Aetia probably included a poetic initiation from the waters of 

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

A number of other Hellenistic epigrammatists by implication reflect on 
the small scale of their own compositions. Epitaphs contrasting the small 
size ofa grave with the greatness of its occupant (e.g. cxx111) may be read 
as self-referential comments on the paradox of great content within a small 
form. A number of epigrams in the Milan Posidippus papyrus describe 
diminutive but finely wrought and realistic artifacts in ways that seem to 
comment on the poet's project, sometimes contrasting the small scale of 
their subject matter with the greatness of the effect they produce. 16 

( b) Variatio 

Among the most striking features of many Hellenistic epigrams is their 
reworking of the linguistic or thematic features of other epigrams. In 
some cases, an individual epigrammatist treated a single subject or theme 
in multiple ways or from multiple perspectives (e.g. cxxv11-cxxx1); 
more often, poets played with the language, themes, or subject matter 
they found in other poets' work. Both sorts of variation have models in 
the epigraphic tradition. For all their diversity, inscribed epitaphs and 
dedications relied on a relatively stable and limited set of formal struc
tures and motifs, and Hellenistic readers may have found in them a ten
sion between repetition and variation, especially when they were copied 
together in books. Some monuments, indeed, contained several epigrams 
which treated a single death or dedication from different perspectives 
(e.g. CEG 543). 

( c) Voice and Perspective 

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

16 Cf. Porter 201 1. 
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In their original contexts, these inscribed poems formed part of a 
semantic system in which text and monument each contributed to mean
ing.1 i Deciphering and making sense of them could be very challenging, 
and in fact literary epigrammatists sometimes call attention to the process 
of interpretation involved in reading inscriptions ( cf. LXXI, CI, cxxv1). 

In a purely literary context, the absence of a monument allowed poets 
to imagine new situations and contexts, and to play with ambiguities of 
voice and perspective that would be clarified in an inscriptional context. 
All these features posed challenges for readers; indeed, perhaps more 
than almost any other genre, literary epigrams invite their audience to 
participate in the process of interpretation by filling in gaps and drawing 
inferences from a limited set of information. 18 

(d) Tone 

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

( e) Materiality 

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

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

18 See e.g. Bing 1995, Hunter 1992. 
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(f) Language and Sty/,e 

Hellenistic epigrams are stylistically variable; some individual epigrams 
juxtapose words from different registers. Many use relatively straightfor
ward language, morphology, and syntax with few traces of the obscure 
vocabulary, unusual morphology, or difficult word order found in some 
other Hellenistic genres. Notably, erudite poets like Callimachus and 
Euphorion who regularly used rare, disputed, or otherwise difficult 
language in their other compositions mostly eschew lexical or syntactic 
obscurity in their epigrams. The difficulty of these and many other epi
grams lies less in their language than in their elliptical nature and in the 
interpretive demands they thus impose on readers. 19 

Epigrammatists sometimes drew on a far more elevated stylistic reg
ister. Many play with form and content by applying high-style language, 
including extravagant, "dithyrambic" compound adjectives (many of 
them novel), to humble subject matter. The phenomenon is particularly 
prominent in the epigrams of Leonidas of Tarentum and his imitators 
Antipater of Sidon and Phanias, but it is not restricted to them. The tone 
of the contrast between style and subject matter is not always easy to deter
mine; in some cases, it is clearly playful, even approaching parodic ( cf. 
6I9-2on.). 

Any assessment of the style of a given author must acknowledge the role 
played by the stylistic preferences of the editors of the ancient anthologies 
which lie behind our extant corpus. A number of the epigrams preserved 
on the Milan Posidippus papyrus (below pp. 14, 1 70-1), for instance, 
have a more elaborate, "baroque" style than do the epigrams of the same 
poet preserved in the Anthology. Some of this difference may be a func
tion of genre, since the poems in the Anthology are principally of types 
which do not appear in the extant sections of the papyrus. 

(g) Dia/,ect 

Greek poetic language was inherently artificial and included elements 
drawn from multiple traditions. Although inscribed epigrams were 
often based on the local, spoken dialect, many included phonological 
and morphological features foreign to local speech and drawn from the 
inherited, artificial language of epic and elegy ( e.g. genitive singular in 
-010, dative plurals in -01cn/-01cn in Attic inscriptions). The authors of lit
erary epigrams also exploited multiple poetic dialect traditions. These 

•g Cf. Magnelli 2007: 165-9. 



10 INTRODUCTION 

traditions are not "pure" in the sense that they reflect actual local speech, 
but draw on a generalized poetic language and morphology with an over
lay of specific dialectal features. 

The dialectal substratum of the vast majority of Hellenistic literary epi
grams is either the Ionic poetic koine or its Doric counterpart; markedly 
local forms appear rarely. Many epigrammatists, including Asclepiades, 
Callimachus, Posidippus, and Leonidas, composed in both Ionic and 
Doric. The assessment of dialect is often complicated by uncertainties 
about the text. Many features are not guaranteed by the meter, and dialect 
was easily altered in transmission; in many cases, the manuscripts disagree 
on the dialect of a given word. Even when they agree, there is ground 
for skepticism: in one case, the Milan papyrus preserves Doric forms that 
have been completely lost in the manuscripts of the Anthology (LXXXIII). 

Inconsistent dialect features sometimes coexist in a given poem: the 
extent to which they should be regularized ( especially when they are iso
lated in an otherwise regular dialectal context) is debated: in general, the 
artificial nature of poetic language and the explicit Hellenistic recogni
tion of the practice of dialect mixing ( e.g. Call. Iamb 13.18 = fr. 203.18 
Pfeiffer) suggest that we should be cautious about eliminating inconsis
tency, and at least in some cases, there appear to be good literary reasons 
for incongruous forms. 

Dialect contributed to meaning in several ways. The traditional associa
tion of specific dialects with particular genres ( e.g. Doric with choral lyric, 
Ionic with iambus) meant that they could serve as a signifier of literary 
heritage and generic affiliation. Moreover, in a few epigrams, the dialect 
seems to imitate the native language of the imagined speaker ( e.g. xxv111, 
LXXV, LXXXIII, LXXXVIII). In epigrams on Macedonian royalty, Doric may 
have played an important ideological role by evoking the Argead claim 
to Argive ancestry (cf. XII, Hunter in Fantuzzi and Hunter 2004: 371-7, 
Sens 2004: 74-5). 

The following features of Doric appear in the poems of the present 
collection (for a fuller treatment of Hellenistic literary Doric, see Hunter 
1999: 24-6): 

Phonology and orthography 

(a) ex rather than T\ is the reflex of inherited ii. It occasionally appears in 
"hyper-Doricisms" as the reflex of inherited e, for which Doric prop
erly has T\ ( cf. Pos. 4 o 5n.). Doric a is regularly overlaid on epic forms. 

(b) cr6 is sometimes used for medial ~-
( c) The secondary lengthening of inherited e and o by contraction or 

compensatory lengthening is handled in different ways by specific 
local versions of Doric: the so-called "milder" Doric dialects have e1 
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and ou, as in Ionic dialects, while "more severe" dialects have 11 and 
w. Both forms appear in Doric-colored epigrams; in at least one case, 
"more severe" Doricisms suit the Cretan ethnicity of the honorand 
( cf. LXXV introductory n.). 

(d) Contractions 
1. The contraction of e + o is usually eu. 
11. Endings beginning in e and 11 contract with preceding a to pro

duce 11 in alpha-contract verbs. Thus, 6pfi1 (3rd pers. pres. indic. 
act. of 6pcxw), iro6opfiv (pres. infin. act. of iro6opcxw = Attic/Ionic 
irpocropcxv) . 

m. On one occasion, o + o produces eu in a poem with mostly Doric 
forms ( I 2 In.); the form is more characteristic of Ionic. 

Nouns 

(a) 1st declension 
1. gen. sing. of masculine nouns ends in -ex. 
ii. gen. pl. in -cxv. 

(b) 2 nd declension 
1. gen. sing. in -w or -ou (see above). 
11. acc. pl. in -ws or -ous (see above). 

Pronouns 

(a) I St pers.: nom. pl. cxµes; acc. pl. cxµe. 
(b) 2nd pers.: nom. sing. Tu; dat. sing. Tiv, Tot; dat. pl. uµiv. 
(c) 3rd pers.: neither v1v nor µ1v occurs in Doric-flavored poems in the 

selection, though both occur in other Hellenistic poetry in Doric. 
Tfivos and apparently Kfivos (cf. I88n.) are used in addition to eKeivos 

(e.g. 47I; cf. Gow on Theocr. 7.104). 

Verbs 

(a) 1 st pers. pl. ending in -µes. 

(b) 3rd pers. pl. ending in -vT1. 
(c) One case of a future in -crew with contraction is possible at Asclep. 49 

( au6acrouvT1, dat. sing. fut. participle). 
(d) Fem. pres. participle in -010-a as well as -oucra. The former is a feature 

of archaic Doric lyric and appears in Hellenistic literary Doric, as well 
as in the spoken language of some local Aeolic (Lesbos) and Doric 
( Cyrene) dialects. 

( e) Forms of eiµi include evTi (3rd pl. pres. in die.), eµµev (pres. infin.), and 
iis (3rd sing. imp. indic.). 

(f) eve- for ei\6- as the aorist stem of epxoµm. 
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(h) Meter 

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

_c,o _c,o _c,o _c,o _c,o -X 

_co _co -1-\,J\,J -'-J\,Jx 

The majority of extant Hellenistic epigrams, including all the poems on 
the Milan Posidippus papyrus, are in this meter. Although it is possible 
that editorial selection bias ( cf. below section 5a) may have distorted the 
picture to some extent ( the collection of "Theocri tean" epigrams, which 
seems not to have survived via Meleager's anthology, includes a number 
of non-elegiac poems) ,2° it seems clear that Hellenistic poets considered 
it the default rhythm of the genre. 

Several features of the Hellenistic elegiac couplet are worth noting. 

(i) The Hexameter 

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

In Greek hexameters of all periods words tended to end in certain 
places in the verse more often than others. Most notably, throughout the 
history of the form, it was very rare for a word to end after the first short 
of a fourth-foot dactyl (Hermann's Bridge). Hellenistic poets regularized 
the hexameter by further limiting some combinations of word-breaks and 
restricting the places in which words of certain shapes could end, with 
the result that they used fewer of the total number of theoretically avail
able rhythmical possibilities than their predecessors. 21 Callimachus was 
particularly restrictive, and the extent to which individual poets shared his 

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

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

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

( 2) Words of iambic shape ( v -) do not end before the masculine caesura 
("Meyer's Second Law"). 

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

(4) Word-end does not follow a fourth-foot spondee ("Naeke's Law"). 
(5) A line with word-end after the first syllable of the fourth foot does not 

have word-end after the first syllable of the fifth ("Tiedke's Law"). 
(6) Verses ending in a monosyllable normally have word-end after a dac

tylic fourth foot (bucolic diaeresis) and have a dactylic fifth foot, but 
see 569n. 

(ii) The Pentameter 

Antipater of Sidon is the first poet to avoid accented syllables at the end 
of the pentameter; the avoidance of accented final syllables became 
common in the Imperial period. Early Hellenistic epigrammatists avoid 
monosyllables at line end. There is a clear break between the two halves 
of the verse; this caesura may be preceded by elision, and the preceding 
syllable may be lengthened by position. Rhyme at caesura and line end is 
common. It is often the product of an adjective and a noun in grammat
ical agreement; this phenomenon occurs at different rates in different 
poets, but it is probably not a significant marker of stylistic affiliation. 22 

(iii) Non-Elegiac Meters 

Most of the extant non-elegiac epigrams in the Anthology derive from the 
early Hellenistic period,2 3 and it may be that metrical experimentation 
was especially robust at a relatively early phase in the development of the 

:z:z Slings 1993, Hutchinson 2016. 
:z3 Non-elegiac meters are somewhat more common in epigrams from Philip's 

Garland; cf. GPh 1.xxxv11-xxxv11; Magnelli 2007: 179. 
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literary epigram: 2 4 most non-elegiac poems have dedicatory or funerary 
themes, and this relatively traditional content provided the generic foun
dation for experimentation with form. In some cases, meter marks generic 
affiliation, as in Leonidas' use of iambic trimeter in an epitaph with comic 
overtones or Theocritus' use of choliambs to honor Hipponax, with 
whom the meter was closely associated. As in other Hellenistic poems, a 
meter traditionally found in combination with other meters is sometimes 
used by itself. A number of poems combine longer and shorter lines into 
couplets ( e.g. x); a smaller group reverses the order of shorter and longer 
lines (xc, Call. AP 13.24) or combines three or more lines into stanzas of 
several verses (xLv). 

5 TRANSMISSION 

(a) Epigram Collections 

Hellenistic literary epigrams may sometimes have circulated individually 
or in small clusters, but most extant poems survived because they came 
to be organized into and published as larger collections. Some contained 
the work of a single author. These include both "libelli" produced by the 
poet and "syllogae" in which an editor gathered together a poet's works. 25 

The most extensive ancient single-authored collection is P.Mil. Vogl. VIII 

309, apparently containing an extensive and artfully arranged collection 
of epigrams by Posidippus of Pella copied no more than a few decades 
after the last of them was composed. The care with which the collection is 
arranged allows for the possibility that it was produced by the author him
self, though it does not prove this. 26 The basic organizational principle 
is thematic: the poems are divided into labeled groups, including some 
groups otherwise poorly attested in the literary tradition. 27 Within and 
between individual sections there are signs of artful structural marking. 

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

2 :> See Argentieri 1998. 
21

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

27 The extant papyrus contains no erotic epigrams of the sort attributed 
to Posidippus in the Anthology; whether these appeared in a part now lost is 
unknowable. 
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Other early collections included the works of multiple authors (e.g. 
P.Lond.Lit. 60, P. Oxy. IV 662). The so-called "Vienna incipit list" provides 
the first lines of 2 26 epigrams, organized into four books; one opening is 
identical to that of Asclepiades XIX. The purpose of this list, the nature of 
the collection it presupposes, and the authorship of the poems to which 
it refers are uncertain, but it is possible that it consisted of a multi-author 
anthology. For the mysterious collection known as the ~wp6s, see p. 68. 

In his Garland, published around 100 BCE, Meleager of Gadarajuxta
posed his own compositions with the work of earlier epigrammatists; the 
collection was the source of the vast majority of extant Hellenistic epigrams 
and included works by all the poets in this volume except Theocritus. 
Changes to the original structure of Meleager's Garland were made in the 
tenth-century collection by Cephalas which forms the basis of the Greek 
Anthology (see below), 28 but many original sequences do survive, and it 
is possible to identify some organizing principles of the Garland and of 
its individual components. The anthology seems originally to have been 
arranged in four books, consisting of erotic, dedicatory, funerary, and epi
deictic poems. Individual sequences were grouped artistically by theme. 
Often, Meleager showcases his engagement with the tradition by juxta
posing his own compositions with a series of earlier epigrams on the same 
themes. The collection also included thematically grouped sequences by 
individual poets, including cycles of Meleager's own work. 

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

(b) Sources of the Text 

The majority of Hellenistic epigrams are preserved in either or both 
of the two principal collections that constitute the Greek Anthology. 
These derive from a now-lost collection of Greek epigrams assembled 
by Constantine Cephalas in the tenth century. Cephalas' work included 
poems from a number of epigram anthologies, including the Garland of 
Meleager, the Garland of Philip ( ea. 40 CE), and several other later collec
tions (see Cameron 1993, Lauxtermann 2003: 88). 

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

:l
8 See Cameron 1993, Gutzwiller 1995. 
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not entirely organized by theme, and a fifteenth containing miscellaneous 
epigrams and other poetic material; after it was assembled by a group of 
scholars working from several copies of Cephalas' Anthology, it was partly 
revised by a "Corrector" who used a different exemplar of Cephalas' work. 
Transcriptions ("apographa") of P circulated in Europe even before the 
manuscript was discovered in 1606; the apographa were heavily emended 
by a number of scholars, including Saumaise and Scaliger. 

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

A smaller number of epigrams survive exclusively in ancient and 
Byzantine authors and lexica, including Plutarch, Pollux, Athenaeus, 
Stobaeus, and Tzetzes. The tenth-century lexicon called the Suda pre
serves lines and phrases from many poems, apparently relying on a copy 
of Cephalas' anthology different from those used by P and Pl. A number 
of epigrams not found in the Greek Anthology appear on papyri, most 
notably P.Mil. Vogl. VIII 309 (above p. 14) and P.Louvre 7172 (cf. LXXVIII 

introductory n.). The present edition omits some papyrological details for 
poems preserved in these collections. 

6 ORGANIZING PRINCIPLES OF THIS ANTHOLOGY 

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

(a) Individual poems are grouped by author. 
(b) Within individual author-sections poems are broadly arranged by 

genre: epitaphs and dedications appear first, followed by epigrams 
most closely playing on these forms, and then by other types ( ecphras
tic, sympotic, erotic). 
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(c) Authors are arranged alphabetically within four imperfectly defined 
chronological groups: 
1. epigrammatists active in the late fourth/ early third centuries 

(e.g. Anyte, Asclepiades, Nossis, Perses); 
11. slightly later poets, whose activity may have covered some of the 

same period as that of the first group ( Callimachus, Theocritus, 
Posidippus, Hedylus); 

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

1v. subsequent poets down to the end of the second century (Alcaeus, 
Antipater of Sidon, Phanias, Meleager). 
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COMMENTARY 

ANYTE 

Twenty-four epigrams attributed to Anyte survive. She was from Arcadian 
Tegea (Pollux 5.48; cf. Steph. Byz. T65.19); the ethnic M1Tui\T}vaia in the 
lemma to AP7.492 (cf. the lemma to Nossis APg.332 Nocrcri6os J\ecr~ias) 
is probably an error deriving from the supposedly Sapphic character of 
her poetry; the same may be true for the references to her as µei\oiro16s 

or i\uptKll in the ascriptions of the Anthology. Paus. 10.38.13 reports that 
she composed hexameters, but no fragment of these remains. Anyte's 
work is ( contra Bernsdorff 2001) probably earlier than that of Nicias and 
Mnasalces (cf. Sens 2006); vn may play on Nossis' ecphrastic epigrams. 

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

Anyte played a role in the development of a number of epigrammatic 
types, including fictive epitaphs for dead pets and wild animals (v intro
ductory n.), and of poems in which the speaker invites exhausted travelers 
to relax in an idealized rural landscape (cf. v111). These, too, play on the 
conventions of sepulchral epigrams ( cf. 2 9n.) 

I. AnyteAP 7.724 (4 GP) 

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

1-2[1-2] ''You lost your youth, Proarchus, and in dying put the house of 
your father Pheidias in to dark mourning." The paradosis is in tolerably awk
ward; Ypsilanti's emendation (a variation of Graefe's ii~av µev au, TTp6apx', 

oi\eaas, irai, 6&µ6: TE iraTp6s) produces a text that draws closely on the tra
ditions of inscribed epitaph, but cannot be considered certain. T)~av: 

that young men who have died in battle have lost their ii~Tl or the equiv
alent is a common theme of epitaphs, e.g. CEG 4.3 oY iroTe Kai\i\1x6pou 
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nepi TTOTpi6os WAEO'OT{e} ii~flV, 716.2 wAecra[s 11]A1Kia[v]. Tipoapx': per
haps an otherwise unattested proper name rather than a military title 
("captain"), in which sense the word appears first in the twelfth century 
cE; at SEC xxx11 4 7 4.4-5 (3rd cent. CE) it is a religious title, in place 
of the more common npoapxwv. The word acquires special resonance in 
the final verse: the young man has died fighting at the forefront of his 
men (cf. Homeric np6µaxos). oAEaas: unaugmented aorist indicative, 
in the verse position regularly occupied by the aorist participle 6?\foas 
in Homer (e.g. Il. 8.498). 6wµaTa 'TTaTpos: a Homeric line end (e.g. 
/l. 18.141). Cl>n6ia: Doric genitive singular. 6vocpEpw1 'TTEv8n: per
haps alluding to Aesch. Pers. 535-6 acrTu To Ioucrwv 176' J\y~aTavwv I nev8e1 
6vocpep&1 KOTEKPV'4JOS, where Zeus's destruction of an entire army causes 
the grief; here a single warrior's death produces the same effect. 

3-4[3-4] The representation of the tomb as a poet is a variation of the 
conventional depiction of the tombstone as a speaker or messenger (e.g. 
CEG 173, 429.1 au611 Texvliecrcra ?\i8ou, 591.4); cf. Call. 2 59-6on. The direct 
quotation of a sung "good word" recalls Thgn. 15-1 7, where the Muses 
and Graces are the source of an aphorism ( KaAov cxeicraT' enos, I "oTTt KaA6v, 
cpil\ov ecrTi· To 6' ou KaAov ou cpi?\ov ecrTi"); here, the gravestone replaces the 
goddesses of poetry. That it is good to die fighting for one's country was 
a commonplace included, for example, among the Delphic maxims ( 132 
ap. Stob. 3.1.173 8vf\1crKE tmep TTOTpi6os); cf. Tyrt. fr. 10.1-2 Te8vaµev01 yap 
KOAOV evi npoµaxo1cr1 TTEO'OVTO I &v6p' cxya8ov nepi 111 TTOTpi61 µapvaµevov. TOI 

U'TTEp6Ev "above you." 'TTETpos ad6n: the distinction between writing 
and song is sometimes blurred in Hellenistic poetry ( e.g. Call. fr. 103 enei 
T66e Kup~1s cxei6e1; Pos. 122 .6 AB w16f\s . . . cp8eyy6µeva1 cre?\i6es). cpiAas 

.•• 'TTaTpi6os: a common Homeric phrase (e.g. Il. 9.428). 

II. AnyteAP 7.649 (8 GP) 

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

1 [5] A periphrasis for the commonplace "instead of marriage" ( e.g. 
CEG 591.12 Taq>ov cxvTi yaµou), couched in language reminiscent of epic 
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and tragedy. Tot "for you [i.e. Thersis] ." Enclitic personal pronouns 
tend to occupy second position in their clause ("Wackernagel's Law"), 
even when this causes them to intercede between prepositions and their 
objects. EuAExios 6aAcxµou reworks Od. 23.178 euo-Ta8fos 8al\cxµou. The 
adjective is attested elsewhere only at Leon. APL 182.2, but has an ana
logue in the Sophoclean euAEKTpos (Traeh. 515, Ant. 796). 

3[7] µhpov ... Kcxllos "size and beauty"; cf. I77-8n. ixo1aav: fem
inine participles in -oma are a standard feature of Hellenistic literary 
Doric (cf. Bulloch on Call. h. 5.7, Introduction section 4g). 

4[8] The vocative probably enacts the ritual called the npocrq,8eyKTflpta ( cf. 
Pollux 2.118 npocrq,8eyKTflpta npo ycxµwv eopTfl; cf. 3.36), in which the bride 
was formally addressed. For the language, cf. Hermes. fr. 7.20 yvwo-Tfl 
6 · ea-Ti Kai eiv i\i6T}t. 8Epai: 0epcris is not otherwise securely attested 
as a woman's name, though it is plausibly restored in a third-century 
Thessalian inscription ( cf. LGPN 111.B). noT1cp6EyKTa 6' inAEo Kai 

cp61µiva "you were (enAeo) ritually addressed though dead." noT1<p8eyKTcx 
is Doric nominative singular. The continued honor received by the dead 
(e.g. CEG 178.4 Kai ev i\i6ew nep eoOo-01) is a topos in funerary epigrams: cf. 
CEG 571, 600, 603, Tsagalis 2008: 39. 

Ill. AnyteAP 7.646 (7 GP) 

The dying words of Erato. Grave monuments commonly depicted the 
deceased bidding farewell to family members, and the epigram would suit 
a relief in which Erato and her father appeared together. This may be 
the earliest surviving epigram in which the final words of the deceased 
are reported, and although the motif reappears several times in early 
Hellenistic epigram (e.g. XLVII introductory n., Leon. AP 7.648, Pos. 60 
AB, Damag. AP7.735, "Simon." AP7.513), it is extant in inscriptions only 
later ( SGO 14/ 1 1 / 02). In any case, the epigram has a literary background. 
That Erato addresses her final words to her father suggests that she does 
not have a husband, and her name, with its connection to Eros, suggests 
the pathos of her premature death. The representation of the dying 
words of a young woman is reminiscent of Attic tragedy, where young 
women on the verge of death sometimes bid farewell to family members 
(e.g. Eur. Ale. 372-g2, Hee. 402-43); much of the language is distinctly 
tragic in coloring. The poem also recalls the poignant encounter between 
Odysseus and his dead mother in Odyssey 1 1. The first word, Aoio-810, which 
paradoxically means "last," signals the content of the entire poem and 
forms a frame with 8cxvaTos, which brings to a close both the epigram and 
the life of its honorand. 
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1 [9] Aoia61a: this form of the adjective (as opposed to i\oicr6os) is first 
attested in the fifth century, and is common in tragedy (e.g. Aesch. Ag. 
1 20, Eur. Ale. 41 7). s,; suggests that the speaker is accurately reporting 
Erato's last words. TTaTpi cpiAw1: a Homeric collocation in a Homeric 
verse position (/l. 13.644, Od. 1 o.8). TTEpi XEipE ~aAouaa "embracing." 
Tmesis occurs several times in Anyte but is relatively rare in Hellenistic 
epigram. The phrase alludes to Od. 11.211, where Odysseus laments that 
he and his mother cannot embrace (irepi xetpe f,ai\ovTe). Anyte reverses the 
relationship: an unmarried girl embraces her father at the moment of her 
death. The allusion has a pathetic effect: this will be Erato's last opportu
nity to hug her father. 

2[10] 'EpaTw: the name is well attested (cf. LGPN), but is especially poign
ant in an epigram recording the last words of a dying virgin. xAwpois 
6cxKpua1: a tragic collocation (Eur. Med. 906, 92 2, Hel. 1 189; cf. Soph. 
Trach. 847-8). The semantic range of xi\c.upos, which may mean "green," 
"pale," and "fresh," probably derives from a basic sense "moist"; cf. Irwin 
197 4: 31-78. An~oµiva: probably passive ("poured out with tears"), as 
apparently at Eur. Andr. 532 i\ei~oµai 6cxKpucnv Kopas (where Kopas seems 
to be accusative of respect), rather than middle ("pouring forth (with 
tears)"). The active with 6cxKpu (a) as direct object is more common: cf. 
Il. 13.88. 

3[11] ou Toi iT' dµi: probably "I am yours (Tot) no longer" rather than 
"know that (Tot) I am dead." This emotional expression is best paralleled 
in Euripides (e.g. Ale. 390, Hipp. 357 xaipET', ouKh' eiµ' eyw), and the 
deployment of similar phrases in comic parodies of tragedy ( 0 Ison on Ar. 
Ach. 1184-5) suggests that it should be taken as a tragic feature. 

3-4[ 11-12] µiAas ... KucxvEos: death is black because it brings the end of 
sight (cf. LXXVI); its darkness contrasts with the paleness ofErato's tears 
(xi\c.upots). Kucxveos is often almost synonymous with µei\as (Irwin 197 4: 
79-1 1 o), and some scholars have therefore changed one or the other to 
the accusative (modifying oµµa), but the tautology is emphatic (cf. Soph. 
Ajax 7 1 o). In Homer, both adjectives are used of metaphorical clouds cov
ering the eyes of dying warriors (e.g. Il. 16.350, 20.417-18), and both are 
epithets of death in other contexts ( cf. Gow on Theocr. 1 7 .49). oµµa 
KaAuTTTn varies the common Homeric line end crKoTos ocrcre KCXAU4'EV ( e.g. 
Il. 13.57 5), "darkness covered his eyes." a,rocp811,,1ivas: the genitive 
stands in agreement with the pronoun (eµou) implied by the possessive 
adjective eµov. 
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Iv. AnyteAP 7.490 (6 GP) 

A lament for Antibia. First-person expressions of grief for the deceased 
are common in inscribed epitaphs ( e.g. CEG 16a = 4 70 av1wµ01, Tsagalis 
2008: 255-6). Grave reliefs sometimes show female mourners, and the 
speaker might be imagined as depicted on An tibia's tomb, but the absence 
of internal pointers leaves the identification ambiguous (Tueller 2008: 
77-9). As a freestanding poem, the epigram resembles a threnody enact
ing the lamentation of a mourner ( cf. Bion 's Ep. Ad. 1 aia~c.v Tov ,,A6c.vv1v). 
At the same time, it plays with the epitaphic convention of highlighting a 
young woman's death before marriage by expanding the loss to include 
her suitors, whose disappointment is the focus of the poem. 

1 [ 13] nap&ivov: cf. II introductory n. The initial position is emphatic. 

1-2(13-14] i-rri ... Uµivo1: tmesis = ecp1eµev01, governing the genitive rela
tive pronoun ( cf. Eur. Hel. 1 183 cxi\oxos 11s ecpieµa1), though the expression 
is deceptive, since the epic models ( e.g. Il. 1.162, 14.67 111 em n6i\i\' ena6ov) 
initially suggest that eni is a preposition in anastrophe. vuµcpio1: pro
leptic, to be understood closely with (ecp)1eµevo1 (i.e. "would-be bride
grooms"). naTpos i1<ovTo 6oµov: a phrase redolent of epic ( cf. HHDem. 
1 71 piµcpa 6e naTpos iKovTo µeyav 66µov); it contributes to the representa
tion of Antibia as a heroine (cf. 3n.). 

3[15] 1<cxllius 1<ai 1TlVUTaTos ava 1<Aios "in response to her fame for 
appearance and intellect." ova suggests movement toward a goal (e.g. 
A.R. 1.838); its use with Ki\eos is not precisely paralleled but appears to be 
a variation of such expressions as /l. 13.364 noi\eµo10 µETcx Ki\eos eii\T}i\ou6e1, 
Parth. EP 36.1 acp1Kfo601 KaTCX KAEOS yuvatKOS Kai\fis. KOAAEVS Kai TTlVUTCXTOS 
evokes Od. 20.70 eT6os Kai mvvTflV "appearance and shrewdness," of the 
daughters of Pandion, who also died before marriage. The conventional 
praise of the deceased (e.g. CEG 67, 69, 650.3-4) is here introduced 
indirectly in the account of the suitors' motivation. The abstract noun 
mvvTflS appears first here but is a common attribute of deceased spouses 
in later funerary epigrams. all' in1ncxvTwv "but of all of them 
together," i.e. Antibia and the suitors, but also suggesting the universal 
experience of mortals. Reading the rare eninas ( cf. Xenophan. fr. 3.4) 
yields better sense than treating eni as a preposition ("Fate ( coming) 
after all (the suitors)") or as a preverb in tmesis with eKui\1cre; cf. adesp. 
AP 12.87.5-6 OU µouvo1s 6' ETri T010'1 6e66pKaµev ai\i\' ETrlTrOVTC.VV I cxpKUO'l 
noui\uµavfi Kav6ov E<pEAK6µe6a. 
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4[ 16] iAni6as ... npoaw: fate has undone the aspirations described in 
1-2; the contrast between ieµevo1 and ou?\oµev11 in the same relative posi
tions of the couplets is pointed. The fragility of human aspirations is a 
topos of epitaphs: e.g. CEG 630.2 a.Ma Tux11 Kpeicrcrc.uv EATTi6os E~Eq>CXVT), 
732.4-5. ouAoµiva Mo'ip': cf. Tyrt. fr. 7.2 EUTE Ttv' OUAOµEVT) µoYpa Kixo1 
6avcxTou. Mo'ip' ... TTpoaw "fate rolled (them) far away." The verb has 
a similar metaphorical sense in expressions such as nf\µa 6eos Llavaofo1 

KuAiv6e1 (/l. 1 7 .688; cf. Lye. Alex. 490), but Anyte reverses the direction of 
movement. For np6crc.u, cf. Od. 9.542 TflV 6e np6crc.u q>epe KOµa. 

V. Anyte IO GP (apud Pollucem 5.48) 

An epitaph for a dead hound. Anyte is among the earliest poets to write epi
taphs for animals (cf. Gorla 1997, Dfaz de Cerio Diez 1998). No extant epi
taph for a dog predates Anyte, but a mid third-century papyrus (P.Cair.an. 
59532) preserves a pair of epitaphs for the hunting dog Tauron, possibly 
designed for inscription (SH 977; cf. SG006/02/34, 18/01/28; for Latin 
examples, cf. Kay 1985: 215-16, Granino Cecere 1994). Theophrastus' 
characterization ( Char. 2 1) of a man of petty ambition as the sort of person 
who would set up a funerary monument for his dog suggests that if some 
people in fact erected memorials for their pets, such monuments could be 
subject to derision; at a later period the speaking voice of an inscription 
from Rome asks passersby not to laugh at a tomb of a dog ( GVI 1365.2). 

The poem draws on epic and other high-style language ( cf. 1, 3nn.), 
and Kai cru in the first verse seems to locate Locris' death in a tradition 
of commemorations. The contrast between the elevated diction and the 
identity of the honorand has been understood as humorously bathetic or 
ironic (Greene 2000), but the heroic language applied to Locris' death 
seems honorific, and the poem implicitly calls attention to the pathos of 
her death (cf. 2n.). 

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

The poem shares several points of contact with Nicander's Theriaca, 
a work probably of a later date: in addition to their shared use of the 
otherwise unattested collocation 10v aµeiA1KTov, Ther. 672-5 reports the 
story of a hunting dog bitten in the eye by a "female viper" (ex16va) but 
saved from death by an herb. 

1[17] wAEo 6ti: cf. Il. 24.725 (Andromache to the dead Hector) cxvep, 
OTT, ai&vos veos WAEO, GVI 1462. 1 WAEO 6T} CTTUYEPWl 6aVCXTlul npoAmoucra 
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ToKfias. TI'OTE Kai au: a Homeric phrase used in its Homeric verse
pos1t1on (/l. 19.315, Achilles reminiscing about the dead Patroclus, Od. 
1 1.441, 19.81). iroTe places the death at an unspecified moment in the 
past; Kai cru might refer to the epigram's position in an ongoing tradition 
of funerary epigrams or within a collection. 1T0Aupp1tov . . . 8cxµvov: 

a variation of Il. 1 1.156-7 6aµvo1 I irp6pp1~01. The adjective is otherwise 
prosaic, e.g. Thphr. HP 1.6.3. Its point emerges implicitly at the end of the 
poem: the serpent was making its lair in the dense root structure of the 
bush, as does the xei\u6pos of Nie. Ther. 418-19 (cf. 454-5). 

2[18] A0Kp1 is simultaneously an ethnic designation and a proper 
name; cf. 4 5 5n. Locrian hounds are a hunting breed (Xen. Cyn. 1 o. 1). 
cp1Aocp8oyywv "who love to make noise"; attested only here. wKuTcxT11: 

swiftness is an attribute of many dogs (e.g. Il. 1.50, Pi. fr. 106.1-3, Lilja 
1976: 15), but the adjective is significant: despite her speed, Locris 
could not get past the viper (cf. Od. 8.330-2) and is now immobile in 
death. aKuAcxKwv: though generalized as a term for dogs of all ages by 
the classical period, the noun originally meant "puppy," "young dog," and 
its force here may be affectionate. 

3[19] To'iov iAacppitovT1 "moving so quickly"; cf. 2n. Toiov is adverbial, as 
at e.g. Od. 3.496 Toiov yap uireKq>epov wKees iiriro1. For intransitive ei\acppi~w, 

cf. Eur. fr. 530.8, Call. h. 4.115. TEw1 iyKcxT8ETo KwAw1 varies Il. 14.219 
TEWl eyKaT6Eo KOAlTWl, cf. 14.223 EWl eyKaT6ETO KOAlTWl, Od. 11. 614, 23.223. 

4[20] iov aµtiA1KTov: i.e. "poison for which there is no antidote"; Nicander 
(Ther. 517-18, 545-9, 652-5) records several remedies for the bite of the 
ex1s. The phrase recurs at Ther. 185, of the asp's venom, for which Nicander 
records no cure. 1To1K1Ao6npos: a rare archaic epithet of birds (Hes. 
\,ID 203, Ale. fr. 345). Snakes are sometimes described as iro1Kii\os ( cf. 
Thgn. 602, Pi. Pyth. 8.46, Nie. Ther. 155); the epithet suits Mediterranean 
vipers, which all have dark mottled markings, though it might also suggest 
the flashing movement of the strike ( cf. Gutzwiller 1993: 80). 

W. AnyteAP 6.I23 (I GP) 

On a spear dedicated to Athena. The epigram obliquely provides the 
information essential to a dedication - the identities of the dedicator and 
of the divine recipient. The dedicated object is personified and addressed 
in terms normally directed in inscribed contexts to passersby. Epigrams 
sometime ask travelers to "stop" and inspect a tomb or dedication, and 
sometimes request them to move on and transmit the information else
where (cf. 4n.). The poem conflates these two requests: the spear is to 
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announce Echecratidas' valor not by traveling but by remaining station
ary (ecna81; cf. Tueller 2008: 98-9). For the dedicated object making an 
announcement, cf. SGO01/08/01.3-4. 

The poem has points of contact with Nicias AP 6.122 and "Simon." AP 
6.52. That Anyte's epigram is the model for Nicias' seems likely. Its rela
tionship to "Simon." AP 6.52 is less secure: that the epigram does not 
engage in the same play with inscriptional conventions may slightly favor 
Anyte's priority. 

1 [21] iaTa81: intransitive perfect imperative of 10"TT)µ1 ( cf. Ar. Birds 206). 
The sense "stand" is appropriate for a spear, but the phrase initially sug
gests "stop" in the manner of inscribed epigram (e.g. CEG 27.1, 28.2); 
both meanings are operative. Ta16E "here." Kpcxvna "cornel-wood 
(spear)." The word is used like Homeric µei\iT) "ash (spear)"; elsewhere so 
used only in the related epigram by Nicias (above). Cornel-wood was prized 
for weapons and used for Macedonian cavalry spears (Arr. A nab. 1. 15.5) 
and probably the sarissa; cf. Markle 1977: 324. ~poTOKTovE: earlier 
only at Eur. IT 384 ( cf. Aesch. Eum. 42 1 (?>poToKTovouvTas). Auypov: 
probably to be taken with cp6vov as in expressions like i\uypov oi\e8pov (/l. 
6.16). 

2[22] ovuxa: the personification is based on the spear-tip being a sharp 
extension to a long, thin projection like a finger or claw (cf. Thphr. HP 
4.2.1, 9.6.2 of an agriculture tool). cpovov 6cii"wv "enemies' gore." 
6aic.vv is probably an anapest ( v v -) , with the originally long alpha short
ened by "internal" correption (cf. Il. 2.544, Gow on Theocr. 17.98). 

3[23] ava ... 6oµov "in the house," like the Homeric ova 6wµa (/l. 1.570, 
15.1 o 1). µapµcxpEov: the word encompasses both "marble" and "shin
ing" (e.g. Il. 14.273, Ib Il. 3.126); cf. Il. 13.21-2 KAUTCX 6wµaTO .. -1 XPVO'EO 
µapµaipoVTa TETEUXOTat &cp81Ta a1ei, Ale. fr. 140.2. T)t,1iva: i.e. "having 
been dedicated" (cf. SGO01/08/01.4, CEG 120), though the literal sense 
("sitting") creates a playful paradox with foTa81. 

4[24] ayyEAA' evokes a topos first found in a famous epitaph for the 
Spartan dead at Thermopylae ("Simon." AP 7. 249 w ~eiv,, ayyei\i\e1v 
/\aKe6a1µovio1s 0T1 Tf\16e I Keiµe8a, Tots Keivc.vv ne186µevo1 voµiµo1s) and widely 
taken up in both inscribed and fictive Hellenistic epigrams (/MEGR 30, 
Taran 1979: 132-49). avopiav: praise of the flVOPEfl ("manly virtue") 
of the deceased is a feature of funerary inscriptions ( CEG 31.2, Hansen 
on CEG 19). Kp11To5: Cretan mercenaries played an important 
role in Hellenistic armies ( cf. Spyridakis 197 7). The basic point is that 
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Echecratidas is fighting far from his homeland (cf. 372). 'ExtKpaTi6a: 
Doric genitive singular. Echecratidas, lit. "having force," suits the martial 
context. 

VII. Anyte AP 9. 74 5 ( I 4 GP) 

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

The wit depends on the subtle characterization of the goat. It is not 
initially clear whether its behavior is viewed positively or negatively ( cf. 
1 ayepwxc.vs). Subsequently allusions ( cf. 3n.) associating it with the 
Homeric Agamemnon and other self-important military leaders undercut 
the creature's grandiosity. There is, then, a humorous contrast between 
the poem's literary background and its lowly subject matter. If the goat is 
treated as Dionysus' in that it is to be sacrificed to him, the animal's grand
iosity is particularly ill-conceived. 

1[25] Cf. Nossis AP 9.605.3 ws ayavws E(J"TOKEV" i6' a xcxp1s ai\iKOV av6eT, 
I73· 6ato: cf. I79, 49I. The opening command to "look" at an artifact 
evokes requests that a passerby stop and pay attention to the grave ( e.g. 
CEG 597. 1 ~eve, cppcx~eo cri;µa, 648). Bpoµiou: the precise point of the 
animal's affiliation with Dionysus is uncertain. Zeus concealed Dionysus 
from Hera in the form of a kid (cf. [Apollod.] 3.4.3), and the god was 
called by epithets referring to the animal (epicp1os, µei\av01yis, aiyo~6i\os), 
but goats were also sacrificed to him. Ktpaov Tpayov: i.e. a mature 
goat ( e.g. Theocr. 1.4). The adjective focuses attention on the goat's 
appearance, in which he takes particular pride. ws aytpwxws: per
haps a humorous rewriting of Nossis' ws ayavws (above) "how gently." 
The ancient debate about the etymology of Homeric ayepc.vxos (variously 
connected to ayeipe1v or to &yav) reflects differing views about its meaning 
and tone, but in post-Homeric literature the word often has a pejorative 
sense (e.g. Polyb. 2 .8. 7). 

2[26] " ... casts its proud gaze down over its shaggy chin." The line is 
constructed in two symmetrical halves, in which nouns and their epithets 
are of the same metrical shape and occupy the same relative position 
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( oµµa - yaupov, i\acnav - yevuwv); KaTcx, with its second syllable lengthened 
before initial lambda as in epic (e.g. Il. 14.447), is metrically equivalent 
to exe1. yaupov "haughty." The full significance of the word emerges 
with J36cnpuxov (4n.). 

3-4[27-8] 0T1 . . . xipa "glorying in the fact that often in the moun
tains Nais took the lock on his cheek into her rosy hand." The lines recall 
descriptions of haughty generals, including Agamemnon in the Catalogue 
of Ships ( cf. below), the unappealing leaders of Archil. fr. 1 14. 1-2 ou 

qni\ew µeyav cnpan1yov ouse s101reiri\1yµevov I ouse 13ocnpuxo1cn yaupov ous· 
U1TE~UpT)µEVOV, and Menelaus at Eur. Or. 1532 ai\"A' hw ~av6ois e,r' wµwv 

l3ocnpuxo1s yaupouµevos. Ku61owv 0T1: an allusion to a disputed passage, 
Il. 2 · 5 79-80 Ku616wv OTl 1TOO'l µETE1TpE1TEV TlPWEO'O'lV I OUVEK' &plO'TOS ET)V ,roi\u 
6e iri\eicrTous aye i\aous, of Agamemnon. Agamemnon's supposed superi
ority was treated as a problem: Zenodotus read iracr1v 6e instead of 0T1 
iracr1v but athetized the lines on the grounds that in the preceding verse 
Ajax is said to be the best after Achilles. oi "his" ( dative of reference). In 
Homer the original initial digamma regularly prevents correption before 
the reflexive personal pronoun; 0T1 oi is a common Homeric juncture 
(e.g. Il. 23.545, Od. 13.343). iv oupea1v: see 299n. aµcpi napfi16a I 
~oaTpuxov "hair on its cheek." The disyllabic irap,i1s for trisyllabic irapT)·ts 
is a tragic form ( e.g. Aesch. Ch. 24, Eur. IA 187, 681). po6iav ... 

xipa: cf. 603. Nymphs conventionally have rosy arms (e.g. Hes. Th. 246, 
251). i6EKTo: a Homeric athematic form of 6exoµ01 that may have 
either an aoristic or, as apparently here, imperfective ( cf. 6cxµ') sense. 

VIII. AnyteAP 9.3I3 (I6 GP) 

An invitation for travelers to rest in a locus amoenus. Descriptions of ideal
ized rural locations ( already in Sapp ho fr. 2) conventionally feature 
cool water, shade provided by trees, and pleasing sounds and scents; cf. 
Schon beck 1962. Anyte seems to have been among the first to incorporate 
these features into epigrams. Here, the relief afforded by the attractive 
location may be read against the conventional idea that death is a release 
from pains (e.g. CEG 572.3 ~s yaias TT)i\ou cr&µ' aveiraucre ir6vwv). The par
ticiple acr6µaivovTa, a word sometimes used in Homer of dying warriors, is 
significant: the soothing features of the place restore breath to the faint
ing traveler. 

Nicias AP 9.315 is probably an imitation; cf. Reitzenstein 1893: 125, 
Sens 2006: 154-62. 

1[29] i~eu anas: the opening command (cf. Nicias AP9.315.1, Hermocr. 
APl 1 1. 1) resonates against epitaphs requesting that passersby "stand" and 
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pay attention to a tombstone; cf. 2In., CEG 27.1 cnfi61 Kai oiKTtpov, 28.2. 
The speaker assumes that all who pass will fall into the category of tired 
worker described in the second couplet. For the singular ( = ircxvTes), cf. 
Austin-Olson on Ar. Thesm. 372. u,ro KaAcx ... qnilla: cf. Hes. Th. 30 
6cxq>Vf\S ep16f\i\fos o~ov. The speaker focuses on the aesthetic appeal of the 
tree ( Kai\cx, eu6ai\ea). eu6ai\-ris is principally lyric and tragic. 

2[30] wpaiou "seasonal." Not all springs flowed perennially, and those flow
ing in the summer heat (cf. on 3 6epeos) were especially valuable. a6u 
,ro1,,1a: i.e. "fresh water" ( cf. the more common yi\uKu u6wp), sweet for the 
refreshment it provides those suffering from heat ( cf. 5 7). The adjective is 
commonly used of various aspects of Greek loca amoena (cf. 572n.). 

3-4[31-2] " ... so that you may rest your limbs, gasping from the toils of 
the summer through being struck by the gusts of the West Wind." The 
word order is intricate: the central verbal idea, that the traveler will rest 
his weary limbs, is framed by opposed participial phrases modifying yuia, 
which are first said to lack breath ( acr6µaivovTa) and then to be refreshed 
by the breeze. ocppa To1: a Homeric verse opening (/l. 4. 2 20, 
6.308). cxa61,,1aivovTa ... yuia: the participle, here in a Homeric met
rical position (e.g. Il. 16.826), is applied to a part of the body rather than 
to the person as a whole; cf. Pi. Nem. 3.4 7-8 crwµaTa ... acr6µaivovTa. The 
point is clarified by irvo1cxt: the "breath" of Zephyr provides relief to limbs 
craving a breeze. ,rovo1s ... cpiAa yuia recalls Il. 13.85 Twv p' &µa T

0 

apyai\ew1 KaµcxTw1 q>ii\a yuta i\ei\uvTo, of the Achaeans as they rest by the 
ships. As in epic, q>ii\os applied to parts of the body is virtually equivalent to 
a possessive adjective (here "your own"). ir6vo1s 6epeos may mean "from the 
labors of the harvest" (GP), in which case the imagined audience consists 
of harvesters, but it is just as likely to signify "from the toils of summer," 
including the difficulty of walking in the heat (cf. Anyte APL 228.4 &µiravµ' 
EV 6ep1vw1 KauµaTl TOUTO q>ii\ov). TTV01a1 ... ZEcpupou: a variation on the 
Homeric irv01fi1 Zeq>vpo10 (/l. 19.415, Od. 4.402) and irvo1f1v ~eq>vpov ( Od. 
10.25). TUTTT01,,1Eva: the word usually suggests an exhausting or painful 
experience but is here used of refreshment provided by pleasant gusts of 
wind (cf. Hes. RD 594). 

IX. Anyte APl 29I (3 GP) 

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

1 [33] cpp1~01<0µa1: hair is often a focus of divine epithets ( e.g. HHDem. 1 
~flµflTp' iiuKoµov, HH 19.5 cxyi\ae6e1pos, of Pan); the adjective primarily refers 
to the bristling hair of the goat-formed god, but might also suggest "who 
makes one's hair stand on end." Not elsewhere attested, it has analogues 
in [cpp]1~oxahfl (Soph. fr. **1od.5 Radt), cpp1~oi\6cpos (Hsch. cp894) and 
cpp1~66p1~ ( Suda cp7 18); cf. Eur. Phoen. 1 1 2 1 xaiTT}11TE<pp1KOS. auA1cxaw: an 
otherwise unattested epithet of ambiguous sense. The nouns aui\1ov and 
aui\1s may refer to a variety of places for passing the night, including sheep
folds as well as human dwelling places, and the semantic range of aui\1ov 
includes "grotto, cave." Pan and the Nymphs are connected to sheep (cf. 
Call. h. 3.87-8) and to grottoes (cf. Ar. Lys. 721, Theodoridas AP6.224.3, 
6), and the point may be either that as patrons of sheepfolds they have 
aided Theudotus as he pastured his sheep (cf. below, on oiov6µos) or that, 
as resident deities of a grotto, they have provided him with the blessing 
of its water. Cf. Leon. AP6.334.1 aui\1a Kai Nuµcpec.vv iepos irayos. 8ho = 
cxve6ETo, "dedicated." uno a1<on1as: mountain peaks are haunts of Pan 
and the Nymphs ( e.g. Eur. El. 44 7 Nuµcpaias o-Komas). Here the phrase 
suggests the sort of rocks that regularly feature in bucolic loca amoena ( e.g. 
Anyte APl 2 28.1 ~eiv', uiro Tcxv irfrpav TETpuµeva yui' cxvairaucrov): Theudotus 
has enjoyed the type of refreshment urged on travelers elsewhere. 

2[34] 6wpov ... 8eu6oTos: Theudotus ("god granted") is an appropriate 
name for one offering thanks for divine favor. oiovoµos: ambiguous, 
admitting the senses "solitary" ( cf. ~T Il. 2 .460) and "sheep pasturing" 
(Hdn. Epim. p. 138. 7 Boissonade oiov6µos, 6 ~oo-Kos Twv irpo~aTc.vv); cf. 
oioir6i\os with 9711., Hunter on A.R. 4.1322. 

3-4[35-6] Theodotus' gratitude is explicitly for the role played by the 
Nymphs: Pan has been silently dropped from consideration. For the 
explanatory clause introduced by ouveKa ("because"; cf. Sens on Asclep. 
6.5), e.g. Phaedimus AP6.271.3-4; PIA's at µ1v may be an attempt to avoid 
making the Nymphs' gift the sole reason for a dedication to multiple 
gods. un' a~aAio10 8ipeus "from the dry summer." PI 's ~a6fo10, "very 
numinous," could fit the moment of an encounter with gods but is less 
suitable to the context than a form of cx~ai\eos, "dry" ( cx~ai\fou Pl8

). The 
collocation cx~ai\fo10 6epeus is supported by Q.S. 13.242-3 o-Taxuv ... I Afliou 
cx~ai\fo10 6epeus eu6ai\irfos Wpfll; both cx~ai\fo10 and 6epeus occur in the same 
respective positions in epic ( cx~ai\fo10: cf. Il. 20.491, ps.-Hes. Shield 153, 
A.R. 4.679; 6epeus: cf. Hes. ¾D 502). µiya KEKIJflWTa I nauaav "they 
brought an end to his great exhaustion"; cf. Anyte AP 9.314.3 cxv6pacr1 
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KEKµ17&cnv ... aµiraucnv 66010. The spondaic line end suits the slow pace of 
an exhausted traveler. opi~aaa1 XEpai "reaching out with their hands 
(to give)"; e.g. Hes. Th. 433. The encounter with a group of female deities 
who appear to a lone herdsman on a mountain recalls initiation-scenes 
(e.g. Hes. Th. 22-34, Asclep. *45 Sens). 1,.uA1xpov u6wp: cf. 3on.; the 
phrase plays on the conventional application of the epithet to wine (e.g. 
Anacr. PMG 383). 

ASCLEPIADES 

Asclepiades' name is associated with forty-seven epigrams in the Greek 
Anthology and with a few fragments from other sources. Of the epigrams 
in the Anthology, thirty-three are attributed to him alone. For the others, 
authorship is assigned to him or another poet; for six of them, Posidippus, 
whose other works show a great debt to Asclepiades, is the alternative. The 
Byzantine scholar Tzetzes (~Lye.Alex., p. 3 Scheer) mentions Asclepiades' 
hymns, but no fragment is clearly hymnic. Nor is it clear why the Aeolic 
meter that came to be called the "Asclepiadean" was specifically associ
ated with him. 

Asclepiades was one of the most influential early Hellenistic epigram
matists. Though his precise dates are uncertain, the external evidence sug
gests that he remained active at least into the 270s, perhaps into the 260s. 
At Theocr. 7 .40, Simichidas refers to Sicelidas as an admired predecessor; 
the ancient scholia identify Sicelidas as Asclepiades. The significance of 
the nickname is not certain, but it is possible that he spent time in Sicily 
as a young man, perhaps during the period in which Samians were exiled 
from their island (365-322). Uncertainties of attribution complicate the 
internal evidence for his life, but if the Cleopatra honored in one epigram 
(AP 9.752) is the sister of Alexander the Great, the poem was probably 
composed by Asclepiades (rather than by Antipater of Thessalonica, to 
whom it is alternatively ascribed) some time before her death in 309. 

Asclepiades' poetry frequently plays with the boundaries between epi
gram and other genres, including lyric, elegy, and mime. Whether or not 
he actually invented erotic and sympotic epigrams, he certainly played a 
fundamental role in their development. A number of his poems depart 
from the traditional content of epitaphs and dedications and focus on 
erotic themes while retaining traces of funerary language and topoi ( cf. 
6 3-4, 8 rnn.). In several, the speaker represents himself as standing out
side a would-be lover's door; in others, he ( or she) complains about the 
painful effects of love, comments on its symptoms, or attempts seduction. 
Several poems have the symposium as their setting, and in two the speaker 
gives a servant orders for preparing a dinner party. A hallmark of many 
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is their subtle characterization of speakers, who often use language that 
resonates ironically against earlier literature or contrasts with the formal 
characteristics of the genre. 

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

Asclepiades, Posidippus, and Hedylus are linked in the prefatory 
poem of Meleager's Garland, and Reitzenstein ( 1893: 100-2) argued 
that Meleager's selection of poems by the three writers derived from a 
collection - which he identified with the mysterious Iwp6s mentioned in 
connection with Posidippus in I Il. 1 1.1 o 1 - containing poems by all of 
them but not clearly attributing the authorship of individual epigrams. 
Cameron's suggestion (1995: 369-76) that Meleager drew from a col
lection organized by Hedylus in which he juxtaposed his own work with 
that of his predecessors Posidippus and Asclepiades is not implausible. 
The following commentary draws heavily on Sens 2011 (which treats the 
epigrams more fully). 

X. Asclepiades AP I 3. 2 3 (3 3 GP= Sens) 

On Botrys, who late in life has buried his son. The poem opens with a tra
ditional request for the passerby to pause in his travels ( cf. VIII) but then 
focuses on the experience of the surviving father rather than his dead 
son; inscribed epitaphs often note the grief of surviving family members 
(e.g. CEG686. 1-2), but it is unusual for this to be the central theme (cf., 
however, XLII). The son remains unnamed (5n.), and his death is only 
mentioned in a relative clause (3-4n.); nor is it clear whether he was still 
young at the time of his death. Part of the point may be that Botrys has 
survived too long for his own good and been deprived of his son's care 
late in his life ( cf. 2 2 9-3 on.). If so, the final lamentation for the pleasures 
lost to the dead son contrasts ironically with the experience of his father, 
for whom living too has long caused great unhappiness. 

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

1 [37] The interposition of ei Tt KcxyKoveis within the phrase µ1Kpov . 
aKoucrov disrupts the verse in a manner analogous to the interruption 
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of travel that the speaker demands. iw: an emotional lamentation 
such as commonly appear at the beginning of epitaphs ( e.g. CEG 49, 
512, 556). napipnwv: ep,rw was the regular word for "go" in Doric 
( cf. Buck 1 26); and though the usage was generalized to other dialects, 
the form suits the Doric dialectal context. µ1Kpov: adv., "for a short 
while." d T1 KayKov,is "even if you' re in a bit of a hurry"; KayKoveis < Kai 
eyKoveis ( crasis). aKouaov: more usually the passerby is asked to pay 
attention to or look at the information provided on the tomb. 

2[38] n,p1aaa 6iiTa K11611 "quite (6f\Ta) extraordinary troubles." The ambi
guity of the noun, which encompasses "troubles," "concerns," and "grief," 
is resolved in the next couplet. 

3-4[39-40] The relative clause provides the basic epitaphic information 
"Xburied Y' (e.g. CEG 147, Call. 24I). npia~us oy6wKovT' hwv: more 
usually the focus is on the age of the deceased ( e.g. CEG 480). Eighty was 
considered the outer boundary of normal human life; cf. Sol. fr. 20. 4, 
Hd ' ' ' N 6 " 1 d h h " t. 1. 32. 2-4. Tov EK v,wv ... 11 11 area y w en e was young 
( e.g. Pl. Gorg. 483e). The precociousness of the deceased is a consolatory 
trope ( Strubbe 1998), but Botrys' son is not necessarily still a boy. Tl 

Tixva1 Kai aocpov: i.e. "something artful and clever." Texvai is a dative of 
manner ("with artistry"), and the phrase is a zeugma involving typically 
Hellenistic uariatio of the construction ( cf. 2 99-3 oon.). The "wisdom" of 
the deceased is commonly mentioned in epitaphs ( e.g. CEG 99a, 136.4, 
306.2). 

5-6[41-2] For the lamentation directed at the deceased man's surviving 
family, cf. I93-5. cp,u . .. cp,u: the repetition underscores the emotion. 
Tov TEKovTa: the accusative of exclamation after cpeO, w, and the like is 
rare; cf. Call. h. 5.89 with Bulloch's note. The sole focus on the father 
suggests that the mother is already dead. cpiAos: nominative for voc
ative ( e.g. Il. 4.189, 9. 601), as often in emotionally freighted contexts 
(West 1967), especially with cpii\os. nai: this and other fictive funerary 
epigrams in which the deceased is not named may be inspired by real-life 
monuments in which the name appears separately from the epitaph; cf. 
Fantuzzi in Fantuzzi and Hunter 2004: 292-306. oaaav ... a6ovav: 
Doric genitive plurals. anwA,u: Doric second person singular aorist 
middle indicative. 

XI. Asdepiades AP 6.308 (27 GP= Sens) 

A dedication by a boy celebrating his victory in a handwriting competi
tion. Such competitions were a feature of Hellenistic education (Cribiore 
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2001: 1 14), but much of the wit derives from the application of language 
appropriate to victories in public competitions to a minor, everyday tri
umph. The speaker is, as often in votive epigrams, the dedicated object, 
a comic mask which is here treated as a real person, an aged comic char
acter called Chares. The implicit point may be that the dedicator has won 
by copying out a passage of comedy. The speaker's observation in the 
final couplet that he, as an old man, has been dedicated in a place noisy 
with children playfully evokes the conventional irritability of old men in 
comedy ( cf. 3, 4nn.) . 

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

The poem is imitated by Call. AP6.310, where a tragic mask dedicated 
in a classroom is overtly irritated by its location. 

1 [43] v11<,iaas Tous 1Ta'i6as evokes the formal way of referring to win
ning the boys' competition in a variety of public festivals (e.g. [Dern.] 
58.66 ,OAuµiriao-1 v1Ki}cras irai6as o-Ta61ov), here reapplied to a trivial con
text. KaAa ypcxµµaT·: in extant papyri, schoolteachers use the phrase 
to praise good handwriting ( Cribiore 1996: nos. 136, 2 2 2), the teaching 
of which was an important part of ancient education. 

2 [44] Kovvapos: an unusual name ( cf. the Diegesis to Call. fr. 201, which 
alleges that the proverb cxpiraycx Tex Kovvi6a appeared in the false form 
cxpiraycx Tex Kovvapou); as a common noun, the word refers to a type of 
tree (Hsch. K3528). oy6wKOVT

1 

cxa.paycxAous: knucklebones, gaming 
pieces in popular children's games (cf. 83-4, Laser 1987: 118-22). These 
could sometimes be taken by the winner ( e.g. A.R. 3.1 19-2 1). Eighty of 
them would probably have been a desirable but not excessive reward (cf. 
Call. frr. 276, 676). That playing with them sometimes distracted from 
schoolwork (cf. Herodas 3.24-5) contributes to the humor. 

3[45] xcxp1v "as a thanksgiving present" (e.g. CEG 848.1). Mouaa1s: as 
patrons of education (Herodas 3.1, 71, 97), though their role as goddesses 
of poetry is also relevant (cf. introductory n.). Tov 1<wµ11<ov "(mask 
of) the comic character"; the adjective elsewhere refers to playwrights and 
actors. Xcxp11Ta: Chares is a common name, here perhaps chosen to 
evoke xap1v and ironic in context, since one possible implication ("he who 
rejoices") contrasts with the speaker's irritation (see below). 
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4[46] If Hecker's emendation is correct, the entire verse is chiastic, with 
6opuJ3c.u1 ... evi surrounding the verb and the nouns at the beginning and 
the end of the line emphasizing the contrast between the old man and the 
boys among whom he finds himself. 6f\K' evi (MSS 6f\Ke µe} is not, however, 
wholly certain, and it places epic/Ionic evi, absent from drama, in the 
mouth of a comic character. 6opu~w1: the din of the classroom. 66puJ3os 
and its cognates can imply disturbance (cf. [Theocr.] 21.4-5); the speaker 
seems to be unhappy about his location. na16apiwv: the diminutive is 
common in comedy and perhaps colloquial. 

XII. Asdepiades or Archelaus APIA I20 (43 GP= Sens) 

On a statue of Alexander by Lysippus, who has captured his subject's 
appearance and character. The second couplet explains the meaning of 
the opening claim to verisimilitude: Alexander's upturned gaze explains 
what it means to have captured his whole form, while the words imputed 
to him explain the meaning of the morally ambiguous initial word Toi\µav 

(cf. 1n.) and the extent of the power claimed by the king (2n.). 
Some of the vocabulary is equally applicable to Alexander and to his 

image: like Lysippus, the epigram effaces the distinction between image 
and reality (cf. 2, 3nn.). 

By 331 BCE Alexander started calling himself"son of Zeus" (cf. Callisth., 
FGrH 124 F 36). He was sometimes depicted with a thunderbolt, suggest
ing power analogous to that of Zeus. The propriety of such representa
tions was a matter of debate: Alexander himself is said to have criticized 
Apelles for showing him holding a thunderbolt rather than a spear. The 
poem may represent his arrogation of divine prerogatives as problematic 
(4n.). 

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

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

For the dialect, see Introduction section 4g. 

1 [47] ToAµav can connote both positive "courage" and improper "bold
ness." oAav ... µopcpav: Plutarch reports that Lysippus' statues of 
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Alexander revealed the form (i6ea) of his body (Alex. 4. 1). Emphasis on 
perfect likeness is an ecphrastic commonplace; cf. 92, 4 I 3-I 4. anEµa~aTo 

"took the impression of," "copied"; cf. 3 2 3-5n. 

2[48] Aua1TI'TI'os: the Sicyonian sculptor (cf. 42 3) produced numerous 
statues of Alexander in the latter half of the fourth century (Pliny, NH 
34.63), but the tradition that Alexander allowed only Lysippus to pro
duce his portrait (Hor. Epist. 2.1.232-44) is wrong; cf. Stewart (1993) 
25-7. For Lysippus' life and work, see Ridgway ( 1997) 286-320. Tlv 

66i xaAKos ixn 6uvaµ1v "what power this bronze has." The phrase is usu
ally taken as a rhetorical question, but the use of Ti as an exclamatory 
adverbial accusative ( = "how!") in Hellenistic prose (LSJ B 1v) raises the 
possibility that Tiva has a similar sense here. 66i: this colloquial deic
tic, which represents the speaker as being in the presence of the statue, 
is more characteristic of Attic than Doric. 6uvaµ1v applies both to the 
bronze's ability to imitate life and to the real-life power of the figure it 
depicts. 

3[49] au6aaouvT1 6' io1KEv: the speaker imagines that the statue will 
acquire a voice, thus effacing a conventional distinction between live 
humans and even the most realistic representations; cf. 709n. The Doric 
contracted future au6acrouvT1 seems to lie behind the several variants in 
the manuscripts of Plutarch and is here preferred to -ovT1 as lectio diffi
cilior, though it could be a hyper-Doric correction. o xaAKEos: both 
literally the "bronze" statue and figuratively the "brazen" ruler it depicts 
( cf. LSJ 2; cf. Theocr. 2 2 .4 7 crapKi cr16T)pEiT)1, crcpup11i\aTos ofo Koi\ocrcr6s, Ale. 
AP 9.588.1-2). is Ilia AEuaawv: Alexander habitually maintained an 
upturned gaze ( cf. Plut. Alex. 4. 2). The phrase plays on the literal sense 
"Zeus" and the metonymic sense "sky." 

4[50] Alexander's words recall the division of the cosmos among Zeus and 
his brothers by lot (cf. Il. 15.185-93) or by Zeus himself (Hes. Th. 881-5). 
Alexander asserts his authority over a sphere in which the gods have a 
strong interest (/l. 15.193 yaia 6, eT1 ~uv17 iravTwv Kai µaKpos ,,Oi\uµiros, Pi. 
Olymp. 7.55). The division of the verse into neat halves mirrors the pro
posed division of the universe. un' iµoi n8Eµa1 "assume for my com
mand." "OAuµnov EXE "keep Olympus" (rather than "take charge of, 
rule" GP), a variation of the common clausula ( 8eoi) 01 ,,Oi\uµirov exoucr1v 

(e.g. Il. 5.404, 13.68): since to "hold Olympus" is to live there, Alexander 
restricts Zeus's power to his home. 
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XIII. Asclepiades AP 5. I 8 5 ( 2 6 GP = Sens) 

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

The absence of a dramatic context requires readers to reconstruct the 
scene. The speaker is an experienced shopper who knows the market
place well. He orders some delicacies but generally asks for simple and 
inexpensive commodities; the six garlands suggest that there will be six 
partiers, and the quantities he orders for that number are not particularly 
lavish, at least by comparison with the elaborate dinners depicted regu
larly in comedy. "Demetrius" is not a slave-name: he may be the sort of 
loyal friend who helps the lovers in New Comedy (cf. Arnott 1996: 156-
7). If so, the speaker's final, nonchalant request for a girl called Tryphera 
("Luxury") hints at his interest in her, so that the poem subtly charac
terizes its speaker as a shy young man who is afraid to mention the true 
object of his interest directly ( cf. e.g. Moschion in Menander's Samia). 

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

1[51] Eis ayopav ~a6iaas "going to the market" (Ar. Eccles. 7 1 1, Lys. 1.8, 
16). Tptis: like the twenty-four prawns, the three glaukiskoi are eas
ily divisible among six diners; cf. 2n. ~µuvTou is a markedly but not 
exclusively Macedonian name (Hatzopoulos 2000: 99-117). 

2 [52] The ( colloquial?) diminutives may be a sign of real or feigned frugal
ity; cf. Ephipp. fr. 15.3-9. yAauKiaKous: diminutive of yi\auKos, a large 
fish (perhaps a small shark), often cited as a delicacy ( cf. Olson-Sens on 
Archestr. fr. 21.1). aiTu "order" (e.g. Ar. Wasps 496-8). cpuKi61a: 

neuter plural diminutive of q>uKis, an unidentified species of wrasse 
(Labridae), one of the 1rETpaio1 ("rockfish"), small fish that Archestr. fr. 46 
treats as of lower quality and thus requiring elaborate preparation and 
saucing. Such fish were often stewed, presumably in pieces, and that fact 
may explain why the number requested is not divisible by six. 
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3[53] Kucpas Kapi6as: ai Kuq,ai Kapi6es are named as a particular type of 
shrimp at Arist. Hist. anim. 525b1-2. ap181-111au ... auTos: comic 
fishmongers were conventionally arrogant and untrustworthy (cf. Ath. 
6.224c-8c). Amyntas may be different, and the point seems to be that he 
will ensure that Demetrius knows he is getting the correct number. Gow 
proposed ap16µficrai ere 6ei auTas "you must count them" to make the dan
ger of being cheated explicit. 

4[54] Thopas: a markedly Doric form, perhaps suggesting the language 
that would be used by the Macedonian Amyntas (cf. Sens 2004). 6Eupo 
Aa~wv CXTT181: cf. Il. 13.235 aM, aye TEvxea 6eupo Aa~wv i61. The reuse of 
a Homeric phrase might be bathetic, though similar expressions were 
doubtless common in real life. 

5[55] The speaker moves on to preparations for the after-dinner sympo
sium. The last word of the line has been lost, but the basic sense is clear: 
Demetrius should acquire a garland of roses ( cf. po6ivous} for each guest. 
The making and selling of garlands was piecework for those of very low 
social status, and the vendor's Egyptian name may thus reflect the real 
ethnic stratification of the marketplace. A disyllabic word is missing at the 
end of the line; the solutions proposed have been words meaning "gar
lands," but none is convincing. i~ reveals the number of participants, 
each of whom will wear a garland. This is the only Asclepiadean violation 
of "Naeke's Law" (cf. Introduction section 4h[i]). 1TpoaAa~E "buy in 
addition" (e.g. Xen. Mem. 3.14.4). 

6[56] Female performers were often hired for symposia, sometimes pro
viding sex in addition to entertainment like music, dance, and acrobatics. 
Tryphera's precise role and the nature of her relationship to the host 
are unspecified, and though it is likely that she is a hired entertainer (cf. 
Anacreont. 32. 14-15 µuptcrov, p6601s 6e KpCXTO I iruKOO"OV, KO'.Ael 6' ETOlpf\V, Gow 
on Theocr. 14. 2 1), that does not exclude the speaker's having a personal 
interest in her ( cf. Pos. 1 24. 1-2 AB Tecrcrapes oi lTlVOVTes· epwµEVf\ epxeff 
EKO'.O"TWl" I OKTW y1voµevo1s Xiov ev oux lKOVOV). Tpucpipav: though attested 
in the inscriptional record, the name suggests a sexiness ( Tpuq,ii} appro
priate to a symposium entertainer. Taxiws iv 1Tapo6w1: the speaker, 
perhaps disguising his true interest (see introductory n.), represents the 
errand as something incidental to his main task. 

XIV. AsclepiadesAP 5.I69 (I GP= Sens) 

Lovemaking provides the greatest pleasure. The poem is constructed as a 
priamel, a rhetorical structure in which the speaker enumerates a series 
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of items as a foil to emphasize the main focus of his attention (see Race 
1982). Its background lies in a series of poems in which a list of different 
types of excellence culminates in the superior pleasure to be derived from 
what one desires, as in an epigram inscribed on the Letoon at Delos (209 
Preger ap. Arist. Eud. Eth. 1214a5-6; cf. XXXIX, Thgn. 255-6, Soph. fr. 
356; Sappho, fr. 16. 1-4 treats what one desires as Kai\]ucrTov). Asclepiades 
differs from those predecessors in making the greatest pleasure sexual. 
The epigram distinguishes pleasures that are restricted to a particular sea
son from lovemaking, which is both sweeter and independent of time, 
and reframes pleasure as the product of a reciprocal activity from which 
both lovers derive satisfaction. 

The importance of cool drinking-water to travelers and of fair weather 
to sailors appear explicitly or implicitly as themes of early epigrams (cf. 
VIII, IX, xxx11). Gutzwiller 1998a: 72 reads the poem as a programmatic 
assertion of preference for erotic themes and suggests that it may have 
introduced a collection of epigrams. This may be correct, but we do not 
know how Asclepiades "published" his poems. 

1-2(57-8] A rewriting of Aesch. Ag. 899-901, where Clytemnestra calls 
Agamemnon "land appearing to sailors unexpectedly, a most beautiful 
day to see after a storm/winter (eicr16eiv EK xeiµaTos), a flowing spring to 
a thirsty traveler ( 66om6pw1 614'WVT1 TIT}yaiov peos)" ( cf. Di Marco 2002); 
Asclepiades' version includes references to particular times of year (6epous: 
EK xe1µ&vos ... eiap1v6v). t16u ... t16u: anaphora with grammatical varia
tion, with the adjective first agreeing with 1ToT6v in apposition to x1wv (for 
the idea, cf. Theocr. 1 1 .4 7-8), and then as predicate to i6eiv. x1wv: i.e. 
snow-cooled water (LSJ 11). iK xnµwvos "at the end of winter," when 
sailing becomes safer. dap1vov l:Ticpavov "the Crown, sign of spring," 
a reference to Corona borealis, allegedly Ariadne's catasterized ivy crown 
(Arat. 71-3, Call. fr. 110.59-60, A.R. 3.1003-4), but the phrase also sug
gests a garland composed of spring flowers. 

3[59] i;61ov: the comparative, less usual than the superlative in the cap
ping sections of priamels (Bundy 1986: 1 1 1 n. 33), is to be preferred 
to i;61crTov as difficilior (since difficult readings are more easily cor
rupted). o"TToTav: unlike the previously mentioned activities, the 
sweetness of lovemaking is not dependent on the season. 

3-4[59-60] µia ... xAaiva: clothes served as bedding, and the sharing of 
a cloak is a discreet way of talking about sex; e.g. Theocr. 18. 19 u,ro Tcxv 
µiav tKETo xi\aivav. The word order, with adjective and noun surrounding 
Tous q>1i\eovTas, mirrors the encircling of two bodies by one cover. Tous 
cp1AiovTas: the masculine plural includes both sexes. aiv;;Tat Ku"TTp1s: 
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i.e. both parties reach orgasm; cf. 5 5 3n. un~ aµcpoTipwv: that epws and 
its satisfaction will be reciprocal and mutual is desirable in erotic relation
ships ( e.g. Theocr. 2 .143 ES ir60ov iiv0oµes aµ<pw). 

XV. AsdepiadesAP 5.85 (2 GP= Sens) 

An attempt at seduction. The speaker advises a girl not to conseive her 
virginity, since there is no pleasure after death. In providing advice on 
sexual conduct, the poem resembles some passages of sympotic poetry, 
especially elegy (e.g. Thgn. 1327-30), but it also draws on the motifs and 
language of funerary epigram. Its wit depends on the ambiguous relation
ship between amatory and funerary elements and also on the engagement 
with and subversion of the commonplace idea that like Persephone dead 
virgins become brides of Hades (cf. xx1x introductory n). 

1 [61] cpd6111 nap8Evi11s: the speaker treats the girl's virginity as a commod
ity that she is preserving too frugally; for the idea, cf. Ameipsias, fr. 21.4-5 
OU XPll ir6M, EXElV 0VT}TOV &v6pw,rov I a.AA, Epav Kai KaTecr6ie1v· O"U 6e KOpTa 
<pei6T}1. Ti nAiov; "what benefit will you receive?" a common colloquial
ism that picks up the economic connotations of <pei6T}1. 

1-2[61-2] ou ... cp1AiovTa "Nor going to Hades will you find anyone to 
love you." The phrase plays on the ambiguity of "Hades" as place and god. 
Despite the commonplace identification of dead girls with Persephone, 
this one will not find a lover in Hades, nor will the god Hades be her 
partner (cf. Cairns 1993, 1996a). Kop11 evokes Persephone's cult title 
Kore. 

3-4[63-4] Pleasures are inaccessible to the dead, and must therefore be 
enjoyed during life (cf. Thgn. 567-g, Ameling 1985). The second couplet 
picks up the themes and language of the first ( 1 ou yap ES 'J\16T}v - 3 Ev 6, 
/\xepovT1, 2 KopT} - 4 irap0eve); these links lend special weight to Ke10-6µe6a, 
which responds to the evocation of the "marriage to death" theme in the 
previous couplet. TCX TEpnva: cf. Mimn. fr. 1. 1 TlS 6e ~ios, Ti 6e TEpirvov 
chep xpucrf\s /\<ppo6iTT}s; oa.ia Kai O"TI"o6ni evokes the language of epi
taphs ( e.g. CEG 545.1 OO"TEO µev Kai crapKas EXEl xewv ,rai6a TOV ri6uv; cf. 
Phoenix, fr. 1. 2 2-4 "I went to Hades bringing neither gold nor horse 
nor silvery wagon; I, the mitre-bearer, lie as dark ash"). KnaoµE8a: that 
the verb is appropriate to both sex and death contributes to the speaker's 
point: he and the girl will lie together joylessly in the future even if she 
does not sleep with him now. Cf. Di Marco 2002: 261-4. 
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XVI. AsclepiadesAP 5.2Io (5 GP= Sens) 

On Didyme, an attractive woman with a dark complexion. The poem 
plays with the intersection of amatory and funerary language (cf. 1n.), 
but its more obvious background lies in the commonplace idea that lov
ers can see no imperfection in their beloveds ( e.g. Pl. Rep. 4 7 4d-4 7 5a, 
Phaedr. 233a, 24oe, Theocr. 6.18-19, 10.20). It illustrates this by having 
the speaker express his feelings in response to imagined objections to 
Didyme's complexion. 

The speaker's heightened emotion in 1-2 (cf. 1 wµo1) contrasts with 
his more distanced recognition, in 3-4, that not all agree with his views. 
The first couplet casts the speaker as the passive victim and Didyme as 
the aggressor; in the second, the idea that he himself will warm her and 
thus bring out her beauty suggests that he is at least complicit in his own 
burning. 

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

1 [65] Twcp&aAµw1 "with her eye," the conventional source from which 
desire emanates ( cf. Mel. AP 1 2. 109. 1-2; Propert. 1. 1 . 1 Cynthia prima 
suis miserum me cepit ocellis). auvtipnaan: with Didyme as subject, the 
verb reverses the more common use of forms of apira~c.v to refer to sex
ual violence toward a woman (e.g. HHDem. 3, 19) and evokes its regular 
application to sudden death (e.g. SGO 20/03/05.5 cmpo"i6iis voucr[6]s µe 
cruvi}piracre, Magini 2000: 2 2-4). wt,101: expressions of lamentation are 
common in funerary contexts, too. 

2[66] Cf. Pi. fr. 123.10-12 " ... but because of her [Aphrodite], I melt 
(TaKoµm) like wax (Kflpos ws) of sacred bees, stung by the sun whenever 
I look (i6c.v) at the fresh-limbed youth of boys." TT)Kot,1a1: literally "am 
turning to liquid," and thus appropriate to melting wax, but also regu
larly used to denote wasting away from love sickness (e.g. Pi. fr. 123.11, 
A.R. 3.1019-21, Theocr. 2.28-9, Call. fr. 75.14-15; cf. Ibyc. PMG287.1-
2). KCXllos opwv picks up 1 TW<p6aAµw1. 

3-4[67-8] Like Didyme, charcoal is dark, but when heated it takes on 
the color of roses, a proverbial image of beauty; for the conflation of fire 
and botanical imagery, see Borthwick 1 969. The passage seems related 
to Theocr. 10.26-8, where the singer similarly responds to the criticism 
of Bombyca's dark complexion by citing violets and hyacinths; cf. 28 Kai 
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To iov µei\av ecni, Kai 6. ypmncx ucxK1v6os. Cameron 1995: 2 36 argues for 
the priority of the Theocritean passage on the grounds that it closely 
reworks Plato's account of the verbal contortions in which lovers engage 
(Rep. 5.474d-475a), whereas Asclepiades' does not. µiAa1va: for the 
idea that dark skin was a defect in women, cf. Diph. fr. 91.3. There is no 
way to identify Didyme's ethnicity, since the word is used of a range of 
complexions, and the comparison to charcoal is probably inspired by the 
adjective. Ti Toi:iTo; Kai av8paKES "so what? Charcoal <is> too." OTE 
. . . 8aA'flwµEv: for the omission of &v in a generalizing temporal clause, 
cf. Smyth §2402. po6ta1 KaAuKES: perhaps a sexual double entendre: 
roses, apart from their proverbial beauty (e.g. Men. Mon. 403), could 
serve as an image for female genitalia (cf. Sandin 2000). 

XVI/. Asclepiades AP 5. 64 (II GP = Sens) 

The speaker swears that Zeus will not drive him from his beloved's door. 
The epigram is thus a variation of a ,rapaKi\aucri6upov, in which a speaker 
appeals to his beloved for entry into his or her house or complains about 
being denied access; such poems represent themselves as a product of the 
Kwµos, a drunken revel following a symposium (cf. Copley 1956). Though 
these appear already in the archaic period (cf. Ale. fr. 374), Asclepiades' 
engagement with their conventions probably reflects the influence of 
New Comedy (cf. Thomas 1979). 

Rather than address his beloved, the speaker complains to Zeus, who 
is directly named only in the final verse. His determination to abide any 
weather produced by the god resembles Prometheus' unwillingness to yield 
as it is depicted in the Prometheus Bound (1043-53; cf. Aesch. Sept. 427-31, 
441-6, Eur. Phoen. 1172-6, of Capaneus), though read against the back
drop of Prometheus' principled resistance, the speaker's stance is undercut 
by the reality that he is merely vowing to persist in his Kwµos, and his prom
ise to withstand even more terrible assaults appears naively grandiose. 

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

The diction includes grand and commonplace elements. The first 
couplet has rare words and a high-style periphrasis, the second several 
colloquial elements, and the third a lofty analogy cast in epicizing terms. 
See Taran 1979: 51-114, with discussion of the epigram's substantial 
afterlife. 
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1-2(69-70] vticpt . . . vicpfl creates a jingle framing the coup
let. xaAa~o~oAn: first attested here. noin aKoTos "make darkness!"; 
cf. Diph. fr. 91.3. crK6Tos is here third declension neuter. ai8t, 

Ktpauvou: sc. µe. aiec.u is commonly used of the passion engendered by Eros 
(Call. fr. 67.2, A.R. 3.296, Theocr. 2.40), and its use here implicitly jus
tifies the speaker's resistance: nothing Zeus can do to him matches what 
Eros has done already. nopcpupovT~ . . . vicpfl: a variation of the epic 
phrase 1ropcpupefl1 vecpei\flt (/l. 1 7 .551, HHMerc. 2 17), of clouds cloaking 
gods. iv x8ovi atit: an elaborate way to describe the rain of a thun
derstorm, with ev probably a preposition in a "pregnant" sense ("shake all 
the dark clouds <so that they are> on the ground"; cf. A.R. 3. 1 308 Tov 6, ev 
xeovi Kcxf?,f?,ai\ev); alternatively, ev ... creie could be taken as a unit in tmesis, 
which is, however, not elsewhere attested in Asclepiades. creie refers to the 
rumble accompanying a thunderstorm; cf. Ar. Birds 1751, Soph. Trach. 
1087-8 EVCJElCJOV, wva~, EYKOTCXCJKf\\VOV f?,ei\os, I TICXTEp, KEpauvoO. 

3-4[71-2] For the lover's determination to continue even at the risk of 
death, cf. Thgn. 1327-8 w ,rai, ec.us &v EXT\lS i\eiav yevuv, ou1r0Te cr, aivwv I 
TIO\JCJOµat, ou6, ei µ01 µ6pcr1µ6v EO"Tl eaveiv, Soph. Ant. 883-4, oc 1040-1. 
iiv yap t,U KTdVfllS: cf. Il. 20. 186 ai KEV eµe KTEiVfllS. TOTE: i.e. "in that 
case." acpfi1s: cxcpiflµt, "allow," with acc. and infin. is a prosaic usage (LSJ 
1v) and perhaps colloquial: the speaker addresses Zeus in informal, famil
iar terms ( cf. next n.). 61a8fi1s ... xdpova: 61aTi6flµ1 KaK6v (-ex) with the 
accusative of the person harmed is common in the Hellenistic koine ( e.g. 
Jos. Ant.jud. 2.242, Philo,Jos. 156) and is likely to be felt as colloquial. 

5-6[73-4] That even Zeus and the other gods are susceptible to the 
power of Eros (cf. Lasserre 1946: 130-49) is often used to justify mor
tal sexual behavior (e.g. [Thgn.] 1345-50, Eur. Tr. 948-50, Ar. Clouds 
1080-2, Isocr. 10.59, [Theocr.] 20.34-41 ). The specific reference is to 
the story of Danae, locked by her father in a bronze chamber, which Zeus 
entered as a shower of gold. As an exemplum (cf. Men. Sam. 592-5) the 
story is ironic, since it shows the weakness of the drenched, excluded 
lover in relation to the god, who easily slipped into Danae's chamber; 
that the god does so in the form of rain adds to the irony. iAKn ... 

nna8ds: the opposition between the emotional compulsion (for ei\Kc.u, cf. 
3 I 4) and persuasion at the beginning and end of the verse highlights the 
difference between the speaker's and the god's experiences. Persuasion is 
commonly associated with Eros and Aphrodite (e.g. Hes. lffi 73, Sappho, 
fr. 1.18-19, Ibyc. PMG 288, Pi. Pyth. 4.218-19). o KpaTwv: a rejec
tion of Zeus's supreme Kpcnos (e.g. Od. 5.4, Hes. Th. 385-8, Theocr. 
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22.213). 6ux ... i6us 8aAaµwv "slipped through (the walls of) the cham
ber," with the preposition used with the genitive of motion through a pene
trable substance (LSJ 1.1, hypoth. ad [Eur.] Danae fr. 1132.4-8, p. 1030 
Kannicht). xaA1<dwv xpuaos: the juxtaposition evokes Glaucus' folly in 
exchanging his golden armor with Diomedes for bronze (ll. 6.235-6 TEUXE, 
&µe1~ev I xpucrea xai\Keiwv), and suggests both the lengths to which Zeus will 
go and the vast difference between divine and mortal lovers. 8aAaµwv 
may denote any inner room, but its regular use in the sense "bridal cham
ber" (LSJ 1.2.a) makes it especially appropriate (cf. Pherecydes FGrH 3 F 
10, Soph. Ant. 947, Paus. 2.23.7). 

XVIII. Asdepiades AP 5. I 4 5 ( I 2 GP = Sens) 

A napaKi\aucri8upov (cf. XVII introductory n.). The speaker (almost cer
tainly a man, though the Frag;mentum Grenfellianum, lyr. adesp. pp. 1 77-g 
Powell, contains a woman's napaKi\aucri8upov) addresses garlands he has 
left on his beloved's door after a K&µos, urging them to stay fresh until 
the boy emerges. Excluded lovers regularly pledge not to abandon their 
station (e.g. 7 I-2); this speaker is leaving, and the garlands are to stay and 
represent him. 

The poem falls into two groups of three lines - the first focused on 
instructions for the present and the second on the future; they are linked 
by the representation of tears as figurative rain (3, 6). The soaking of 
the garlands with tears inverts the conventional soaking of rained-on 
excluded lovers. Eventually, the boy will emerge for a reason other than 
granting the speaker access; what would under different conditions have 
been a source of triumph will result only in tears. 

1[75] auTou "here." µ01 "I beg you" (Smyth §1486). TTapa 611<Aia1 
Taia6E: i.e. by the outer doors of the house (for 61Ki\is, cf. 587Il.), the posi
tion currently occupied by the speaker. KpEµaaToi: excluded lovers 
frequently leave the garlands they wore at the symposium by their belov
eds' doors (cf. Theocr. 2. 153, Headlam on Herodas 2.34-7). 

2[76] TTPOTTETWS "hastily, prematurely," though the etymological connec
tion to ninTw "fall" is also active. cpuAAa T1vaaaoµno1 "causing your petals 
to scatter." 

3[77] ous: i.e. the garlands. KCXToµ~pa ... ipwvTwv "for the eyes of 
lovers drip with rain." Excluded lovers are often rain-soaked, but here 
the "rain" is a metaphor for tears, with which the speaker has thoroughly 
drenched ( KaTE~pe~a) the garlands. For the idea cf. the allegorization 
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of rain as the tears of Zeus or the heavens ([Orph.] 407F Bernabe, 
Heraclitus, All. 42.5), an idea that apparently lies behind Il. 16.459-60; 
the metaphor does not seem to be attested of human tears before this 
passage. The jingly alliteration of KaTe~pe~a - KcxToµ~pa ... oµµaT· seems 
playful and at odds with the speaker's claim to be distraught. K<hoµ~pos is 
a prosaic adjective. 

4[78] oiyo1,1iv11s ... 6up11s "when the door is opened." 

5-6[79-80] The boy will experience metaphorically what many excluded 
lovers experience from literal rain in other poems. CTTa~ae~: crTcx~w is 
commonly used of shedding tears (e.g. Eur. Ion 876). UETov: appar-
ently the first attestation of the noun in the metaphorical sense "tears" 
( cf. Lat. imber). "TTi111 extends the association of tears and rain, since 
irivw may be used of the earth absorbing rainwater (LSJ 111). The speaker, 
who previously had been at a symposium, imagines his beloved drinking 
at a later time. 

XIX. Asclepiades AP I 2. 4 6 ( I 5 GP = Sens) 

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

The imagery of the second couplet derives from Anacr. PMG 398 
CXO"Tpaycxi\at 6, ,,EpwTOS ElO"lV I µaviat TE Kai Ku601µ01, where CXO"Tpaycxi\01 is 
metaphorical. Eros and the Erotes are often depicted playing games such 
as knucklebones in literature and art ( e.g. Anacr. PMG 358.1-4, A.R. 
3.117-24, Pos. 135 AB, LJMCEros nos. 755-78). 

The fundamental idea is that the Erotes are unaffected by the sufferings 
they cause, and will continue to be unaffected by the speaker's misery and 
death ( cf. Defreyne 1993: 207); the final line is thus an indictment of their 
irresponsible cruelty (cf. A.R. 3.129, 4.445-g) rather than "a calm realization 
of love's neutrality" (Garrison 1978: 58). But the apparent gravity is under
cut by the cool playfulness created by the speaker's language ( cf. 3-4n.). 
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1 [81] Specifications of age are common in funerary poems ( especially 
in epitaphs for those who have died young; cf. LVII), and the claim that 
the speaker is not even twenty-two would fit an epitaph spoken by the 
deceased. But unlike the speakers of such poems, who regularly express 
their regret for pleasures and opportunities lost, the speaker is already 
tired of living and is willing to die. 1<on1i:> (i:>v "I'm tired of living." 
Komaw, common in comedy and prose but absent from higher poetic 
genres, is probably colloquial. 

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

2-3(82-3] Ti ••• Ti ••• Ti: the rapid anaphora reflects the speaker's dis
turbed state. Ti KaKov ToiiTo; "Why this trouble?" i\v ... Tl na8w: 

a common euphemism for "if I die" (cf. Eng. "if something happens to 
") me . 

3-4(83-4] 6ijAov . . . I ws To napos nai~ta8> answers the speaker's rhe
torical question Ti no1f1creTe; since ws To napos is always treated as a unit 
( e.g. Od. 24.486, Nie. Alex. 86), 6fii\ov here must be equivalent to 6fii\ov 
0T1 ( cf. Pearson on Soph. fr. 63, Theocr. 10.13). Line 4 is alliterative and 
assonant. Its words increase in length from one to four syllables; this 
progressive "racking up" of syllables ("rhopalic" structure) may suggest 
the scoring of the game of knucklebones (McKay 1968: 173); cf. Olson
Sens on Archestr. fr. 16. 6-9. acppovts "heedless(ly) ," an otherwise 
unattested sense (cf. Theocr. 10.20 wcpp6vT1crTos "Epws; contrast Pos. 135.2 
AB, where the adj. has its usual sense "foolish"). Their insouciance makes 
them all the more dangerous. aa-rpayaA01s: see 44n. 

XX. Asclepiades AP I 2. I 3 5 ( I 8 GP = Sens) 

Nicagoras' drunken behavior shows that he is in love. The opening 
comment on wine's capacity to expose emotions resembles passages of 
Theognis in which the speaker reflects on the effects of drinking. These 
archaic models express such observations as generalized truths (e.g. Thgn. 
211-12, 497-8, 873-6) or as comments made during a drinking-party 
(Thgn. 487-8, 503-8); here, by contrast, the speaker reflects on a past 
event to illustrate his point. His location and audience are unspecified: he 
might be addressing the fellow symposiasts implied by 1 17µiv or speaking 
to another group after the event. 

The poem plays on the commonplace that drinking leads to the truth 
( cf. 1 n.) by compelling people to speak openly about things that they 
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would otherwise keep to themselves ( e.g. Ale. fr. 366 oTvos, w q,ii\e nai, Kai 
cxi\cx6ea, Philoch. FGrH 328 F 170, Ephipp. fr. 25, Theocr. 29. 1 ). The pres
ent situation is different: Nicagoras continues to deny the truth, but his 
drunken state has undermined his self-control so much that he behaves 
in revealing ways. Although the point of 2 noi\i\ai ... npon60-e1s seems 
initially to be that the nature and number of Nicagoras' toasts expose his 
feelings ( cf. Giangrande 1968: 121), the behaviors described in 3-4 are 
all non-verbal. The implied situation resembles scenes from comedy (cf. 
Antiph. fr. 232 "Someone could hide all but two things: when he's drink
ing wine or when he's fallen in love. The result is that those who make 
toasts are particularly obvious," Men. Mis. 761-6, Dis Ex. 104-5 Ti KaTfl<J>TlS 
Kai a-Ku6pwn6s, eine µ01; I Kai ~i\eµµa Tova· un66aKpu;), and the overall effect 
is perhaps humorous (Garrison 1978: 59). 

LXVI is a variation on the epigram; cf. LXIX introductory n. 

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

... npon60-e1s. oivos ipwTos iAtyxos "wine is the test (that exposes) 
love." For the language, cf. Eur. HF 162 cxv6pos 6' ei\eyxos ouxi TOf EV4'vxias. 
That wine reveals a person's true state is a traditional idea ( e.g. Thgn. 
500, Aesch. fr. 393, Theopomp. Com. fr. 33. 3). tpav apvtu.,itvov ... 
nponoans: the narrative illustrates and explains the opening generaliza
tion; epcxv corresponds to epWTOS, noi\i\ai ... TTpOTTOO"ElS to oivos, cxpveuµevov 
... I i;Tacrav to ei\eyxos. The absence of a connective between this and the 
previous sentence isolates the initial aphorism and presents it as a topi
cal heading. N11<ayop11v: a common name, perhaps ironic here, since 
it implies a persuasiveness at odds with his failure to deceive. T)Taaav 
"proved false." The compound e~eTcx~w is more common. ai noUai 
... nponoans: cf. adesp. lyr. fr. 3.4-5, p. 181 Powell UTTO yap TWV noi\i\wv 
npon6crewv I [~aKxeuwv &] i\i\0µ01. The article suits either "our many toasts 
(as a regular part of the symposium)" or "his many toasts (to his beloved)." 

3-4[87-8] The enumeration of the physical symptoms of love belongs to 
a tradition going back to Sappho (fr. 31). Here, the behaviors adduced as 
evidence oflove sickness are not exclusive to it, though they are character
istic of the young lovers of comedy (above, introductory n.). Kai yap 
"for in fact" (cf. Denniston 108-9). ivuaTaat "he nodded his head" 
(cf. Pl. Ion 533a), an act which may be caused by drinking alone (e.g. 
Thgn. 503-4 oivo~apew KEq>ai\,;v, 'OvoµcxKplTE, Kai µe ~1CXT01 I oivos, Pl. Symp. 
223d) and offers little proof of Nicagoras' emotional state. Tt KaT11q,is 
I i~Atnt "he had a quite downcast look" (cf. Eur. Med. 1012, Heracl. 633, 
Men. Dis Ex. 104-5). ~i\enw with an adverbial internal accusative is char
acteristic of comedy and probably colloquial in tone (Olson on Ar. Ach. 



COMMENTARY: XX, 87-8; ERINNA 

95; Frogs 562 e~i\e41ev ... 6p1µu). Tl functions as an intensifying adverb; cf. 
Bulloch on Call. h. 5.58, Hopkinson on Call. h. 6.57. xw aqnyx6ds ... 
a-ricpavos "the garland bound ( to his head)," a reference to the "pathetic 
fallacy" that the disintegration of garlands was an indication that a person 
was in love (cf. Ath. 15.669f-7oe, citing Clearchus fr. 24; JI9n., Theocr. 
7 .63-4, Hangard 197 1); but here the garlands may simply have slipped 
from Nicagoras' head because he nodded off. 

ERINNA 

Erinna's biography was controversial: ancient sources identified her birth
place as Teos, Tenos, Telos, Rhodes, or Lesbos ( Suda 115 2 1; Steph. Byz. 
T 1 16) and placed her floruit variously in the time of Sapp ho ( Suda loc. 
cit.) or (more plausibly) in the late fifth or early fourth century (Tatian 
33.2) or in the mid fourth century (Eus. Chron. 01. 107.1); cf. Neri 2003: 
42-7. Her Distaff, a poem of some 300 hexameter verses in mixed Aeolic 
and Doric dialect, was admired by Hellenistic poets. In the poem, frag
ments of which are preserved on papyrus (SH 401), Erinna laments her 
friend Baucis' premature death; the funerary epigrams of Asclepiades 
and Leonidas map Baucis' fate on Erinna's own (cf. xx1x introductory 
n.). In addition, three epigrams attributed to her appear in the Greek 
Anthology via the Garland of Meleager, who includes her in his prefatory 
poem (AP4.1.12;cf. Suda11521). 

The authenticity of the epigrams is questionable. Two are epitaphs 
for Baucis, and it is easy to suppose that they derive from the same con
text in which Asclepiades and Leonidas composed tributes to Erinna 
and that they were assigned to her on the basis of their content: one 
(AP 7.710) assigns Tenos as a birthplace to Baucis and may readily 
be understood as engaging in a Hellenistic debate about Erinna's 
homeland; the other (AP 7. 7 1 2) appears to quote the Distaff, as does 
Leonidas' epitaph for Erinna. The third (below), an ecphrasis of a 
painting, resembles the epigrams of Nossis, and was assigned to that 
poet by West 1977, who improbably argued that Erinna herself was a 
fiction and that the Distaff was the work of a male poet. The case against 
Erinna's authorship of the epigrams depends on the resemblance of 
the poem to later works and on assumptions about the development 
of ecphrastic epigram. It is inherently circular but has some weight ( cf. 
FGEp. 155, Neri 2003: 85-8). AP6.352 is thus included here either as 
a precursor to a form later developed by third-century poets or, more 
probably, as an elegant Hellenistic example spuriously assigned to 
Erinna; cf. Peirano Garrison 201 7. 
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XXI. ErinnaAP 6.352 (3 GP) 

On a painting of Agatharchis. The basic theme - that the artist has cre
ated such an accurate representation of the subject that it seems to be 
alive except for the absence of voice - is first attested at Aesch. fr. 78a.6-7 
ei6c.vi\ov ElVOl TOUT, eµfi1 µopcpfi1 ,ri\eov, I TO ~016ai\ou µiµ17µa· cpc.vvfis 6ei µ6vov, 
which similarly positions the work against a legendary artistic predecessor 
( cf. 1 n.). If the epigram is by Erinna, the development of the motif in 
Hellenistic poetry (49-50, Herodas 4.32-4) may be due to its influence 
( Gutzwiller 2002a, Skinner 2001). The language of the opening line cre
ates slippage between two types of ypcxµµaTa, those of the painting and 
of the poem in which it is described (cf. Mannlein-Robert 2007: 255-6, 
Tueller 2008: 142-5), and thus suggests the shared delicacy of both. The 
subtle assimilation of artist and subject ( cf. 1 n.), artwork and poem, is 
anticipated by the dictum attributed to Simonides (Plut. Mor. 346f) that 
"a painting is a silent poem, a poem a chattering painting"; Erinna's poem 
enacts the creation of voice that it describes. 

1 [89] aTaAciv "delicate." Like cx,rai\6s (with which it is sometimes confused 
in manuscripts, as here; cf. Aesch. Pers. 53 7), cxTai\6s is often applied to 
young people ( e.g. Od. 1 1.39), or to their state of mind ( e.g. Il. 18.567, 
Hes. Th. 989). Here it may imply artistic subtlety, but since it would apply 
well to the virgin Agatharchis, it also assimilates the artist to the artist's sub
ject (cf. LXXXII, LXXXIII introductory nn.). xnpwv: see 42 3n. Ta6E 

ypaµµaTa "these marks," including both the painting (cf. Theocr. 15.81-
3) and the poem itself. Aw1crn: an affectionate and lighthearted 
address ("my good man"), more common in prose than verse (e.g. Pl. 
Gorg. 467b, Laws 1.638a; in poetry, Call. fr. 191.33). TTpoµa8Eu: 

Prometheus is invoked as the paradigmatically wise (Thphr. fr. 50) figure 
responsible for creating humans from mud and thus analogous to an art
ist; cf. Aesop 240 Perry; Philemon fr. 93.1; Men. fr. 508.5; in Hellenistic 
art, he is often depicted in the process of forming individual people or 
parts of the body (UMC 80-112). 

2[90] ivT1: Doric third person plural of eiµi. Tiv: see 293n. aocpiav: 

the word may be used of both poetic ( e.g. Pi. Isthm. 7 .18, Call. fr. 1. 18) 
and artistic skill ( e.g. Arist. Nie. Eth. 1 141 a9-1 2). 

3-4[91-2] "To be sure, if the person who painted this maiden had added 
a voice, truly she would be Agatharchis in her entirety." Contrafactual 
conditions of this sort are an ecphrastic topos: e.g. Asclep. 2 1 "if wings 
were added to you and there were a bow and arrow in your hand, not 
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Eros but you would have been inscribed as son of Cypris," Herodas 
4.32-3. youv introduces evidence that confirms the preceding 
assertion (Denniston 451); compare, in a parallel context, Herodas 
4.32. huµws: cf. I 75n. For "truthfulness" as a desideratum in art and 
literature, cf. 4 I 8n. oaT1s iypa'flEV: the speaker claims ignorance as 
to the identity of the artist (cf. Herodas 4.21-2); the masculine relative 
pronoun could refer to an artist of either sex. n0Ti6111<': irpocrTi611µ1 

and its intransitive complement irp6crKe1µ01 are standard words for adding 
elements to a work of art; cf. Il. 18.379, Headlam on Herodas 4.60. 11s: 
Doric= 11v. 01\a: cf. Theocr. 496. 

LEONIDAS OF TARENTUM 

Leonidas of Taren tum probably flourished in the first third of the third 
century. Points of contact between his epigrams and one by Asclepiades, 
for example, seem more likely to reflect borrowing from than by Leonidas 
( cf. Sens on Asclep. 30). More than ninety poems are assigned to him in 
the Anthology (with or without ethnic specification), and several more 
name him as a possible author. Most of his extant compositions play on 
the formal features of epitaphs or dedications, and in this sense his cor
pus resembles that of Peloponnesian epigrammatists such as Anyte ( cf. 
pp. 5, 55). A number of the epigrams focus on humble working people, 
including herdsmen, hunters, and fishermen, as well as entertainers, 
weavers, and the like, and on the broader theme of poverty. Several 
poems reflect on the uselessness of wealth and prestige after death; 
these moralizing poems have sometimes been associated with a Cynic 
world-view (cf. Gutzwiller 1998a: 104-8, Solitario 2015), but the links to 
Cynicism seem more conceptual than specific. Many epigrams exploit a 
tension between humble subject matter and elevated language, including 
numerous high-style compound adjectives, glosses, and other unusual 
words, as well as alliteration and other forms of phonetic play. Leonidas' 
work shares this tension with Theocritean bucolic, whose conventions he 
sometimes seems to evoke (xxx11 introductory n.). His metrical prac
tice, too, resembles that of Theocritean bucolic in that his hexameters 
are relatively more spondaic that most third-century hexameter, which 
tends to be more dactylic than early epic and to avoid multiple spondees; 
Theocritus' bucolic poems, though not his "epic" ones, are likewise more 
spondaic than the contemporary norm (cf. Hunter 1996: 18-19). 

XXII. LeonidasAP 7.655 (I7 GP) 

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

1 [93] yaiT'IS µ1Kpfl Kov1s "a small dusting of soil," without a conspicuous 
burial mound. K6v1s is used of the dirt covering a grave occasionally in 
pre-Hellenistic epitaphs (e.g. CEG 576.2, 657.8, 709.2) and commonly in 
Hellenistic literary epigrams. 

1-3[93-5] Tl "TTEp1aa11 ... a-niATl "a superfluous grave marker." The article 
is generalizing: Smyth §§ 1 122-3. The semantic range of 1Tep1crcr6s includes 
"unnecessary, superfluous" and "extraordinary," and the postponement of 
O"Tf\AT) makes the phrase initially deceptive, since Tl 1Tep1crcri\ seems to stand 
in contrast to µ1Kp17 K6v1s and to mean "an extravagant burial," though the 
noun suggests that the speaker is rejecting even a tombstone marking 
his name. in18M~o1 "press upon," a deliberate reversal of prayers for 
the earth to rest lightly on a dead person (e.g. Eur. Ale. 462-3, Hel. 852-
3); cf. 3 r,apos. nAoua1a KEKA1µivov "richly laid to rest" ( cf. Eur. Ale. 

56 1Ti\oucriws Ta<pi\crETai). For the language, cf. Zenod. AP 7.315.4 iicruxa 
KEKAtµevos, LSJ KAivw 11.3. aMTIPOV ... ~expos "a difficult burden for 
corpses"; cf. Luc. DMort. 29.2 To r,apos Tou Tcx<pou, Call. fr. 1.35-6. 

3-4[95-6] The speaker provides his biographical information even as 
he rejects the importance of preserving one's identity after death (cf. 
Od. 24.93-4). yvwaovT' "will recognize"; cf. CEG 19.2 crfiµa To crov 
1Tpocr16wv yvw [ O"ET] 01 flV [ opeav] . 7'AKav6pw1 . . . KalllTEAEus: these are 
not unusual names, but Calliteles, suggesting "Beautiful End," is ironic in 
a poem asserting the meaningless of a marked burial. TOUTO Ti "what 
difference does it make?"; e.g. Asclep. 5.3 with Sens's note. 

XXIII. LeonidasAP 6.657 (I9 GP) 

A request for passing shepherds to make an offering. The 1T01µeves play the part 
of the ~e1vo1 or 1Tap16VTes who are typically urged to stop at a tomb. A Hellenistic 
epigram from Egypt (/MEGR 34) contrasts wandering herdsmen with the 
learned passerby who is asked to wish the dead woman well. For Leonidas' 
treatment of bucolic themes, see above p. 86 and xxxn introductory n. The 
relative length of the poem perhaps marks its affiliation with bucolic poetry. 
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1[97] opeos paxiv "mountain ridge" (cf. Hdt. 3.54.2, 7.216). oio-rroAiiTe: 

the verb ( elsewhere at Eur. Cycl. 7 4) can mean both "walk alone" and "pas
ture sheep," since the Homeric adjective oio,r6i\os on which it is based is 
explained as meaning either "isolated" ( oios) or "sheep-pasturing" (for ois 

as a by-form of 01s, cf. :r Il. 13.4 73, A.R. 4.1322); cf. 34n., Rengakos 1994: 
119, LfgrE. The word is picked up phonetically by 01s at the end of line 2. 

2[98] Keudpous (< Kai eu-) "woolly." For the Ionic form of the adjective 
(Attic euepos, Soph. Ajax 297, Ar. Birds 121), e.g. Soph. Trach. 675, [Hp.] 
Mul. 11 8.368.8-g Littre. In an equivalent sense, Homer has 01s i\cxcnos (/l. 
24.125). iµ~oTEOVTES "pasturing." The verb (~6crKw), restored here by 
Scaliger, is not elsewhere attested; it may have been created from the rare 
~oTew (Nie. Ther. 394; cf. Hsch. ~853). 01s: accusative plural. 

3[99] -rrpos r;;s: Earth is invoked in anticipation of the chthonic rites 
requested in 9-1 1. 

3-4[99-100] xapiv ... Tivo1Te: the phrase more commonly means "repay 
a favor" (e.g. [Aesch.] Prom. 985), but here seems to have the sense "do a 
favor." -rrpo011v;; "kind." eiveKa "in honor of," as e.g. 4 2 2 a:yKetT] 01 
M OUO'EWV ElVEKO. 

5-6[101-2] The bleating of sheep and the music of the shepherd replace 
the greeting and mourning usually requested in epitaphs; the ordinary 
activities of literary herdsmen ( cf. Theocr. 6.8-g Kcx611cr01 I cx6fo crupicr6wv) 
are thus reframed as gifts to the deceased. The "pathetic fallacy" ( 87-
Bn.) is a fundamental feature of bucolic poetry; cf. Theocr. 1.71-5 with 
Hunter's note. a~iaT010 "unpolished," in contrast to a wrought tomb
stone; e.g. Pi. Nem. 10.67 ~ecrTov TIETpov, of a grave stele. -rrp11ia "softly" 
(neuter plural as adverb), qualifying crupi~o1. ~oa1<oµiva1s: that shep
herds play for their animals rather than for their own entertainment (sub
sequently a prominent feature of Longus' Daphnis and Chloe) is implicit in 
Theocr. 6.45, where heifers dance in response to herdsmen's song. 

7 [ 103] Anµwviov av8os: collective singular. The collocation appears at 
Aesch. fr. 3 7 4 ( &v6ea i\e1µwv1a). aµipaas: aorist participle of aµepyw 
"gather"; the more common form is aµep~as. 

8[104] xwpiT11s "local resident," e.g. Aesch. Eum. 1035, Soph. fr. 226. 
Leonidas is fond of adjectives in -iT11s and -iT1s, many of which are unique 
to him ( e.g. I I 5 crxo1viT161, I I 8 cruvepyaTiv11s). aTecphw ... aTecpavwi: a 
figura etymologi,ca; at Greek funerals, crTe<pavo1 were regularly placed on the 
head of the deceased (Garland 1985: 26). 
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9[105] Euapvo10 "which has produced beautiful lambs." First here; in two 
later passages (Crates of Mallos, fr. 4 Broggiato, Myrinus AP6.108.3) the 
adjective means "rich in sheep." KaTaxpaivotTo "might be sprinkled," 
without the common implication of defilement (cf. uncompounded 
xpaivw at e.g. Bacchyl. 10.1 1 1). yaAaKTt: milk could be offered to the 
dead ( cf. Ale. 64 3-4n.) and is regularly used in libations in bucolic poetry 
(Theocr. 1.143-4, 5.53-4). 

10[106] aµoAyaiov "ready to be milked." Leonidas' usage makes clear the 
etymological connection to milking ( < aµei\yw), but in its one other lit
erary attestation (Hes. ¾D 590 µcx~a ... aµoi\yail'l) the word was variously 
interpreted by ancient critics to mean "dense," "best," "made of cheese," 
"having to do with shepherds," and "leavened with milk." µacrrov: 

ordinarily "breast," but here "udder," a rare usage (Eur. Cycl. 55, 207; cf. 
Call. h. 1.48-9, Arat. 163) that personifies the sheep. 

11 [ 107] 1<prrrri6' ... E'TTtTuµ~1ov "the base of the tomb that lies above the 
grave." Cf. Eur. Hel. 547 Tuµf,ou 'ni KPT1Tri6', Lye. Alex. 882-3 Tuµf,eiav e· 
unep I KPT1Tri6', CEG 819.6 KPT1Tri6' ecnecpcxvwcr[e]. The adjective is very rare 
in extant earlier literature (Aesch. Ag. 154 7), but not morphologically 
unusual. 

11-12(107-8] dai &avovTwv, I .•. Kav q,61µivo1s: even the dead feel grati
tude; cf. CEG640 "his wife and children erected the tomb over Echenicus, 
in case even one lying dead in Hades feels gratitude" (ei TlS KllV J\i601 
Ke1µevw1 ecrTi xcxp1s). The repetition of eicri marks the speaker's insistence 
on a controversial point. aµo1~aia1 . . . xaptTES: both "thanks felt in 
response," and "goodwill that brings a response" (cf. A.R. 3.82 aµo1f,aiT1 
xcxp1s). Leonidas and Apollonius reverse the formal relationship of adjec
tive and noun in Od. 3.58 xapiecrcrav aµo1f,,;v. 

XXIV. Leonidas AP 7.295 (20 GP) 

On a fisherman who after years of dangerous work died of old age in his 
hut, without family to bury him. The poem reflects a broader interest in 
fishermen in Hellenistic poetry (e.g. Theocr. 1.39-42, [21] passim, Leon. 
AP 6.4). It depends on the existence of numerous Hellenistic epitaphs 
for the graves of drowned sailors: the first two couplets set up an initial, 
false expectation that Theris, like many other sailors in epigram, has per
ished at sea. Instead, the remainder of the poem makes clear that he has 
reached the end of his life in the company of others like him, without a 
family to see to his burial. The ornate language, including several novel 
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coinages, contrasts with the simplicity of Theris' life and the banality of 
his death. See further Bruss 2005: 97-1 o 1. 

1[109] 8ijp1v: cf. 254; here a speaking name suggesting hunting (for 
611peuc.u of catching fish, cf. Arist. Hist. anim. 603a7, Apollonides AP 
7. 702 .1 1x6uo611p11Tf\pa). Tp1yipovTa "tremendously old"; cf. Aesch. Ch. 
314. Tp1-is a general intensifier, probably colloquial in tone, despite the 
claim of Suda T960 that the word refers specifically to three generations 
(i.e. ninety years). KupTwv "weels," funnel-shaped fish-traps woven 
from reeds; cf. Gow on Theocr. 2 1. 1 1 . 

2[110] (wvTa "making his living" (e.g. Thgn. 1156). nAdova: the pri
mary sense is "more often" rather than "better," since the point is that 
Theris regularly engaged in activities that put him in danger of drowning 
( cf. Call. fr. 178.33-4 vauT1Ai11s ei vf\1v exe1s ~iov• o.M' eµos aiwv I Kuµacnv ai6ui11s 
µcxMov foc.u1KicmTo), but the latter may remain operative. ai8ui11s: the 
comparison of a swimmer to the aieu1a, probably the shearwater, has its 
roots in Od. 5.337; in Hellenistic poetry, the bird comes to be a "symbol of 
the restless and endangered sailor" (Kidd 1997: 293; cf. Arat. 296, Call. 
Epigr. 58.4 ai6ui111 6' To-a 6aAacrcronopei) and associated with death at sea ( cf. 
Pos. 21 AB, Suda an 55) and also with successful fishing (cf. Pos. 23 AB). 

3[111] The asyndetic series of unusual substantives illustrating the var
iety of ways in which Theris catches sea creatures has an elevated stylis
tic register contrasting with his humble status. ix6ua1A1110"Tijpa "fish 
snatcher," only here, with the first element formed from ixeucri-, by false 
analogy with the numerous adjectives in which the first element ends 
in -ecr1-(K-B §340.12); cf. Philip AP 6.90.5 u6acr1crTEyf\. aay11via: 

accusative < cray11veus "wielder of the seine net" ( cf. Hegesippus AP 
7.276.1). crayf\vai were large nets capable of catching great numbers of 
fish. x11paµo6uT11v: the noun x11paµ6s (lit. "hollow spot," cf. Il. 21.495) 
is used of the hiding places of a variety of creatures ( cf. Hsch. x41 o), and 
the novel adjective suggests that Theris did the dangerous work of diving 
to catch them one by one in their underwater lairs. 

4[112] noAuaKaAµou ... vauT1Ai11s: a crKaAµ6s was the tholepin to which 
the oar was attached, and the point of the otherwise unattested epi
thet (varying the Homeric noAuKAT)is "with many tholepins") is that 
Theris' sea voyages did not involve large, relatively safe, ships with many 
oars. nAwTopa: a novel variation of the more usual nAC.UTflP, on the 
analogy of doublets like 6c.uTf1p/6wTc.up. 
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5[113] iµTIT1s: i.e. despite his risky profession. ~pKToupos: here the 
star is a metonym for the bad storms which were closely associated with it: 
cf. Perses I89-9on.; Plautus, Rud. 1-82. 1<aTa1yis: see I95n. 

6[114] iiAaaE "smote." ,rollas ••• 6E1<a6as: probably a metonym equivalent 
to Tov TptyepoVTa, to which it refers back, rather than (pace Bruss 2005: 98) 
an accusative of extent of time ("over the course of many decades"). For 
the language, cf. CEG 592 .4 ap16µ [ 11] cracr' evve' ETWV 6EKcx<6>as, Call. fr. 1.6 
TWV 6' ETEWV Tl 6EKCXS OUK 0Aiy11. 

7-8[115-16] The terrestrial death of a sailor, a well-developed theme in 
later epigram (e.g. Antip. Thess. AP7.289, Flaccus AP7.290, Secundus AP 
9.36.3-5), is bathetic. KaAu~TJl axo1vh161: a cabin with wattled walls, a 
typical fisherman's dwelling; cf. [Theocr.] 21.7 uiro irAEKTais KaAuf301cr1 with 
Gow's note. crxo1viT1s (for crxoiv1vos) occurs only here. Auxvos o,ro'ia I 
... a~Ea6ds: the treatment of death as an extinguishing of light has its 
origin in the ubiquitous association of death with darkness ( crK6Tos) and 
life with light ( cf. Call. 2 7 3). Theris died of natural causes ( mh6µaTos; cf. 
Dern. 18.205) ,just as an unattended lamp will eventually die out. For the 
metaphorical use of the passive of uncompounded crf3evvuµ1 in the sense 
"die," cf. IMEGR 11.2; more commonly the compound airocrf3evvuµ1 is used 
in related contexts ( e.g. Eur. Med. 12 18 xp6vw1 ... airfof?,11; cf. An tip. AP 
7.303.4 KOµa 6' a,ro 4'VXflV fof?,mf). 

9-10[117-18] Having a tomb erected by one's surviving family is a con
solation for the dead ( e.g. CEG 640.1 craµa yuvcx Kai irai6Es eirfoT11crav, 
703), and the implication is either that Theris never had a wife or chil
dren or that he has outlived them all. aijµa ... icp11pµoaav: eq,apµ6~w 
ordinarily is to fit one thing (accusative) on another (dative), but it is used 
absolutely here as a variation of verbs such as eir1Ti611µ1 ( cf. CEG 638, 64 7) 
and eq,icrTT1µ1 (e.g. CEG 640,706). oµoAEKTpos, I ... auvEpyaTIVTJS= the 
synonymous prefixes call attention to the contrast between the fellowship 
of a wife and that offered by colleagues. In antiquity, professional col
leagues commonly contributed to the expense of burial or the erection of 
a funeral monument; cf. van Nijf 1997: 36-68. 6µ6AEKTpos is an adjective at 
Eur. Or. 4 76, 508, first here as a substantive meaning "wife." crvvEpyaTiv11s 
is also a novel word, formed on the model of the apparently Hellenistic 
epyaTiv11s (Theocr. 10. 1' [21] .3, A.R. 2.376). ixeu~oAwv: the first attes
tation ofix6uf36Aos as a noun (an adjective at Aesch. Sept. 131) equivalent 
to ix6uf3oAEVS (ps.-Hes. fr. 372.2, Call h. 4.15, Nie. Ther. 793). 8iaaos 

"professional association"; cf. Arnaoutoglou 2003: 60-70. 
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XXV. LeonidasAP 7.740 (75 GP) 

An epitaph for Crethon, a man rich in herds. The poem draws on the 
theme of wealth's uselessness after death (Thgn. 725-6, Theocr. 16.42, 
Phoenix fr. 1.22-4 Powell eyw 6' ES ·~16rtv OUTE XPU<JOV ou6' llflfOV I OUT

0 

cxpyupfiv &µa~av w1x6µ17v EAKWV I cr,ro6os 6e lfEi\i\ii xw µ1Tp17<p6pos KE1µ01). 
Unlike numerous other epitaphs in which the voices of the tomb and of 
the deceased are conflated (e.g. CEG 24), here the speaking stone care
fully distinguishes itself from the honorand in the opening couplet, and 
this distinction sets up a reflection on the reality that death leaves even 
a once wealthy man only a small plot of earth. The humor of the poem, 
however, resides in Crethon's assessment of his wealth: though he equated 
it to Gyges', he was wealthy in animals and, even if objectively prosperous 
in that regard, rather different from the Lydian dynast. The final, pathetic 
explanation is thus a reflection on the vanity of wealth. 

1-2[119-20] "I here (a{ha) am a stone over Crethon, revealing his 
name, but Crethon is dust under the earth." The distinction between 
the dead man himself and the stone is emphasized by the repetition of 
the man's name in parallel positions of the hexameter and pentameter; 
cf., e.g., CEG 153 CXVTi yuvOlKOS eyw Tiapiou i\i6ou ev6a6E KE1µa1 I µv17µ6cruvov 
BiTT17s. Crethon is the name of a young son of a wealthy man killed along 
with his twin at Il. 5.541-53. M6os: as often, feminine when referring 
to a wrought stone; cf. Headlam on Herodas 4. 2 1. iyx6ov10s cnro6ux: 
cf. Call. I 49-50, SGO 03/ 06/ 04.4 O<JTEO Kai cr,ro6111 KE1µev17 evx66v1os. 

3-5[121-3] o TTpiv . .. TTpiv I .•• TTpiv .. . TTpiv: for the contrast between 
the dead man's former wealth and his current state, e.g. Phoenix fr. 1. 16-
24, a mock epitaph for the Assyrian king Ninus. ruyf11 TTap1aeuµevos 
"equating his own wealth with (that of) Gyges." The Lydian king Gyges 
is a paradigm for extreme wealth already at Archil. fr. 1 g and commonly 
thereafter, but Crethon 's perspective on his own wealth is hyperbolic 
(though cf. Augeas at [Theocr.] 25.7-32). The contraction of o + o > EU 
in the present participle ( = ,rapmouµEvos) appears to be a feature of Ionic 
( e.g. Hdt. 4.166.1); in the generally Doric context of the epigram it may 
be based by analogy on the fact that in both Ionic and Doric E + o > EU 
( cf. µu6E0µ'). ~ouTTaµwv "endowed with cattle" ( < iraoµm, "acquire"), 
only here and in I 4 8; cf. Il. 4.433-4 ws T' O"iES ,roi\u,raµovos cxv6pos EV aui\fi1 
I µupiai E<JTT}Kaa-1v. aiTT0Aio1s "in flocks of goats." Ti TTAdw µu6euµ'; 
cf. Od. 7 .2 13 Kai 6' ETl KEV Kai lfAEiov' eyw KOKO µu817craiµ17v; 12 .450 Ti TOl T06E 
µu6oi\oyEuw; The statement reflects a common rhetorical strategy by which 
the speaker "breaks off' enumerating his honorand's accomplishments 
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in order to avoid the audience's hostility (cf. Bundy 1972), but here the 
aposiopesis may have a specific, witty point: the speaker has enumerated 
Crethon's material wealth in diminishing order of agricultural value, mov
ing from cattle to goats ( cf. Berman 2005), and his silence allows him to 
avoid engaging in further diminuendo. ,,.aa1 "in all respects," parallel 
to ahroi\io1s ( cf. ~oum:xµc.vv). µaKapTos: a rare variant of µaKap1cn6s, as if 
from unattested µaKaipc.v. 

6[124] Similar expressions of lamentation are common in the final verses 
of epitaphs; cf. 4 I. yaiT'ls 8aOT1s oaaov ixn µop1ov "how little a portion 
of earth he possesses." A carefully constructed, chiastic expression con
cludes the poem with a rhetorical flourish. 

XXVI. Leonidas AP 7.283 (63 GP) 

A complaint to the sea for having cast the speaker upon the shore. 
Though the opening reference to the sea's turbulence and the speaker's 
implicit but obvious hostility to it suggest that he has died in a shipwreck 
caused by a stormy sea, the circumstances of his death are unspecified. 
The theme of the poem is related to that of Asclep. 30 Sens and Pos. 13 2 
AB, in which the speakers complain that the sea is too near the grave, 
but here the speaker has not been buried at all ( cf. xu). The language is 
notably epicizing ( cf. 1, 3-4nn.), and the emphasis on the corpse's mal
treatment in the water implicitly links its sufferings to those of Odysseus, 
whose experiences make him the most oi~up6s of all men (Od. 5.105). 

1-2[125-6] "Rough sea, why did you not spit me out, after I suffered 
grievously, far from the bare beach?" TETPflXUia 8aAaaaa: TETP11xu1a is 
properly the intransitive perfect participle of Tapacrcrc.v, but it seems to have 
been connected by Hellenistic poets with TPllXVS, e.g. A.R. 1.1167, 3.1393, 
Nie. Ther. 267; the related expression TPllXEia 6ai\acrcra appears at line end 
in the nominative at Leon. AP7.665.7 and in the vocative atAsclep. 30.1 
Sens. ouK: with eirTucras. oitupa 1Ta8ovTa: the speaker's corpse has 
been damaged by its time in the water. oi~up6s is characteristic of epic, and 
the phrase as a whole is Homeric in flavor ( e.g. Od. 13.131 KaKcx iroi\i\cx 
ira66vTa). qnAiis . . . T)lovos, i.e. a bare beach without vegetation; cf. 
3-4n. The words recur in the same positions in the verse at Pos. 19.1 2 
AB 4'1/\flV µ11 <pep' e,r' rfi6va, 93.4 4'1/\flV EK6es e,r' rfi6va. E1TTUaas: the verb 
is regularly used, in both simplex and compounds, of the sea casting out 
flotsam or foam ( e.g. Il. 4.426 01T01TTVE1 6' cxi\os oxv11v). 
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3-4[127-8] " ... so that Philleus, son of Amphimenes, would not, cloaked 
in the terrible darkness of Hades, be your close neighbor." aEu: gov
erned by cxo-o-ov eye1T6veov. The genitive is explained by the adverb, but 
it would be equally appropriate with ye1Tovec.u alone ( cf. Mel. AP 7. 207 .8 
Kohris ye1TovfoVTa}. 1-1116', though strictly negating the participial 
clause, logically covers the entire clause (i.e. "so that I wouldn't be your 
neighbor even in death"). Ai6ao KaK11v hrmµivos cxxAuv "cloaked in 
the bad mist of Hades." Shipwrecked sailors are frequently naked (yuµv6s; 
cf. I96, Asclep. *40.3-4 with Sens's note); here the dead man is meta
phorically clothed, in contrast with the bare beach on which he lies. The 
expression combines the Homeric representation of mist covering the 
eyes of a dying man (e.g. Il. 5.696 KOTCX 6' 6cp6ai\µwv KEXVT0 axi\us} with the 
common metaphorical use of evvuµ1 and compounds of a body covered by 
earth ( e.g. Pi. Nem. 1 1 .16). The general shape of the expression resem
bles phrases such as µeyai\riv eme1µevov aAKT)V ( Od. 9. 2 14, etc.); KOKflV ... 
axi\uv recalls Od. 20.357 KOKfl 6' em6e6poµev axi\us, portending the suit
ors' death. Aµcp1µivEus: genitive of/\µcp1µevris. iynTovEov: imperfect 
indicative expressing purpose after an unfulfilled main clause ( Smyth 
§2185c). 

XXVII. LeonidasAP 7.455 (68 GP) 

On a bibulous old woman's grave, above which a drinking cup has been 
placed. The Kui\1~ takes the place of the oil flasks (i\r,Kv601) commonly 
associated with funerary contexts. That women were fond of drinking was 
a widespread notion (cf. Anacr. PMG 427, Ath. 10.44oe), and drunken 
old women were popular subjects in Hellenistic art ( cf. Venit 1998) as 
well as in Old and Middle comedy (e.g. Pherecr. fr. 152, Ar. Clouds 555, 
Thesm. 735-8, Antiph. frr. 161, 163; cf. Arnott 1996: 503-4). This comic 
background is perhaps evoked by the iambic trimeter, and by language 
characteristic of dramatic poetry (cf. 4, 5, 6nn.). The poem falls into 
two groups of three lines: the first ( 1-3) describes the tomb, the second 
(4-6) Maronis' response to death. Neuters in apposition (3 yvc.uo-T6v, 6 ev} 
appear in the last line of each, and each concludes with a reference to the 
Kui\1~. These references provide crucial information: the identification of 
the object in the first case, the broader point to the poem in the second; 
though Maronis has left her surviving family penniless she regrets only 
that she has no more access to drink, since the cup laid out with her is 
empty. The opposition of ev6eeis ~iou and ,; Kui\1~ KEVfl at the ends of 5 and 
6 emphasizes the distortion ofMaronis' priorities. The dialect seems to be 
Ionic, except for 4 yas. 
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1[129] Mapwvis evokes Maron, the priest of Apollo said by Odysseus 
to have provided the wine with which he intoxicates Polyphemus ( Od. 
9.193-2 15) and frequently connected with wine thereafter ( cf. Alexis fr. 
113.2-3 with Arnott's note). TI TTi8wv cnro6os: probably "the ash of (a 
person who consumed) barrels of wine"; but the significance of this strik
ing and initially obscure phrase emerges only in the final verses, which 
imply that Maronis' heavy drinking has left her family destitute: her ashes 
are all that is left ( cf. Aesch. Ag. 435-6, Phoenix fr. 1. 24). 

2[130] yp11us: epic/Ionic form of ypaus. 

3[131] yvwaTov ... TTcia1v "(a thing) recognizable to everyone," with 
the neuter adjective in apposition to 4 Ku/u~. The expression may mean 
that anyone who sees the monument understands what it signifies about 
Maronis' drinking rather than that the cup is well known; if so, it resonates 
against epigrams in which the speaker must puzzle out a monument's 
meaning; cf. cxxv1 introductory n. TTpoKnTa1 picks up Keha1 in 2 and 
evokes the laying out of the deceased that was a part of the Greek funeral 
( 1rp66ecns: LSJ 1rp0Ti61iµ1 11, Garland 198 5: 2 3-3 1), during which objects 
such as oil flasks were sometimes placed with the corpse. ~TTlKfl per
haps hints at the poem's broader connection to Attic drama. It may sug
gest that Maronis was from Attica, though Athenian pottery circulated 
internationally. 

4[132] O"Tivn: more usually, the lamentation noted in epitaphs is that of 
a dead person's survivors. ycis vip8iv: a tragic phrase, occurring with 
the Doric form in a lyric context at Aesch. Ch. 40 and with an Attic/Ionic 
genitive at Eur. Hee. 791, HF 516, both in the same position in the trim
eter as here. 

5 [ 133] iAnTTEV iv6uis ~iou: that Maron is' family has been left economically 
destitute (for the language, cf. Xen. Cyr. 7.5.81) is a twist on the com
monplace that the deceased has left survivors bereaved (cf. Il. 24.725-6, 
Andromache to Hector, Kcx6 6e µe XTlPflV I Aei1re1s) or bequeathed them pain 
or consolations such as glory. GP suggest that she spent the family's for
tune on drink. 

6[ 134] iv ... avTi ncxvTwv: object of 4 crTeve1, in apposition to ouvex· ("but 
(for) one reason alone, because ... "). KEv,i: the punch line. The dead 
were commonly provided with offerings of wine and other substances (cf. 
Garland 1985: 114), but Maronis will not receive any from her impover
ished family. 
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XXVIII. Leonidas AP 7.408 (58 GP) 

The tomb ofHipponax. Unless Theocr. AP 13.3 is older, this is the earliest 
in a series of Hellenistic epigrams honoring the sixth-century Ephesian 
iambographer (cf. Ale. AP7.536, Philip AP7.405, Rosen 2007), famous 
for his ferocious invective in response to perceived injury ( Suda 1588). 
No details of an attack on his parents are extant, but the larger point 
of Kai ToKewve (3au~as (3) is that not even traditional figures of authority 
and respect were safe from his censure. Several passages of Hellenistic 
iambic poetry treat Hipponax as literary ancestor: Callimachus in his 
Iambi represents Hipponax as a literary ancestor and preceptor, and in 
Herodas' eighth Mimiamb Hipponax seems to have appeared to the poet 
in a dream (cf. Fantuzzi in Fantuzzi and Hunter 2004: 8-17, Klooster 
2 0 1 1 : 49-5 3) . 

The opening request for the passerby to move on without disturbing 
Hipponax' "sleep" is a variation of the epitaphic topos in which travelers are 
asked to pause and greet or listen to the deceased. Hipponax is identified 
first metaphorically as a wasp, then by name; the second couplet picks up 
the elements of the first ( 1-2 ev u1rvw1 I ... cxva,rau6µevov - 4 KEKoiµflTa1 ... 
ev f1cruxifl1) while introducing a canine metaphor (3 (3au~as). The wasp 
imagery is reactivated in ,re,rupwµeva (5-6n.). The final couplet implies 
the vitality of his poetic legacy, here embodied in Leonidas' epigram; cf. 
"Simon." AP7.25.9-10 (of Anacreon) µoi\,rfis 6' ou i\t;ye1 µei\1TEp1rfos cxi\i\' ET. 
EKElVOV I (3ap(31TOV ou6e eavwv euvacrev eiv J\i6f\l. 

1-2(135-6] aTpiµa "calmly," i.e. without making noise or engaging in the 
sort of conversations often requested by epitaphs. Tov iv unvw1 I ... 
avanauoµevov plays on the commonplace representation of death as sleep 
( cf. 2 6 I-2n.); Hipponax is finally resting his anger, but can still wake up 
to cause pain. acpiiK>: the association of angry people with wasps (cf. Ar. 
Wasps 1060-1121) appears already in a Homeric simile (ll. 16.257-65, 
where the scholia note that part of the comparison depends on the 
Myrmidons' anger). 

3-4[137-8] Reworked at Mel. AP 7.79.3-4 i\cx~ yap Kai TOKewvas, iw ~EVE, 
6umppovas av6pas I ui\aKTElV. apTl ... I apTl pointedly locates the speak
er's words close to the time of the poet's death and thus implies their 
antiquity. If the text is correct, the unusual anaphora within a single 
sentence underscores the speaker's anxiety about reawakening freshly 
calmed anger, but the repetition of the word at the heads of two successive 
verses perhaps suggests corruption. ToKewve: dual accusative, i.e. "his 
mother and father," restored by Headlam 1901 from the corrupt variants 
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of the manuscripts. TOKEwv is an old Ionic word (Heraclitus, fr. 74, Call. 
fr. 191.72) appropriately used in connection with Hipponax. pau~as 
"barking at." For the verb, cf. Heraclitus, fr. 97, Headlam on Herodas 
6.13. The image of the iambic poet as simultaneously a wasp and a dog 
has a parallel in Call. fr. 380 (Archilochus) EiAKucrE 6e 6p1µuv TE xoAov Kuvos 

o~u TE KEVTpov I <rq>T)KOS, CXTI
0 

cxµq>oTepc.vv 6' iov EXEl O"T6µaTOS. 6uµos iv 
11auxi111: a pointed juxtaposition of Hipponax' anger (6uµ6s) and his cur
rent calm state. 

5-6[139-40] ninupwµiva ... 0161: the participle, here used in its common 
metaphorical sense "fiery," is ordinarily used of people rather than lan
guage, but 016E suggests that p,;µaTa is a personified stand-in for Hipponax 
himself. 

XXIX. Leonidas AP 7. r 3 ( 98 GP) 

On Erinna, snatched by Hades for marriage. The poem is one of several 
Hellenistic epigrams honoring her (cf. p. 84, Asclep. 28 with Sens's note, 
Neri 2003). The opening implicitly associates the virgin (Trap6EvtKT}v) 
Erinna with Persephone by closely reworking the opening of the Homeric 
Hymn to Demeter, where Persephone is abducted as she gathers flowers. 
The poem concludes with the quotation of a line that is here attributed to 
Erinna and that in an epigram ascribed to her appears as a comment on 
the death of Baucis. The quotation creates a parallelism between Erinna 
and her honorand but enacts the survival of Erinna's words beyond the 
grave. 

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

1-2[141-2] v1ao16ov ... Mouaiwv cxv6,a: cf. Pi. Olymp. 9.4 7-9 eyEtp' 
ETIEC.VV crqnv oiµov Atyuv, I aiVEl 6e TIOAOlOV µev oivov, av6Ea 6' uµvwv I VEC.VTEpc.vv, 
where the point is that newer songs are preferable (cf. Od. 1.351-2). 
The hapax legomenon vEao166v suggests Erinna's youth ("a young singer") 
and also the superior quality of her poetry ("a singer of new songs"), cf. 
343, Neri 2003: 193. uµvonoA01a1 "poets," without implying a par
ticular genre; cf. Emped. fr. 146, Nie. Alex. 629. µiAiaaav: poets are 
commonly represented as bees (e.g. Pi. Pyth. 6.52-4, 10.53-4, Pl. Ion 
534b Aeyouo-1 ... oi TIOtT)Tai 0T1 ... 6pETI6µEvo1 Tex µEAT) 11µ1v q>epouo-1 wo-TIEP 
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ai µei\1TT01, Theocr. 7. 7 8-8 5). This is connected to the idea that good 
poetry, like honey, is "sweet" (IAhT /l. 2 .87). Possibly Erinna used the 
image of her own work in the Distaff(cf. adesp. AP7.12.1, Asclep. 28.1 
Sens yi\uKus 'Hpivv11s ... ,r6vos). "Hp1vvav: the name derives from 
Hera and seems originally to have been aspirated; the psilotic form 
would then reflect the tradition associating her with Aeolic Lesbos; cf. 
Neri 2003: 35-7. 6pnrToµivav: cf. Ar. Frogs 1300 i\e1µwva Moucrwv 
iepov ... 6pe1rc.uv, Pl. Ion 534b. 

3-4[143-4] The second couplet, framed by references to Hades, with 
variation on the form of the name ('~16as ... J\i6a; cf. Leon. AP 7 .67. 1, 
7), conflates two motives for Erinna's premature death: Hades' interest 
in marriage and his jealousy. i\16as . . . avcxp,raaEv: cf. HHDem. 2-3 
(Persephone) iiv J\16c.uveus I iip,ra~ev. iµcppwv entails both "with good 
sense" and "while still alive" ( cf. Soph. Ant. 123 7). E11r' iTuµws: the 
insistence on the truth of the embedded quotation resembles, e.g., 2 59 
1ravcxi\116es eiros; contrast Leon. AP7.273.6 41eucrTflS 6' ovTos e1recrT1 i\i6os. For 
the programmatic value of "truthfulness," cf. 4 I 8n. ~cxaKavos iaa': the 
same words are used of the death of Baucis, the honorand of the Distaff, in 
an epigram attributed to Erinna, AP7.712; both instances may well derive 
from the Distaff (for discussion, cf. Neri 2003: 89). If Erinna used the 
phrase ofBaucis' death, the present passage creates a parallelism between 
the death of the poet and that of her honorand. Divine inuidia is some
times mentioned in epitaphs (e.g. CEG 635.4, IMEGR 64.5-6 (ere) &p,racre 
BacrKavi11, CVI 1941. 3), but the word may also evoke the topos of literary 
envy directed at a poet (cf. 277-8n., Sens 2018: 105-8). 

XXX. LeonidasAP 9.7I9 (88 GP) 

On Myron's statue of a cow. Myron of Eleutherae, on the border of Attica 
and Boeotia, was probably active in the first half of the fifth century; cf. 
Stewart 1990: 1.255-6. His bronze sculpture of a cow, dedicated on the 
Athenian Acropolis, was seen there by Cicero ( Verr. 4.60); later it was 
moved to Rome (Tzetzes, Chil. 8.194). Its realism became a commonplace 
in Hellenistic epigram: the Greek Anthology preserves thirty-six poems 
on the subject (AP9.713-42, 793-8; cf. Fua 1973, Speyer 1975, Lausberg 
1982: 223-37, Laurens 1989: 83-5, Gutzwiller 1998a: 245-50, Squire 
201 o); another is preserved in the Milan Posidippus. The gusto with 
which Hellenistic epigrammatists praised the cow reflects their engage
ment with their predecessors' work more than it does the statue's impact: 
Cicero ( Brut. 1 8. 70) notes that Myron's sculptures did not achieve "full 
naturalness"; cf. Pliny, NH 34.57, Ridgway 1981: 160. 
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This epigram may be the earliest in the series. As on many inscribed 
statue bases, the cow speaks in the first person, but here she rejects the 
information normally provided by the inscription (whether or not one 
really accompanied Myron's statue is irrevelant). Her explanation of how 
she came into existence thus represents a "better" alternative to the epi
grammatic claims that one must imagine were made by the statue base. 
For discussion, see Gutzwiller 1998a: 24 7. 

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

1 [ 145] ouK ETTAaaiv µe Mupwv: inscriptions on statue bases commonly 
state "so-and-so made (me)," usually with the verb e-rroiflcrE (µe)," though 
eiri\acre "sculpted" appears at /G x11.4 972.4 (ea. 225-200 BCE) eiri\acre 
/\ucrmir6s µe 6 ~~ [ os]. Here the cow rejects the sort of claim made by other 
statues. E'flEUaaTo: i.e. it is false to say that the statue is an artifact. 
Appraisals of art in Hellenistic poetry regularly associate realism with 
truthfulness (cf. 417-19n., Theocr. 15.82-3, Herodas 4.72-3 cxi\fl0tvai . 
. . ai ... xeipes I ES TIOVT, ~,rei\i\ew ypaµµaT,)' but here the claim of false
hood is based paradoxically on the cow's being too "true" to be a sculp
ture. ~oa1<oµivav 6i: cf. the Homeric line end ~ocrKoµevawv ( e.g. Il. 
5.162). 

2[ 146] i~ ayiAas EAaaas: a reversal of Il. 19.281 EIS cxyei\flV ei\acrav. ~aan 
A18ivw1: reference to the statue base and the material from which it was 
made picks up the play with inscriptional language in 1. The dative is 
probably local ("bound to a statue base") rather than instrumental 
("bound by means of a statue base"); cf. Soph. Ajax 240 Kiov1 6licras. The 
adjective more commonly has three terminations. 

XXXI. LeonidasAP 6.263 (49 GP) 

On the skin of a lion killed after it has eaten a calf. The use of demonstra
tive TovTo in 1 is familiar from numerous votive epigrams, but the poem 
contains no explicit reference to a dedication and is instead constructed as 
a narrative account of the killing of the animal. Lions probably existed in 
some parts of mainland Greece and Macedonia in the Hellenistic period, 
though probably not in Leonidas' native Sicily (cf. Hunter on Theocr. 
1.71-2); the event described here is in any case a literary fiction evoking 
Homeric lion similes, which regularly describe attacks on domestic stock 
and responses to them. 
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1[147] A carefully patterned line, with nouns and their modifiers in inter
locking order. nupaw: the conventional color of lions (e.g. Aesch. fr. 
110, Eur. HF 361-3, Arist. Gen. an. 785b17). Such "more severe" (see 
Introduction section 4g) Doric forms of the genitive singular ( = ou) 
are common in literature (Pindar, Theocritus), though not universal in 
Leonidas' Doric poems (e.g. AP 7.463.2). anEcpA01waaTo "stripped 
(like) bark." 

2[148] :Iwaos: the name(< crw<c.v; Hdn. De pros. cath. 1.207 Lentz, "Simon." 
AP6.216) suits a cattle-owner who has killed the predator which attacked 
his herd. ~ounaµwv: see 1 21-3n. 

3[149] apT1: with the following participle. In sepulchral epigrams, refer
ence to activities in which the deceased was 'Just recently" engaged some
times suggests the suddenness of death and fragility of life; e.g. Diosc. 
AP 7. 167.5-6, adesp. AP 7.12.1-3. KaTa~puKovTa "while devouring," 
a verb perhaps with colloquial resonance (despite Nie. Ther. 675), given 
its initial appearance in Hipponax (fr. 26a.1) and its frequent use in com
edy. ui8T1AT11-1ova "well suckled," only here; a development of eu6fli\Tis, 

used of cattle at Eur. Ba. 737, IA 579. 

4[150] The diction evokes epic. ou6' iKET(o) is a Homeric clause opening 
(/l. 11.352, Od. 15.246 ou6' ?KETO yTipaos ou66v). ~ui\oxos frequently refers 
to the haunts of wild beasts, including lions, in Homeric similes ( cf. Od. 
4.335, 17.126), though in early epic animals regularly emerge "from" 
the woods (/l. 11.415, 21.573, EK ~ui\6xo10, always at line end): Leonidas 
reverses the direction of movement. µav6pas "pen." The noun occurs 
occasionally elsewhere in Hellenistic poetry (Theocr. 4.61, Call. h. 6. 105) 
and is common in Hellenistic prose. 

5[151] anhiaEv ... aIµa "paid the penalty in blood." 

6[152] axenvav 6' E16E ~ooKTaaiav "and he came to regret his cattle kill
ing," a common use of 6pac.v ( e.g. Od. 17 .448, Aesch. Sept. 883, Eur. Supp. 
832-3). In similar expressions, the adjective modifying its object is more 
often mKp6s; a different variation appears at Lye. Alex. 1 107 i\u,rpcxv ... 
eicr1600cr' oiKoupiav. ax6e1v6s appears first in Euripides (Hipp. 94, Hee. 1240). 
~ooKTacria is a Hellenistic formation (A.R. 4.1724, Antip. AP 6.115.8), on 
the model of Il. 5.909 av6poKTacr1ac.vv. 

XXXI/. LeonidasAPl 230 (86 GP) 

The speaker urges a traveler not to drink from the nearby muddy spring, 
but to continue to a limpid stream. The poem probably plays on epigrams 
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that give instructions on arriving at a sacred place; cf. SGO o 1 / o 1 / 03, 
o 1 / 1 2/ 08 (both Hellenistic). Here the addressee is directed to a locus 
amoenus, and the point depends on the existence of epigrams inviting a 
travel er to rest (e.g. Anyte VIII). The tone is playful: the speaker does not, 
as elsewhere (e.g. Theocr. 1.12-14, 20-2), invite his interlocutor to join 
him in an idealized spot, but rather urges him to visit a place from which 
he marks his distance ( 1-4 w6e ... Keicre). In this sense, the poem may both 
endorse a "bucolic" poetic mode and hint at its artificiality by contrasting 
an idealized countryside with the less pleasant one in which the speaker is 
actually located; cf. Sens 2006: 149-54. 

1 [ 153] i1t' oiov6µ010 "in a sheep-pasturing (place)"; cf. 3 4n. 1tEpi1tAEov 

iAuos "completely full of mud," unlike the pure springs which typically 
flow in loca amoena; cf. Theocr. 22.38 u6aT1 ... aK11paTw1, Call. h. 6.28. 

2[154] xapa6pai11s: perhaps a unique instance of the word as a substantive 
( = xapa6p11), rather than adjectival (with 1 ii\uos); cf. 2 8 5 r ai\11vah1. A xapa6p11 
is a raging torrent, often associated with loud and roaring sounds and 
with the great destructive force of nature; cf. Il. 16.391 µeyai\a cnevaxoucn 
pfoucrm, Ar. Peace 7 5 7 q>wv,;v 6' eTxev xapa6pas oi\e0pov TETOKuias. 8Epµ6v: 

sc. u6wp; cf. Ar. Clouds 1044. o6iTa: usually in such addresses the trav
eler is asked to pause (e.g. 37-8); here he is encouraged to keep moving. 
The noun was a Homeric hapax (Od. 23.274) and became popular in 
Hellenistic poetry ( e.g. Theocr. 7 .1 1). 

3[155] µaAa TUT86v "a very short distance." 
cows," only here. 

6aµaA,;~oTov "grazed by 

4-6[156-8] The spring to which the speaker directs the addressee is 
cool and pleasantly gurgling, conventional characteristics of water in loca 
amoena; cf. Call. h. 6.28 with Hopkinson's note, Anyte APL 228.3 1ri6aKa T0 

eK 1rayas 4'uxpov 1rie. The heavy alliteration of Kand ,r in 4-5 may suggest 
the gurgling ( Kei\apu~ov) of the brook. 1to1µEvia1 1tiTu1: the pine tree is 
a feature of the countryside in which literary herdsmen work ( cf. Theocr. 
1.1), and the epithet simultaneously suggests "used by shepherds" ( cf. 
Theocr. 1. 2 2-3 6 0&Kos I Tfivos 6 1ro1µev1K6s) and "featuring in bucolic 
poetry"; cf. Sens 2006: 151-2. KEAapu(ov ... 6ux 1thp11s: cf. Sappho fr. 
2.5, Theocr. 1.7-8 &6iov, w 1r01µf1v, To Teov µei\os ii To KaTaxes I Tfiv' a,ro Tas 
lTETpas KOTai\ei~ETOl U4'66ev u6wp, 7 .136-7 TO 6' eyyu0ev iepov u6wp I Nuµq>av 
e~ cxvTpo10 KaTe1~6µevov Kei\apu~e. EUKp,;vou: elsewhere only at Call. fr. 

75-72 · 
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XXXIII. LeonidasAP 9.99 (32 GP) 

A vine grazed by a goat promises vengeance. The same story appears in 
the Aesopica (374 Perry), and it is likely that Leonidas has reworked a 
popular fable in the manner of a miniature Hellenistic "epyllion" framed 
in elevated and epicizing language ( cf. 1, 3nn.). The epigram appears to 
have been influential: it resembles and is probably the model of adesp. 
APL 17, where the grazing of goats leads to the bloodying of Pan's altars 
( cf. 1 chrue, 5 n6cns aiy&v); the final couplet is reworked at Ov. F. 1. 35 7-8 
(cf. Virg. Georg. 2.380-1) and appears on a fresco showing a goat eating 
vine leaves in a house on the Via Stabiana in Pompeii; the last pentameter 
is taken over verbatim at Euenus AP9.75.2. 

1 [ 159] i~aAos: the collocation of the adjective with eunwywv ("having a 
good beard") may suggest that Leonidas is endorsing the ancient inter
pretation "fully grown" for its unique Homeric attestation at IL. 4.105 
( of a wild goat), where the scholia offer other possibilities, including 
"bounding" and "impetuous." uhrwywv: elsewhere of goats at Leon. 
AP9.744.4, Herodas 8. 17, Nonn. Dion. 19.61. a1yos TToa1s: i.e. Tpcxyos. 

Periphrases based on familial relationships are extremely common ( cf. 
I67-8n.), but the present formulation (cf. [Theocr.] 8.49 aiy&v &vep, 

adesp. APL 1 7 .5) is deliberately playful; cf. Lye. Akx. 7 50 TfiS Kf'lpui\ou 

6cxµapTos (i.e. the halcyon). iv TToT· aAwij1: the word order and post
ponement of noTE most closely resemble those of Call. fr. 230 ( 1 Hollis) 
f\KTairi TtS ev01ev ,Epex6eos ev noTe youv&1, though similar phrases appear 
at the opening of other Hellenistic narratives: e.g. Call. fr. 194.6 ev KoTe 

Tµwi\w1, h. 5.57, Theocr. 18.1 ev noK' &pa IncxpTat. 

2[160] Tous aTTaAous: tender, potentially grape-bearing growth (cf. 4 
Kapnoq,6pov), not old woody stems. 

3[ 161] iTTos ... Toaov: an unusual variation of the common Hellenistic 
speech introduction Toiov enos (e.g. A.R. 1.277, Call. h. 4.265), with the 
quantitative adjective calling attention to the paradoxical contrast between 
the physical destruction of the vine and sound of the voice. iK yai11s: 

only the vine-stock remains. aTTuE: sc. ,; oivri. Just as the grammatical 
subject is invisible, so too the vine speaks but is nowhere to be seen. 

3-4[161-2] The striking alliteration of K and y heightens the intensity 
and may sound harsh and menacing. KAijµa To KapTTocpopov: i.e. a 
shoot with the capacity to bear fruit; the adjective's full point emerges 
only in the final line. 
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5[163] yAuKu viKTap: taken from Il. 1.598 oivox6e1 yAuKu veKTap, where 
Hephaestus serves nectar to the gods as if it were wine; the Hellenistic 
treatment of wine as veKTap (e.g. Call. fr. 399.2, Nie. Alex. 44) is an easy 
extension. viKTap av,;an: the grapevine speaks as if it were the direct 
producer of wine, though it will actually produce grapes. For the verb in 
an agricultural sense, cf. HHDem. 332 Kapnov av-ricre1v. 

6[164] oaaov in1a,rriaa1 aoi "enough (wine) for me to pour a libation 
over you": cf. LSJ 8cros IV. I. 

MOERO 

Two poems are attributed to Moero, whose name is sometimes given as 
Myro, though the short first syllable of the latter does not fit the meter 
of AP 4.1.5, where Meleager associates her with Anyte and Sappho. 
According to the Suda (which calls her Myro), she was from Byzantium, 
author of "hexameters, elegy, lyric" (µ 1464), and mother of the tragedian 
Homerus (0253; er 860; µ1464 makes her his daughter), a member of the 
tragic Pleiad, and flourished around 284-281 BCE. If this information is 
reliable, Moero would belong to the first generation of Hellenistic epi
grammatists, though if, as seems to be the case, xxx1v is related to Anyte 
III, Moero is more likely the borrower. 

XXXIV. MoeroAP 6.I I9 (I GP) 

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

1[165] Kriaa1: a play on the senses "you are dedicated" (= avcxKe1cr01) and 
"lie dead" (cf. e.g. IJo); cf. Tueller 2008: 95-6. The first use is implied 
by the location, the inner recess of Aphrodite's temple, but the second is 
picked up in the next couplet, where the grape-cluster is treated as if a 
dead youth. There is a general resemblance to Achilles' speech over the 
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body oflphition at Il. 20.389-92 (Pelliccia 1995: 169 n. 106). xpuaiav 
uTTo TTaaTa6a: a iracncxs is an open portico or porch, and the point is 
apparently that the grapes have been left in the irp6voos of Aphrodite's 
temple (cf. Hegesippus AP6.178.2 = HE 1902 with Gow ad loc.). The 
adjective is commonly used of Aphrodite herself; its transference to her 
temple is facilitated by the fact that the houses of the gods on Olympus 
are conventionally described as golden (e.g. Il. 13.22, Asclep. *34.2 Sens 
= Pos. * 1 26. 2 AB Ku,rp16os EK XPUCYEWV ... 6oi\cxµwv). 

2 [ 166] luwvuaou ••• aTayov1: a "dithyrambic" periphrasis for wine; for 
CYToywv, cf. Ephipp. 29 ,roi\i\17 6e /\m~io CYToywv EKlfiVETOl. The phrase is 
ironic in context, since the cluster will never yield wine; it thus anticipates 
the pathos of loss and unrealized possibility developed in 3-4. 

3-4[167-8] That the deceased man's family will no longer receive him 
home (e.g. Il. 11.452-3, Pelliccia 1995: 162-3) is a commonplace, but 
the passage has more specific roots in the encounter between Odysseus 
and his mother at Od. 11.2 11, with Ki\i;µo taking the place of the phonet
ically similar xeipo; for the embrace no longer available to the parent, 
cf. 9n. µaTT'IP= the poetic image of grapes as children of the vine ( cf. 
Archestr. fr. 37.2 with Olson-Sens ad loc.) is deployed to cast the plant as a 
grieving parent. ipaTov entails both "lovely" and "beloved." cpuan 

uTTip 1<paTos: cf. "Simon." AP7. 24. 7-8, where the speaker hopes that grapes 
will grow above the head of the dead Anacreon, KflV x6ovi ireirT11ws Kecpoi\i;s 
ecpu,rep6e cpepolTO I ayi\oov wpaiwv ~6Tpuv a,r' aKpeµ6vwv. VEKTCXpEOV 

TThaAov: the adjective may be applied to sweet-smelling flowers (cf. Cypria 
fr. 4.4-5 p66ou T

1 

evi avae·i Koi\&1 I 176e1 VEKTOpEWl, Pi. fr. 7 5.15)' but is here 
loosely used of the grape leaf on the basis of the common association of 
wine and nectar (e.g. Od. 9.359, Eub. fr. 121.2, Call. fr. 399.2). 

NOSSIS 

The Anthology ascribes eleven epigrams to Nossis; the lemma ws N6crm6os 
of another (AP 6.273) seems a stylistic observation rather than an attri
bution. Nossis was from Epizephyrian Locri in Southern Italy and must 
have been active before the second quarter of the third century, since she 
was mentioned by Herodas (6.20-36, 7.57-8). One epigram (AP7.414) 
purports to be for the tomb of Rhinthon, an author of "phlyax plays" 
(Southern Italian burlesque dramas; cf. Taplin 1993) who flourished 
under Ptolemy I ( Suda p 1 71). Several of her epigrams record fictive dedi
cations by women or describe artistic representations of them. The use 
of the metronymic a Ki\e6xos at AP 6.265.4 may reflect a female linguistic 
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practice; for the imitation of female speech, see e.g. Asclep. 19.1 with 
Sens's note. It has been argued (cf. esp. Skinner 1991) that Nossis' epi
grams were designed for a private circle of female readers, but this does 
not account for the way in which they participate in the broader literary 
strategies of the Hellenistic period (cf. Bowman 1998). The representa
tion of Thaumarete at IBI-2, at any rate, could reflect the perspective of 
a sexually interested man. AP 7. 7 18 seems to construct Sappho as Nossis' 
literary ancestor, and in xxx1x Sapphic influence is perhaps implicit in 
the representation of Aphrodite as the inspirer of her poetic project. 

Nossis' diction juxtaposes elements drawn from epic (e.g. I77-8n.) 
with more colloquial features (cf. I83, I87-8nn.). 

XXXV. NossisAP 6.275 (5 GP) 

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

1-2(169-70] "I imagine that Aphrodite received with pleasure this head
band offered from the hair of Samytha." The verses end respectively 
with the name of the divine recipient and the dedicator. av811-1a = 
cxvcx6eµa: predicate, "as an offering"; e.g. Antip. AP 6.47.2, Mnas. AP 
6. 128.2. KEKpucpaAov: a band of cloth worn by women to keep their 
hair tidy (cf. Austin-Olson on Ar. Thesm. 137-8). The word is a Homeric 
hapax at Il. 22.469, where it has the same prosody; elsewhere the u is 
sometimes long. l:a1-1u8as: the name, emphatically placed at the end 
of the couplet, is very rare. 

3[171] For the phrasing, cf. Callinus fr.1.6 Tlµf\ev TE yap EO"Tl Kai ayi\aov 
cxv6pi µcxxecr601. 6a16aA,os "embroidered"; so of a veil at Hes. Th. 574-5 
Kai\u1np11v I 6016ai\e11v. a6u Tl "very sweet"; for intensifying Tl, cf. 
39-4on. 

3-4[ 171-2] viKTapos xpin: veKTap is often a metaphor for pleas
antly fragrant substances (cf. Olson-Sens on Archestr. fr. 16.3-4), and 
in early epic the adjective veKTcxpeos is used of sweet-smelling garments 
(/l. 3.385, 18.25; cf. Cypria fr. 4.5). Here, what appears initially to be a 
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metaphorical usage is made concrete in the pentameter: the nectar is that 
which Aphrodite actually uses. The 1 of xpiw is elsewhere long. lllA6wva 
xpin: probably a reference to the anointing of Adonis' corpse by Aphrodite; 
cf. Theocr. 15.114 with Reed 2000: 332, Il. 19.38-9, where Thetis helps 
preserve Patroclus' body. The more common Greek form "A6wv1s is prob
ably derived from Semitic Adon "lord"; the present form reflects the god's 
Near Eastern origins; Theocr. 1 5. 149 has the vocative "A6wv in a hymnic 
context, and Alcm. PMG 109 seems to use it as a Phrygian slave name. 

XXXVI. Nossis AP 6.353 (8 GP) 

On an image of Melinna or her daughter. The poem conflates artistic 
verisimilitude and filiation. Though the absence of any reference to a 
specific artistic medium and the use of the passive voice leave open the 
precise identity of the subject, the first line gives the impression that it is 
an image of Melinna, and that, as in other ecphrastic epigrams, the point 
will be the realism with which her demeanor is captured. As evidence of 
verisimilitude, the speaker refers to an identifiable feature, the gentleness 
with which the girl gazes at the viewers. The second verse, however, takes 
the argument in a surprising direction by focusing on the resemblance of 
mother and daughter. The image may be metaphorical, in which case the 
"daughter" of 3 is the painting, depicted as the offspring of the woman it 
represents (see Parker 2004). Nothing precludes understanding 3-4 as 
commenting on a real mother-daughter pair (see Tueller 2008: 169-72), 
however, in which case the first word may retrospectively be understood 
to refer to Melinna's real-life daughter, praised for her resemblance to 
her mother. So understood, the epigram applies the conventional, ele
vated language of ecphrasis to an everyday observation on the similar
ity between a mother and her daughter (cf. 4n.). In any case, the poem 
plays on the traditional representation of viewing in ecphrastic epigram 
by making the subject both the viewer (cf. 1roT01TTa~e1) and the viewed 
( 1TOTW1KE1). 

1 [ 173] AuToµiA1vva "Melinna her very self." Ar. Thesm. 514, where a 
nurse deceives the presumptive father by calling a supposititious child 
avTeKµayµa cr6v "your very image," suggests the possibility of a wider 
use of such phrases to assure parents of the legitimacy of their chil-
dren. ayavov "gentle"; cf. Nossis AP9.605.3, r82n. 

1-2[173-4] npoawnov I ... noTo"TTTcx(nv: the compounded verb is not 
otherwise attested either in this Doric form or as 1rpocro1rTa~w, but here 
picks up and explains 1rp6crw1rov "face," a noun entailing both the active 
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sense "that which looks" and the passive sense "that which is viewed." 
iroToirTcx~e1v suggests the former, while ir0Tw1KE1 in 3 corresponds to the 
latter. Ecphrastic epigrams commonly refer to the viewer's inspection of 
the artwork ( cf. I 84 iro6opfiv); here Nossis treats the object as staring at 
the viewer. cxµi: Doric = 11µcxs (cf. Buck §118.5, Introduction section 
4g). µnA1xiws: the adverb explains ayav6v; cf. I79 To ... µeO\lxov. 

3[175] huµws: huµos and its cognates regularly express the verisimilitude 
with which a work captures its subject (e.g. Theocr. 15.82). navTa "in 
all respects"; cf. 4 I 3, Nossis APg.605.2 ircxvT· ave611Kev io-av. n0Tw1Kn = 
,rpocrew1KE1 (pluperfect in imperfective sense). The past tense refers to the 
moment of creation, like eiroie1 in artists' signatures. 

4[ 176] TI .•. iaa: the claim that it is good for children to resemble their 
parents derives from Hesiod's account of the benefits befalling the just 
city, tt,7) 2 35 TiKTOUO"lV 6e yuvaiKES EOlKOTO TEKVO yoveucr1; epic ,rei\111 suits the 
Hesiodic background. The idea is here put to new use, since whereas the 
resemblance of children to their father is a proof of their legitimacy and 
thus of the fidelity of the mother, the resemblance of a mother and her 
daughter reveals nothing about the identity of the father or the stability 
of the family line. See Parker 2004, who argues that this is evidence for 
understanding the "daughter" to be the painting itself. 

XXXVII. Nossis AP 6.354 (9 GP) 

On a statue of Sabaethis. The poem's basic structure is defined by the 
spatial adverbs in the hexameters. In the first couplet, Sabaethis' physi
cal attributes are said to be recognizable even from a distance (T11i\w6e). 
In the next, the speaker urges the addressee to look more closely and 
then recounts the experience of doing so: in addition to her appearance, 
Sabaethis' intelligence and kindness appear to be present "on the spot" 
( auT661), i.e. to be immanent in the figural representation. By the final 
line, the distinction between the image and Sabaethis is gone, and the 
speaker addresses her directly as a woman: in representing the totality of 
her attributes, both physical and non-physical, the epigram effaces the 
distinction between representation and reality (see Tueller 2008: 168-9). 
The rhetoric enacts the growing appreciation of Sabaethis in her entirety: 
first, a general recognition of her appearance from a distance; then, on 
closer consideration ( cf. 3 6cxeo), fuller comprehension of her intellec
tual and social qualities. The speaker's involvement in the interpretation 
becomes more explicit as the poem proceeds, as the third-person asser
tion ei6ET01 eµµev ( 1) is picked up by the first-person ei\,roµ· 6pfiv (4). The 
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two central verses contribute to the ring composition: each focuses on two 
pairs of attributes, having to do first with Sabaethis' appearance (2) and 
then with her intelligence and character (3). 

1-2[177-8] "Even from afar, this image seems to be recognizable (as that) 
of Sabaethis for her form and stature." Inscriptions on statue bases some
times observe that the representation is identical in stature and form to 
its subject; e.g. CEG 814.5. The passage rewrites Od. 11.336-7 <l>aiflKES, 
TTWS uµµ1v OVflP o6E cpaiVETOl ElVOl I E166s TE µeyE66s TE i6e <ppevas ev6ov etcras;, 
which similarly focuses first on matters of appearance and then on intel
ligence ( cf. 3n.). yvwTa "known, recognizable" ( cf. Il. 7.401, Od. 
24.182). Tf'IAw6e: this rare adverb is mentioned as a poetic form by 
Hdn. De pros. cath. 1.501 Lentz; it suits the spacial dynamics of the poem 
( cf. introductory n.). Transmitted Tflvw6E "from there" ( e.g. Ar. Ach. 7 54, 
Theocr. 3.1 o) would imply that the speaker and addressee are in differ
ent locations. l:a~a16i6os: the name is otherwise attested only in a few 
inscriptions from Caria. It could be non-Greek; cf. I 70 Laµu6as. i1,11,1ev: 

present infinitive of Eiµi. a6' dKwv: though EiKwv can be used of paint
ings, the assimilation of the image and the real Sabaethis here ( see 
introductory n.) suggests that it is a statue. In the latter sense, the word 
generally designates a representation of a human being rather than of 
a god (properly cxyai\µa), though Hellenistic poets sometimes play on 
the boundaries between them; cf. Asclep. *39.1 Sens= Pos. *141.1 AB 
Ktmp16os &6' EiKwv with Sens's note. 1,1opcpa1 Kai 1,1eyaAnoauva1 "appear
ance and grandeur," a reworking of the conventional conjunction of form 
(E16os) and size (µeyE60s) in Homer (cf. Od. 11.337). µEyai\e1ocruvfl is not 
otherwise attested, though it has a morphological analogue in µEyai\EtOTflS 
(e.g. LXX I Esdras 4.40), which refers to metaphorical greatness. 

3[179] 6aeo: cf. 2 5. TtXV TI'lVUTCXV: cf. I 5n. TO ... 1,1dA1xov "kind
ness." For the neuter abstract, cf. IBI. auT061 "right here"; Sabaethis' 
intelligence and kindness are present in the statue. 

4[180] iAnoµ' "think," a common Homeric usage (LSJ 11.3). opf'lv: 

-fiv is the standard Doric treatment of the infinitive of verbs in -ow (e.g. 
Ar. Lys. 1077). xaipo1s ... 1,1aKa1pa: µaKap/ µaKatpa may refer to for
tunate, living humans as well as gods and the dead; the point is appar
ently that the attributes enumerated in the poem make Sabaethis blessed 
( cf. Nossis AP 9.605.4 XatPETW, OU TlVO yap µEµ4'lV EXEl ~lOTCXS). Epigrams 
attached to statues of humans sometimes address them directly (e.g. CEG 
877. 7 w µaKap EVKAEias "Apxwv), but the phrase may also evoke the envoi of 
rhapsodic hymns, which often end with a request for the god to "rejoice" 
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(xaipe). The poem "approximates a divine epiphany" (Skinner 1991: 
29); it blurs the distinction between divine and human to suggest that 
Sabaethis occupies an ambiguous position between them. 

XXXVIII. Nossis AP 9. 604 ( 7 GP) 

A painting of Thaumarete. Initially, the speaker /viewer's perspective is 
sexualized, as the focus on attractiveness ( 2 wpaiov) and the evocation of 
Ibycus in 2 ayavor,i\ecpcxpou make clear; but the poem concludes by locat
ing Thaumarete in the domestic sphere, and replaces the conventional 
hypothetical reaction of a human viewer with that of her dog. The wit 
depends on this play with ecphrastic convention, and on the juxtapos
ition of high-style with colloquial language. As often in inscribed epi
grams, the distinction between the object and the person it represents is 
fragile, and like other poems by Nossis, this epigram enacts the blurring 
of boundaries between image and reality: after the third-person exegesis 
of the opening couplet, the second-person address (3 er') seems initially 
to be directed at Thaumarete herself, until the speaker's claim about the 
reaction of her dog reveals that it must refer to the painting (see Tueller 
2008: 168). 

1[181] 8auµaphas: the name "Wondrous virtue" is significant in the con
text of the sexualized description that follows. µopcpav ... ixn: inscrip
tions attached to reliefs and statues sometimes identify the person they 
represent in similar terms; e.g. CEG 481.3 TouTou Twv T0 

ai\i\wv wv Tu1ros 
EiK6v' exe1, 877 .5. 0 niva~ "the painting"; cf. Anyte AP 9.605.1. TO 
yaupov "sauciness," wantonness"; cf. 26n., Eur. Supp. 217 To yaupov 6' EV 
cppecri v KEKTT}µevo1. 

2[182] TEU~E: the grammatical subject 6 1riva~ is here treated as if it 
were the artist. To . . . wpaiov "nubility." The adjective is regularly 
used of both boys and young women at the prime of physical attrac
tiveness. ciyavo~AEcpapou: the adjective is borrowed from Ibyc. PMG 
288.3-4 8. T0 

ayavor,i\ecpapos TTe1l6w po6fo1cr1v EV av6ecr1 6pE4'0V, where Peitho 
is a divine embodiment of sexual desire. The second element here refers 
to Thaumarete 's eyes rather than her eyelids ( cf. LSJ r,i\ecpapos 11); the eyes 
were treated as the source of sexual desire, imagined as a physical prop
erty emerging from them. 

3-4[183-4] Dogs are uniquely equipped to recognize their owners (cf. Od. 
17.301-2): the representation is so good that even Thaumarete's dog is 
deceived. Greek ecphrases commonly comment on a viewer's hypothetical 
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reaction to a work of art (cf. Goldhill 1994), sometimes imagining what 
the viewer would say about it (cf. 49). The fawning of Thaumarete's dog 
takes the place of a human viewer's reaction; the humor is enhanced 
by the contrast between the colloquialism of crKuAcxKmva and the grand
ness of 6foiro1vav µei\cx6pwv. The sigmatism and assonance of -01-are strik
ing. ia16oiaa: forms of 6pcxw are standard in ecphrases, e.g. 58, A.R. 
1.765. For-ofoa, cf. 711. oi1<ocpuAa~: attested earlier only at Aesch. Supp. 
26, of Zeus. The word is probably elevated in tone, despite its appear
ance in later prose. a1<uAa1<a1va: see I8n. The feminine form is not 
elsewhere attested and is perhaps colloquial, though it has analogues in 
the names of female animals ( e.g. 6pcxK01va, vmva); by the end of the fifth 
century, dogs were commonly represented as female ( cf. Lilja 1976: 5). In 
Old Comedy, neologisms ending in -a1va are used for absurd or derisive 
effect (Fraenkel 1955: 44-5), sometimes in the mouths of women (Ar. 
Lys. 146, Eccles. 713). 1.uAa&pwv: an epic word, typically used for grand 
houses (i.e. "palace") and thus standing in pointed contrast to the stylistic 
level of crKui\cxK01va. 

XXXIX. NossisAP 5.I70 (I GP) 

Love is the sweetest of all things. The theme is that of xiv, but instead of 
adopting the form of a priamel, the epigram opens in the aphoristic man
ner of poems in the elegiac corpus (cf. 1-2n., xx introductory n.), and 
especially the reflections on epws in the Theognidea ( e.g. Thgn. 1353-4). 
The second couplet, however, is a mppayis identifying the speaker of 1-2 
as Nossis herself and attributing to her special knowledge. The poem is a 
self-reflexive assertion of Nossis' place in the poetic tradition. As a whole, 
it is an extended reworking of Hes. Th. 96-7 ( o 6 · oi\~1os ovT1va Moucra1 
I cpii\wVTar yi\uKEPfl oi cxiro crT6µaTos peet au6ii) that also incorporates imagery 
drawn from Sappho. The point is that Aphrodite's favor provides Nossis 
with special knowledge, and by implication even greater poetic sweetness 
than poetry on other themes. In this sense, the epigram locates its speaker 
in a tradition of amatory poetry originating with Sapp ho ( cf. esp. fr. 16), 
who treats Aphrodite as an ally (fr. 1). 

AP 5.1 70 is sometimes assumed to be the opening poem in a book of 
Nossis' epigrams. It is, however, different in its focus from other extant 
poems, and it is impossible to know precisely what position it occupied; 
Nossis may well have produced multiple epigram collections. Cillacter AP 
5.29 is an obscene parody. 

1-2[185-6] "Nothing is sweeter than eros. The things that are a source 
of happiness are all secondary. I reject from my mouth even honey." Line 
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1 is a chiastic verse in which initial 8610v ou6ev is answered by 6euTEpa 
,rcxvTa at line end, and Eros and other unspecified alternatives ( & 6 · 

oi\~10) are juxtaposed on opposite sides of the caesura. a61ov ou6iv: 

the negative comparison resembles the openings of some individual 
Theognidea, e.g. 117 K1~6'rii\ou 6' cxv6pos yvwvat xai\eirwTepov ou6ev, 131-2, 
41 1-1 2. a 6' 0A~1a: the relative clause provides the subject. oi\~10 is 
commonly used in the Odyssey of the pleasurable gifts of the gods ( e.g. 
Od. 7. 148 6eoi oi\~10 6oiev, 8.413). The language mirrors that of Hes. Th. 
96 (cf. introductory n.), but 8 is relative rather than demonstrative, as 8 is 
there. 6EUTEpa navTa: a prosaic idiom (e.g. Arist. fr. 565, p. 348.8-9 
Rose OlTOVTO 6euTepa TOU ~ llTElV TOV <pOVOV ElTOlOUVTO) . ano O'TOIJaTOS is 
used in epic in contexts where song emanates from the mouths of poets 
(Hes. Th. 97, HH. 25.5); here it stands as a marker of the speaker's pref
erence for erotic over non-erotic subject matter. 6': cf. Introduction sec
tion 4h (ii). inTuaa: although the compound cx,roirTuw is often used 
metaphorically to express loathing, the simplex is rarely so employed 
(cf. Griffith on Soph. Ant. 653); the usage is facilitated by cxiro cn6µaTos. 
The aorist may be used ( especially in dramatic contexts) to express the 
speaker's strong approval or disapproval of an action without reference 
to past time; cf. Smyth § 193 7. To µiA1: honey is the sweetest substance 
available to the ancient imagination ( cf. Diogen. VI 51), and commonly a 
metaphor or comparandum for poetic "sweetness" (e.g. Pi. Olymp. 10.98, 
Nem. 3.77, Ismth. 5.54, [Theocr.] 20.26-7 EK (JTOµCXTWV 6e I eppee µ01 <pwva 

yi\uKepwTepa Tl µei\1 K11pw; cf. r 4 rn.). The rejection of it here implies the 
superiority of Nossis' poetry to others'. 

3-4[187-8] TOUTo Aiyu Noaais: a self-referential cr<ppayis (cf. Thgn. 
19-2 3) in which T00To looks back to the preceding couplet, converting 
the opening aphorism into a quotation. Tiva . . . po6a "she whom 
Aphrodite does not love does not know what sort of flowers roses are." 
The lines continue the allusion to Hes. Th. 96-7 (cf. 1-2n.), but couch 
the point in negative terms. They appear to evoke Sappho fr. 55 ou yap 

,re6ex111s ~p66wv I TWV EK TT1epias (cf. 47r-2n., Mel. AP 4.1.6): like Sappho, 
Nossis has special (poetic) knowledge and ability that other women do 
not. Cf. Call. fr. 1.37-8 MoOcrat yap 8crous i6ov o6µaT1 ,rai6as I µ11 i\o~Wl, 
iroi\1ous ouK cxire6evTo <pii\ous. Tiva: a generalizing relative pronoun ( = 
i;vT1va), as occasionally in Hellenistic poetry and later Greek ( cf. Pfeiffer 
on Call. frr. 75.60 and 191.67), apparently on the analogy of the use of 
Tis for ocrTtS in indirect questions; it is perhaps a feature of ordinary dis
course ( cf. LSJ B.n.d). ouK iq,iAraaEv: gnomic aorist, lending the claim 
the authority of timeless truth. E<pii\11crev (not -acrev) is the expected form 
in Doric. Kiiva y': the demonstrative serves the same function as 8 in 
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Hes. Th. 96. Kfivos is a feature of some Doric dialects (cf. Buck§ 125) and 
of Aeolic; it would generally suit the Sapphic flavor. av&ea noia po6a: 
the rose is proverbially the most beautiful flower (e.g. Men. Mon. 403, 
Rhianus AP 12.58.3-4); the literal point is that someone who has not 
experienced the favor of Aphrodite cannot appreciate its superiority to 
other good things, but there is also an evocation of the Sapphic associa
tion of roses with poetry ( cf. above). 

PERSES 

The Anthology preserves nine epigrams attributed to Perses. Of these, one 
identifies him as Theban (AP7.445), another calls him Macedonian (AP 
7 .487), and the rest offer no ethnic. The name Perses is relatively rare, 
and most of its occurrences are clustered in Thessaly and Macedonia. The 
geographical designations in the lemmata of the Anthology are not con
sistently reliable ( cf. p. 55, on Anyte), and in the absence of any stylistic 
grounds for distinguishing between two homonymous poets, the surviving 
epigrams need not be assigned to different men. 

One epigram, at least, reveals a possible connection to Thebes. A Delphic 
inscription datable to the first half of the 3 20s (FD 111.1 356) records the 
granting of proxeny to a Theban named Promenes, son of Leontiades, 
and to his family, including a son named Leontiades, and descendants. A 
Leontiades and a Promenes appear as father and son in XLIII, and though 
there is reason to be cautious about assuming they are to be connected 
to the Theban father and son (cf. Habicht 1994), Perses may have had 
real individuals in mind; even if the pairs are connected, it is impossible 
to know whether the Promenes named in the epigram is the man granted 
Delphic proxeny, since it was common to call children after their grand
parents and thus for names to alternate through the generations. 

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

XL. Perses AP 7.539 (9 GP) 

For Theotimus, drowned in a shipwreck. Some archaic and classical epi
taphs for people who died at sea survive (CEG 132, 143, 166,466, 544, 



COMMENTARY: XL, 189-g2 113 

664, Bruss 2005: 88-96), but the form became disproportionately pop
ular as a vehicle for experimentation by Hellenistic epigrammatists. The 
speaker begins by addressing the deceased, whose body is not present 
to hear the words. Such second-person addresses are rare in cenotaphs 
for victims of shipwreck (cf. "Anacr." AP 7.263); occasionally, cenotaphic 
epigrams are spoken by the deceased, who is thus simultaneously present 
and absent ( cf. CEG 166, Asclep. 3 1). 

The opening couplet casts an unflattering light on the victim, who has 
brought about his own death through inattention to a basic nautical rule, 
well established in the literary tradition from Hesiod on, by embarking 
during the winter (cf. 259-60), and his negligence causes the death of 
numerous, anonymous crewmates and leads to the suffering of his par
ents. The Homeric language of the second couplet represents Theotimus' 
fatal adventure as an epic voyage, and an allusion to Odysseus' katabasis 
in Odyssey 1 1 contributes to representing him as a modern-day Odysseus 
with marked differences: whereas Odysseus' crew died through their own 
recklessness, Theotimus seems to have caused the death of his haipo1; nor 
will he return from the Underworld to his family. 

1-2[189-90] Theotimus sailed in late October at the time of Arcturus' 
evening setting (i.e. the moment in the calendar year when Arcturus 
seems to set just after dusk). Arcturus appears as a weather-sign first 
in Aratus ( 7 45-7). Kidd on Arat. 7 45 argues that that passage was the 
source of Arcturus' association with storms at sea in poetry (cf. A.R. 
2.1098-9, Leon. AP7.295.5, 7.503.4, Ale. AP7.495.1), including here, 
but the relative chronology is uncertain. KpuEpijs ii'l'ao vauT1M11s "you 
set your hand to chilly sailing." Kpuepfis ... vaun?\i11s glosses Hes. lWJ 61 8 
vavT1Ai11s 6ucnreµq>eAou. Kpuep6s can be used both metaphorically ("griev
ous") and literally of the coldness of death (e.g. "Simon." AP 7.496.5 ev 
TrovTc.ut Kpuepos veKus}, and it thus doubly suits a fatal sailing expedition in 
the early winter. 

3-4[191-2] Theotimus' voyage is described in conspicuously Homeric 
terms: cf. introductory n. ii: i.e. vauT1Ai11. noAuKA11161 ... I v11i: a var
iation of the Homeric v11i TroAuKAi}161, with the noun and epithet reversed 
and divided between two verses. The epithet has special point: Theotimus' 
ship had a large crew, all of whom died at sea. ois hapois "with your 
companions." The phrase 01s hapo1cr1 occurs in this verse-position in epic 
(/l. 5.165, 23.5, Od. 1.237, 14.413), but 01s is here a second-person rather 
than third-person possessive adjective ( = crois}, as often in Hellenistic 
poetry (cf. Call. h. 3.103,A.R. 2.634, 3.140, Theocr. 17.50,Apollon. Dysc. 
Pron. p. 109. 20-6). iiyayEv ds 1'i611v: cf. Od. 1 1. 164 µi;TEp eµi}, XPElW 
µe KaTi}yayev eis J\l'6ao. To express the idea "to Hades," Hellenistic poets 
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preferred the accusative with eis, whereas earlier poets preferred the gen
itive; cf. Magnelli 1999: 188. 

5[193] aiai ... EihroA1s: for the exclamation expressing the speaker's sym
pathy for the mourning of the parents, e.g. 204, CEG 686.1-2. 

6[194] 1<EvEov criiµa 'TTEp1axoµEvo1 "embracing your empty tomb," since 
the parents will never again be able to embrace their son (cf. Moero I67-
8n.). The phrase acquires point from the phonetic similarity of crf\µa and 
crwµa (cf. Pl. Gorg. 493a): the tomb replaces the missing body. The phrase 
bears a phonetic resemblance to Call. Epigr. 1 7 .4 Keve6v crf\µa irapepx6µe8a, 
where going past a tomb is a more traditional idea. 

XL/. Perses AP 7.50I (4 GP) 

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

1[195] Cf. Leon. AP7.273.1-3 Eupou µe TP11XEia Kai aiir,ieacra KaTaiyis I Kai 
vu~ Kai 6voq>epf\s KuµaTa ,rav6ucri11s I e~i\a41' lupiwvos. Eupou xnµip1a1 ... 
1<aTa1yi6Es: Hes. ¾V 618-22 warns that winter storm winds are particu
larly dangerous. A KaT01yis is a violent blast falling suddenly from above 
( [Arist.] Mund. 395a5-6), and the entire expression thus initially seems 
to explain the cause of Phillis' death at sea; as it turns out, the winds, 
whatever their role in his drowning, are here the cause of his beach
ing. i~E1<uA1aav: the Homeric use of the verb of riders thrown from 
chariots (/l. 6.42 = 23.394 EK 6iq>po10 ... e~eKui\icr811) creates the mistaken 
expectation that it refers to Phillis' ejection from his ship rather than to 
the rolling of his corpse in the surf. 
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2[196] noAu1<AauTw1 . . . in' ,i1ov1 poignantly evokes TToi\uKi\avTc.u1 ETTi 
TvµJ3c.u1 ( cited as TToi\uKi\OUTOU ETTi TvµJ3ou by Pl. Phaedr. 264d) in a well
known archaic epigram ("Homer" or Cleobulus AP 7 .153.3) spoken by 
a statue on Midas' tomb: here, the shore of Lesbos must serve as the 
final resting place, and while a tomb in a well-visited spot may be "much 
lamented" (cf. "Erinna" AP7.712.1-2), lines 3-4 reveal that the corpse is 
inaccessible. For yuµv6v, cf. I 2 7-Bn. Eme1µevos axi\uv. 

3-4[ 197-8] Cf. Hermesianax fr. 7 .54-5 oiv11pfi1 6e1pfi1 KeKi\1µev11v TTaTpi6a I 
J\foJ3ov ES euo1vov, where the shape of the island is similarly depicted via an 
anatomical metaphor ("neck"). oiv11piis "wine-producing," as at Call. 
fr. 399. 1. The adjective more commonly means "containing wine" ( e.g. 
Pi. Nem. 1 o. 43, Hdt. 3.6. 1) or " ( consisting) of wine" ( e.g. Eur. IT 163). 
The reference to Lesbos' excellent wine (cf. Archestr. fr. 59.4 with Olson
Sens 's note) is pathetic: Phillis can no longer enjoy such things. napa 
acpupov "along the shore, coast" (cf. Gow on Theocr. 16.77); the phrase 
is used by Homer (/l. 4.518, 17 .290) in an anatomical sense ("near the 
ankle"). aiyiA1nos . . . uno npono61 "you lie under the jutting base, 
wet from the sea, of a lofty cliff." Ancient scholarship took aiyii\141 to mean 
"steep," and explained its literal force as either "so high that even a goat 
would not leave it" ( cf. I (D) Il. 9. 15) or "so high that even a goat would 
not ascend it" (Apoll. Soph. p. 14.31-2). aiyii\mos 6e I TThpou varies the 
Homeric aiyii\mos TTETPT)S-TTETPT) is the more expected word for a cliff; 
although Hellenistic epigrammatists use both it and TTETpos of tombstones, 
the latter is more commonly applied to graves. The change of form thus 
contributes to the larger point: the cliff-face takes the place of a tomb
stone. aA1~piKTw1 "wetted by the sea" (for the idea, cf. Soph. Ajax 
12 19 TTp6~i\11' cxi\iKi\ucrTov), rather than by the tears of mourners; the adjec
tive appears first here. uno npono61: a TTp6TTous is a spur ofland jutting 
from the base of a mountain (Hsch. TT3637). The word is rare in poetry, 
and may have been chosen here because its derivation from TTovs suits the 
metaphorical use of crcpup6v: the body lies by the "ankle" of Lesbos, under 
the "forefoot" of a cliff. Cf. Samius 772. 

XLII. PersesAP 7.730 (7 GP) 

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

The handful of extant painted stelae do not allow us to know how 
common such scenes were, but the Thessalian example casts light on 
the poem's innovative approach. Although it describes the image on 
Mnasylla's tomb, its focus is on her daughter's death, which is treated as if 
in an epitaph (4-5; cf. e.g. 9, 22 7); although the attention paid to the grief 
of the deceased mother has a parallel in CEG 526, the extent to which it 
is developed here is marked; see x introductory n. The shift from present 
to aorist in 7-8 obscures the difference between the actual mourning of 
Neutima's parents in the past and its representation on Mnasylla's tomb. 

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

1-3[199-201] "Wretched Mnasylla, why for you (To1), mourning 
your child, is there a depiction of Neutima painted even on (your) 
tomb?" ypaTTTos . . . Tunos "painted representation"; cf. introduc
tory n. For TVTTOS of the depiction of the deceased on a tomb, cf. CEG 
481.3. no1<' = TToT(e). That Neutima's death is set at an unspecified 
past time (cf. CEG 576.3 & TTOTE ... KaTeq>61To) emphasizes the continuity 
of Mnasylla 's grief. cxno 'l'uxcxv ipuaavTo "tore away her soul" ( tmesis), 
a variation of Homeric expressions such as oTTo 6uµov oi\ecrcrev ( e.g. Il. 8.90, 
cf. Philitas fr. 20.1; cf. Emped. 31 B 138 xai\Kwl OTTO 41ux11v opucras); Perses 
substitutes the Homeric rarity oTTepuc.u, which occurs (also in tmesis) only 
at Od. 14.134 ( of the destruction of a corpse) p1vov oTT· 6crTe6cp1v epucrm. 

4-5[202-3] oia KaTCX ~AEcpapwv I cxxAu1 nAT11..1upouaa "as though overflow
ing with the dark mist (that had been poured) down over her eyes." The 
simile is based on metaphorical Homeric expressions in which a dark 
mist pours over the eyes of a dying person (e.g. Il. 5.696, 16.344 KaTcx 6' 
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o<p6aAµ&v KEXUT0 axAus): 1TA1iµupoucra ("overflowing") develops the image 
of the mist as a pourable liquid ( cf. KEXUT0

); KaTcx ~Ae<pcxpwv (/l. 1 7 .438) 
suggests movement, as in the Homeric model. 1--'TtTPos: the Ionic form 
(P) might be explained as suiting the epic flavor of ayocrT&1. ayoaTw1 
"forearm," one of the competing senses assigned to this Homeric word by 
ancient scholars (cf. 2 Il. 14.452, Rengakos 1994: 31-2) and taken up by 
Hellenistic poets ( cf. Theocr. 17 .1 29, Livrea on A.R. 4.1734). Mnasylla 
places her arm on her dead daughter as she sits by her side. 

6[204] aiai, 1'p1aT0TiATts 6': see I93n. 

7[205] 6E~lTEpa1 KEcpaAcxv hnµcxaaaTo: Aristoteles held his head with his 
right hand in an expression of mourning. eneµcxcrcraTo (aorist of emµaioµm) 
is here "clutched" (e.g. A.R. 4.18) rather than "stroked." The change in 
tense blurs the boundary between the real event in the past (here repre
sented by the aorist, cf. 8 e~eAcx6ecr6') and its present representation on the 
tomb (cf. 2 enecrT1). w µiya 6nAoi: cf. 1 6e1Aaia, Or. Sib. 2.161, Nonn. 
Dion. 6.259. The text is uncertain: K(ai) in P's K0 w is unwelcome and may 
reflect a desire to avoid the hiatus before w, but Perses may be follow
ing Homeric practice, which occasionally allows hiatus before the bucolic 
diaeresis (K-B 1.192). Stadtmiiller's Kou is also possible. 

8[206] An allusion to Od. 11.553-5 "Ajax, blameless son of Telemon, not 
even in death, then, were you bound to forget your anger (ou6e 6avwv 
AT)creo-601) at me over the terrible armor." iwv: second person plural= 
uµETEpwv; cf. I92n. 

XLIII. Perses AP 6. I I 2 ( I GP) 

A dedication by brothers of three deer-heads and antlers to Apollo. The 
names Leontiades and Promenes coincide with those of a Theban father 
and son in an inscription from the end of the fourth century (see above 
p. 1 1 2); the poem may have been composed to accompany a real dedi
cation, but it is uncertain that it was, or that it celebrates a real hunting 
expedition. Epigrams allegedly recording the dedication of antlers to 
Apollo at Delphi are attributed to Alexander the Great (Ael. NA 10.40) 
and to Nicocreon, king of Cypriote Salamis in the late fourth century 
(Ael. NA 1 1-40); literary epigrams recording similar dedications include 
Leon. AP 6.110, An tip. AP 6.111; cf. cxxx111. Mt. Maenalus is a conven
tional haunt of wild beasts in Hellenistic poetry (e.g. Call. h. 3.88-9, A.R. 
1. 168); that the deer were killed there could be a literary fiction as easily 
as a reflection of reality. 
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The diction is heavily indebted to epic and implicitly assimilates 
Leontiades' sons to Homeric heroes. 

1-2[207-8] Tpeis ... KecpaAai: dedicated objects named in the nom
inative are relatively rare in the inscriptional record ( CEG 390, 822, 
830.8). acpaT01 "amazing" (Suda 04564; cf. Pi. Nern. 1.47), an exten
sion of the literal meaning "unmentioned, unspoken" (Hes. Op. 3), 
and thus "unspeakable." Before the Hellenistic period, the adjective is 
mostly restricted to lyric, and it is probably elevated in tone ( cf. Bulloch 
on Call. h. 5.77). The epigrams attached to dedications by Alexander 
and Nicocreon (above, introductory n.) both emphasize the extraor
dinary character of the horns (Ael. NA 10.40 xpfiµcx Tl 601µ6v1ov, 1 1.40 
TETpcxKEpwv). 1<epcxeaa1v "with respect to their antlers"; cf. HHMerc. 192 
(cows) 1rcxcras KEpcxEcrcr1v ei\1KTcxs. un' ai8ouaa1s: i.e. in the portico of 
Apollo's temple. The phrase is a variation of the Homeric tm' ai6oucr111, 

used in this verse-position at Od. 3.399, 7 .345, 20.176. ay1<nvTa1 
"have been dedicated" (< avcxKElVTa1), e.g. CEG 822.1, Theocr. 10.33 with 
Gow's note. 

3[209] iAov "killed" ( e.g. Il. 16.697); cf. the epigram ap. Ael. NA 1 1.40 
crfis EVEKEV, /\11Tous TO~OAKETO Koup', emvoias I T11v6' EAE NtKOKpewv TETpCXKEpwv 
ei\acpov. i~ innwv "on horseback," as e.g. App. BC 2 .1 o. 70 ol µeve~ Y1r1rwv, 
ol 6e TIE~oi; a1r6 is more commonly used in this context. Perses varies the 
meaning of the expression in Homer, where it always refers to dismounting 
or falling from a chariot; e.g. Il. 7. 16 e~ Y1r1rwv xaµcx61s 1rfoE, 1 1.94 e~ Y1r1rwv 
KaTE1rcxi\µEvos. tyuyepw1 xipet: incurably corrupt, but perhaps masking 
the name of a third son of Leon tiades. The line end Llal'i\ox6s TE resem
bles Homeric expressions such as Il. 17.378 0pacruµ11611s J\vTii\ox6s TE, Od. 
11.23, 12.195, 15.248, in all of which two proper names are conjoined. 
The existence of a third brother would explain why three heads have 
been dedicated. Attempts to preserve a form of XEip are less satisfactory 
( cr6Evapfi1 XEPi Salmasius, yuµvfi1 XEPi Hiller von Gaertringen). 

XLIV. Perses AP 6. 2 7 2 ( 2 GP) 

A dedication of clothing to Artemis by a woman who survived a difficult 
labor. Greek women often dedicated textiles to Artemis to celebrate 
childbirth (I Call. h. 1.77) and other important transitional moments 
( Cole 1998); sanctuary inventories, especially at Brauron, list numerous 
items of clothing, including belts ( cf. /G 112 1514. 15 ~&µa) and a variety 
of finely wrought linen. Some such dedications may have been marked 
by epigrams (perhaps embroidered; cf. JG 112 1514.8-g), but this poem is 
probably a fiction. 
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The poem has a form common in inscribed dedicatory epigram: 0-01/ Tot+ 
address of divine recipient (vocative) + dedicator (nominative) + Ti61iµ1 + 
dedicated item(s) in the accusative. Lines 1-2 name the divine recipient 
and list the dedicated items in a tricolon of ascending length (a common 
Homeric structure), of which the last element is a high-style description 
of an intimate garment; two of the items appear together as part of a war
rior's armor in Homer ( 1-2n.), and the lines gain point from the appli
cation of Homeric language to a feminized con text ( cf. 1 av6eµ6eVTa, 2 
1repmi\oµevav). Lines 3-4 name the dedicator and explain the gift. 

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

1-2[211-12] Cf. Il. 4.216, where ~&µa and µhp11 are the loin-cloth and 
bronze waist-guard worn by Menelaus. (wµa ... Ku-rraaa1v: ~&µa, here 
equivalent to ~wv11, refers to a girdle or belt worn around a woman's waist. 
A Ku1racrcr1s is a chi ton used by both sexes ( cf. Hecat. FGrH 1 F 284; Hippon. 
fr. 32.4; Aesch. fr. dub. **473), though ancient lexicographers disagreed 
about whether it was a male or female garment (Harpocr. K96). It is asso
ciated with the East and with Asiatic luxury (Hecat. loc. cit., Diotimus AP 
6.358.1-2). ~wµaTa and Ku1rcxcrcr16es are juxtaposed at Ale. fr. 140.13. w 
AaTwi: vocative of /\aTwis "daughter of Leto," i.e. Artemis, here invoked as 
goddess of childbirth (cf. Eur. Hipp. 166, [Theocr.] 27.29-30, Cole 1998). 
The adjective appears first in Hellenistic poetry in place of traditional epi
thets such as /\11Toyeve1a, /\11Toyevi}s, /\11Tw1a. av8EµoEvTa: either "brightly 
colored" ( cf. LSJ) or "decorated with (images of) flowers" ( cf. Asclep. 4.2 
~wv1ov e~ av6ewv 1ro1KiAov with Sens's note). The adjective sometimes has the 
literal sense "flowery" in Homer, but ancient scholars debated whether its 
meaning in passages describing metallic objects was "intended for dedica
tion" (as if from av0Ti611µ1), "bright, shining," or "variegated." µhpav 
"breast-band," a sense first attested in Hellenistic poetry ( e.g. Call. Epigr. 
38.3-4 µhp11v I fi µacrTous eq,ii\110-e, A.R. 3.867); more commonly synonymous 
with ~&µa. µaCTTois aqnyKTCX 1TEp11TAoµivav "tightly ( crq,1yKTcx) encircling 
her breasts," i.e. wrapped around her torso to support her breasts. The 
phrase explains the function of the item, not its current state. ,repmi\6µevos 
is an epic word. crq,1yKTa is adverbial neuter plural. 

3[213] 8T)KaTo: an epic (e.g. Il. 10.31) equivalent to e6ETo. 

3-4[213-14] 6uaw6ivo10 yEvi8Aas I apyaAiov ... ~expos "grievous misery 
of an ill-labored birth." ~apos, "misery, burden," suggests the weight of 
pregnancy. 6ucrw61vos, a hapax, implies not merely a painful labor, but one 
that could have ended disastrously. 6EKcxTw1 1-111vi: i.e. at the conclu
sion of a normal pregnancy. cpuyoOaa: surviving childbirth; cf. Leon. 
AP 6. 200. 1 1T1Kpcxv w6iva q,uyoucra. 
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PHALAECUS 

Five epigrams are attributed to Phalaecus. His use of non-elegiac meters 
suggests a floruit early in the Hellenistic period. Why his name was given 
to the so-called "Phalaecian" hendecasyllable, an archaic meter used by 
other early third-century epigrammatists as well, is unclear: possibly he 
was the first to use it in epigrams or in stichic form (cf. xcv). A terminus 
post quem is suggested by the probability that the honorand of AP 13.6 was 
Lycon of Scarphe, who was a comic actor twice victorious at the Lenaea in 
the mid-fourth century (/G 112 2325.195); he accompanied Alexander on 
his expeditions (Plut. Mor. 334e), and performed at the mass marriage at 
Susa (Chares FGrH 125 F4). 

XLV. Phalaecus AP I 3. 2 7 ( 4 GP) 

On Phocus, lost at sea. The poem comprises two four-line stanzas in which 
an Archilochian is followed by an iambic trimeter and then a hexameter 
is followed by another iambic trimeter. This metrical form is a variation of 
the more common epodic alternation of hexameters and trimeters. The 
Archilochian consists of four dactylic feet followed by a trochaic tetrapody 
(- ~ - ~ - ~ - ~ - v - v - x). It is rhythmically close to the the hexameter 
in that both have the same first four feet, and the adonic with which the 
hexameter ends can be converted to a trochaic tripody by adding a single 
heavy syllable (- v - v - x as opposed to - ~ - x); the first and third verses 
are thus related. The two stanzas focus respectively on Phocus' death 
abroad (1-4) and on his burial and his mother's grief at home (5-8); the 
contrast is highlighted by the identical relative positions of e1ri ~eivT11 and ev 
1r0Tepwv in their verses. The structure of the poem, which opens with the 
narrator telling how Phocus died and ends with his mother recounting the 
same event, creates a parallelism between the omniscient narrator and the 
grieving parent, whose name, Promethis ("Foreknowing"), perhaps sug
gests her own special knowledge; the parallelism is reinforced by the recur
rence of cmecp61To in 1 and 8 and by the ambiguous focalization of 7 aiai. 

1[215] Cl>wKos ("seal") is well attested as a name, but ironic of a drowned 
man. i-rri ~dv111: the noun to be supplied is ordinarily yf}1 (as in e.g. 
372), but the subsequent account of the death reveals the meaning to be 
only that Phocus was not in his homeland rather than that he was "in" a 
foreign land when he perished. 

1-2[215-16] 1-1iAa1va I vrus: varying, by verse-position and morphology, 
the Homeric formulas µeA01v01 vfies, vrii µeAaivri1, etc.; veus is an Ionic form 
of the nominative singular (Ionic vrius, Attic vaus} elsewhere attested only 



COMMENTARY: XLV, 215-22; PHILITAS 121 

in the lexicographical tradition. ou6' u-rrE~iivnKEV "did not escape," 
probably evoking a disputed meaning of uireK<pepc.u at IL 2 2. 202, where 
Aristarchus favored Kfipas uire~eq,epev rather than vulgate Kfipas uire~eq,uyev 
(cf. Hdt. 4.125.1). i6i~aTo "tolerated," "endured," with the wave rep-
resented as an attacking force ( cf. Thuc. 4.1 26.6 Tois ... TflV irpWTf\V eq,o6ov 
6e~aµevo1s). 

4[218] ~i'll Nchou: the expression resembles [Theocr.] 25.90-1, of clouds, 
ei\auv6µeva ,rpoTepc.ucre I T}E N6T010 ~lf\1 T}E 0pf\1KOS Bopfoo: cf. Il. 16. 2 13, 
23.713 ~ias cxveµwv. -rrp,;aavTOS iaxcxT'lV aAa "raised the sea from its 
depths ( ecrxaTf\V)." iriµirpf\µ1 typically means "blow out," of sails and the 
like, but the cognate ,rpf\O"TT}P is used of typhoons and violent thunder
storms at sea ( cf. West on Hes. Th. 846); cf. ,rpf}crcrc.u at A.R. 4. 1537-8 
TIPT}O"O"OVTOS CXT}TEC.U I exµ ,rei\ayos VOT1010. 

5[219] TUl.l~OU ••• AcxxEv: cf. 566n. 
ancestors." 

iv -rraTipwv "in <the land> of his 

6[220] Auypij1 opv181: probably a gloss on the halcyon (cf. SGO 
05/ 01/ 44.7-8 µT}Tf\P 6' 11 6UO"Tf\VOS 66vpET01 010 TlS CXKTais I cxi\Kuovis yoepois 
6aKpucr1 µupoµeva, A.R. 4.362-3 i\uypfi1cr1v ... cxi\Ku6vecrcr1), whose associa
tion with grief derives from the mourning of Alcyone, transformed into 
a halcyon after her husband Ceyx drowned at sea. The hiatus is unusual 
but has antecedents in epic hexameters; cf. Il. 10.277 xaipe 6e Tw1 opv16' 
,06ucreus, 23.857 TVXf\1 opv16os. -rroTµov dKiA'l: i.e. they shared the loss 
of a loved one at sea. 

7[221] aiat may be understood as a parenthetic expression of grief by 
the speaker, as often in epigram (I93n., CEG 556.1, 686.1), or as an 
internal accusative with KwKue1 ("she cries aiai for her child"); the gram
matical ambiguity blurs the distinction between the speaker's voice and 
that of the grieving mother. Kw1<un: the uox propria for high-pitched 
female lamentation. iov yovov "her son"; the expression occurs once 
in Homer (Od. 1.216), in a different sense ("his paternity"). ii1.1aTa 

-rrcxvTa: a Homeric tag (e.g. /l. 8.539, 12.133). 

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

PHI LIT AS 

Philitas ( or Philetas) of Cos was a scholar and poet of the generation 
that included Asclepiades (cf. Theocr. 7.40), Aratus, Alexander Aetolus, 
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and Menander; he is said to have tutored Ptolemy II Philadelphus and 
Zenodotus. The influence he exerted on subsequent Hellenistic writers is 
reflected in his treatment as a model poet in the prologue to Callimachus' 
Aetia (fr. 1.9-12 with schol. Flor. ad Loe.) and in Theocritus' seventh idyll 
(37-41); cf. LXXXII. The exiguous fragments of his poetry include part 
of a hexameter narrative (Hermes) and an elegy (Demeter). These rework 
earlier poetry, especially the Homeric epics, in creative ways, and show an 
interest in lexical rarities that finds a parallel in Philitas' scholarly writings, 
including the ,,ATaKT01 n.&crcra1 (a collection and discussion of unusual 
words) and, apparently, a work called the Hermeneia (see Dettori 2000). 
The existence of epigrams by him is attested by the Suda ( cp33 2) and by 
Stobaeus (4. 1 7 .5, 56. 1 1), but none appears in the Anthology ( though two 
poems attributed to "Philitas of Samos" do); Meleager does not mention 
him in his preface and may not have known a collection of his work ( cf. 
Sbardella 2000: 49-52, Spanoudakis 2002: 327-8). 

XLVI. Philitas IJ Sbardella (3 GP [vv. I-2}) 

A dialogue between a dead man and a friend who refuses to mourn a 
life well lived. The two couplets are cited separately but in succession by 
Stobaeus, who attributes the first to Philitas' Paegnia ( of which he also 
quotes another fragment, 1 2 Sbardella), the second to his Epigrams. In the 
first, the dead man requests a traditional response to news of his death; 
in the second, the passerby responds by refusing to lament him. That 
the couplets belong to the same work is suggested by close verbal and 
thematic correspondences ( 1 EK 6uµo0 - 3 cp1i\ahaTE, 1 µe - 3 ere, 1 Ki\aOcrai 
- 3 ou Ki\aiw), by the identical metrical shape of the hexameters, and by 
Euphorion's apparent reworking of the epigram (fr. 22). Apart from 
one relatively rare form ( cf. 3-4n.), the poem lacks recherche diction. 
Instead, its point depends on the play with epigrammatic conventions and 
on the characterization of the speakers, especially the passerby, a scrupu
lous man who offers thoughtful consolation instead of lamentation. 

1 [223] iK 8uµou "from your heart, sincerely," suggesting strong affection 
( e.g. Il. 9.343 EK 6uµo0 cpii\eov). 

1-2[223-4] KAauaa1 ... I d-rrEiv, µEµvija8a1: infinitives used as impera
tives have a solemn tone (cf. Smyth §2013). The emotional, practical, 
and intellectual responses requested by the dead man are conventional 
in epigrams and elsewhere ( e.g. Sol. fr. 2 1), and constitute a sequence 
moving from immediate lamentation to lasting remembrance. Ta 
µhp1a "in moderation," an adverbial usage common in prose but not 
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verse. Solon allegedly limited excessive displays of grief (Plut. Sol. 1 2 .5), 
and moderate mourning was treated as an ideal, even if it was not always 
maintained in reality; cf. Eur. fr. 46, Antiph. 54.1. T1 npoCT11vis "a kind 
word." ouKh' iovTos oµws "(remember) me, dead, in the same way 
( 6µws) ( as if I were alive)"; cf. A.R. 1.896 µvweo µ,iv, cnrewv irep 6µ&s Kai 
v6<IT1µos. The expression has a Homeric antecedent at Il. 2 2 .384 "EKTopos 
OUKET

1 

EOVTOS. 

3-4[225-6] The speaker rejects the request for lamentation, but implicitly 
fulfills the dead man's wish that he respond in a consolatory and commem
orative way. That life contains a mixture of good and bad is commonplace 
(e.g. Il. 24.527-33, Call. fr. 298 = Hecale fr. 115 with Hollis' note); the 
point is that the deceased, having lived a life with many blessings, does 
not merit grief. More commonly, the speaker of an epitaph urges the 
reader not to lament at all (cf. Lattimore 1942: 217-20). ~dvwv ... 

cp1AahaTE: addressed to the dead man, the apostrophe reverses the 
usual address of the imagined passerby as ~eivos ( cf. CEG 597 .1, IMEGR 
5.11-12); cf. Call. LI introductory n. The speaker's refusal to mourn is 
not due to a lack of fondness. q>1i\ahaTE is a rare superlative of cpii\os, first 
attested in fourth-century Attic prose (Xen. HG 7.3.8), and subsequently 
in Hellenistic poetry at Theocr. 7.98, Pos. 61.5 AB. iyvws "you expe
rienced"; e.g. GW 861.2, /CUR 111 1243-4. KaAa, KaKwv: an emphatic 
juxtaposition encompassing the range of human experiences. µoipav 

"(just) portion"; contrast, e.g., Asclep. 42 &µ01pos cx6ovcxv. 

SIM(M)IAS 

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

The Suda ( cr431), in an entry contaminated with information pertain
ing to Semonides of Amorgos, reports that Simias was a grammarian 
who produced three books on rare words and four books of poems of 
various sorts. Three pattern-poems in which the physical layout of the 
verses iconically represents the subject matter are attributed to him (Axe, 
Wings, and E~); on these see, e.g., Strode! 2002, Luz 2010, Kwapisz 2013, 
Pappas 2013. Also extant are scanty fragments of poems entitled Apollo, 
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Months, and Gorgo(n). Of the seven surviving epigrams to which his name 
is attached in the Anthology, two (AP 7 .2 1, XLVIII) are ascribed to Simmias 
of Thebes, and may be by a different poet; another (XLVII) is assigned to 
him, to Simonides, or to Samius. 

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

XLVII. Simias, "Simonides, "or Samius AP 7. 64 7 (Simias 7 GP) 

The last words of the dying Gorgo. The poem shares a number of points 
of contact with Anyte 111. Anyte's irepi xetpe ~ai\oOcra, alluding to Odysseus' 
last encounter with his mother in the Underworld, seems less likely to 
have been generated by 6epas xepcriv ecpairTaµeva here than the other way 
around, and Reitzenstein ( 1893: 129) is probably correct to think that 
the epigram is a response to Anyte's. The poet has made the internal 
addressee the girl's mother rather than her father and has changed the 
focus of her final words. 

The authorship of the epigram is variously given in the Anthology and 
remains uncertain. The Corrector attributes it to Simonides or to Simias, 
while PI assigns it to Samius. Athenaeus 1 1 .491 c reports that Simias was 
the author of a work entitled Gorgo (called Gorgon at L Eur. Andr. 14), 
whose existence could have led a reader falsely to ascribe the epigram to 
him. 

The manuscripts diverge on the dialect coloring, with P favoring Ionic 
forms in 11 and PI generally preserving a, but the coloring throughout was 
most likely Doric, perhaps on the model of Anyte's poem. 

1-2(227-8] The lines seem to rework 9. 6a1<puoiaaa ... icpa"TTToµiva varies 
Anyte's irepi xetpe ~ai\oucra; the feminine participle at pentameter end picks 
up 66:Kpum i\Et~oµeva in the equivalent position in Anyte 's poem, while the 
content of that phrase is expressed via the adjective 6aKpu6ecrcra at the 
opening of the verse. Ta6' iEnn: T66, eeme appears in this verse-position 
in Homer (Od. 16.356, 23.273); cf. Sens on Theocr. 22.153. TTOTi: 

Doric = irp6s. 6ipas: genitive of 6epa ( epic 6e1pri), "neck." 
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3-4[229-30] Whereas Anyte's dying Erato focuses on her own condition, 
Gorgo expresses concern for the fate of her parents. au81 µivo1s: the 
phrase is an adaptation of the epic line opening au61 µevwv (etc.); e.g. Il. 
1.492, 10.41 o. au61 "here" implies "among the living" ( e.g. Ar. Frogs 89 
evTau0a). i-Tri Aw1ov1 µoipa1 "with better fortune." The same expres
sion occurs in a third-century funerary epigram from Egypt (/MEGR 
28.7-8) a.AA, eiri i\w1ov1 µev µoipfll vuµ<pf\V TlS &yotTO I T010UTflV6e. TEK01S 

... Ka61µova: Gorgo is apparently an only child; cf. A.R. 1.97-8 ou µev 
fr, a"Mous I y11paos ufos exev J316To16 TE Kfl6eµovfias. The elderly depended 
on their grown children for care, and the loss of this support is regularly 
cited as an additional source of pain to parents who have lost children 
(e.g. Eur. Ale. 662-5, Med. 1032-5, Hee. 430). noA1w1 y,;pa1: a con
ventional collocation in elegy, lyric, and tragedy (e.g. Thgn. 174, Pi. Isthm. 
6.15, Bacchyl. 3.88-9, Eur. Supp. 170, Ion 700). Ka61µova "carer" (LSJ 
2). The noun is commonly used of those who care for the bodies of the 
dead (cf. Il. 23.163, 674), and its use highlights the reversal of the natural 
order, a common theme in epitaphs for young people: Gorgo's parents 
will have to play the role of Kfl6eµwv for her rather than the other way 
around. 

XLVIII. SimiasAP 7.22 (5 GP) 

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

Both this epigram and AP 7. 2 1 are ascribed, probably falsely, to Simias 
of Thebes, a follower of Socrates. AP7.21 too associates Sophocles with ivy, 
although there the connection between the plant and the crown awarded 
to victorious tragedians is made explicit. Other epigrams on Sophocles 
include Diosc. AP7.37, Eryc. AP7.36 and adesp. AP7.20. 

1-2[231-2] The wish for ivy and other plants to flourish on the tombs 
of poets was conventional in epigram, perhaps via the connection 
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between garlands and victories in poetic competitions (cf. CEG 578.9-
10, Luck 1956: 279-82, Rossi 2001: 100-1), including the Athenian 
dramatic festivals ( cf. Pickard-Cambridge 1968: 98); the presence of 
ivy on the tomb would be a mark of Dionysus' favor and of Sophocles' 
status as a tragic poet. tipiµ> ... tipiµa "gently," so as not to disturb 
the occupant of the tomb; cf. I 35 <hpeµa. The repetition suggests the 
speaker's urgency. ipnu(ois "creep slowly." ep,ru~c.v is a Homeric verb 
closely associated with contexts involving grief (cf. Il. 23.234-5, Od. 
13.22 o) and thus especially appropriate here. xAotpous iKnpoxiwv 
nAoKaµous is multivalent. Most obviously "pouring forth green hair" is 
"growing an abundance ofleaves"; cf. Nie. Ther. 658 TPOXEflV 6, cx1rexeuaTo 

xahT)v. 1ri\6Kaµos is less commonly used of foliage than KOµfl and xahT); 
cf. Anacreont. 41.6. At the same time, in a literal sense to pour out one's 
hair is to leave it unbound (cf. 584, Call. h. 6.5 KaTexeuaTo xahT)v), an 
act often signifying mourning ( cf. Richardson on HHDem. 41). The 
participle may also evoke the commonplace use of xec.v of tears (cf. Il. 
1.357, etc. 6aKpu xec.vv, A.R. 3.1118-19 ,rpoxeoucra ... I 6aKpua}, for 
which xi\oep6s/xi\c.vp6s is sometimes an epithet (cf. Anyte Ion., Diosc. AP 
7.31.4 xi\wpov ... baKpU XEOS). 

3[233] nhaAov "flower(s)" (singular for plural); cf. Eur. Ion 889, Mosch. 
2 .67. 1raVTf11 "everywhere." cp1Aoppw~ "grape-loving," i.e. "producing 
many grapes"; cf. LSJ pw~ B, Zonas AP 6.22.3 1ruKv6ppc.vya. The adjec
tive, a hapax, occupies the standard verse-position of the ( etymologically 
unrelated) Homeric cx1r6ppc.v~. "broken off, sheer." 

4[234] aµntAos ... xtuaµivf1: like ivy, the vine was intimately linked with 
Dionysus (e.g. HHDion. 39-41). The carefully balanced, chiastic struc
ture of this line, in which an adverb meaning "all around" is itself framed 
by two noun-adjective pairs (noun A-adjective B-adverb-noun B-par
ticiple A) mirrors the twining of a vine. uypa "pliant." KA,;µaTa 
"vines." xtuaµiv'l "pouring forth," with the implication of great abun
dance. The middle voice of the uncompounded verb varies the similar use 
of the compound eK1rpoxec.vv in the active ( 2). 

5[235] tuµa6if1s: usually "ability to learn, docility" but here approximating 
to "learnedness" (cf., in a programmatic context, Mel. AP 12.257.8). The 
wisdom of the deceased is commonplace in epitaphs, but here also reflects 
the values of the scholar-poet Simias. nivuTocppovos "wise-minded," 
first attested here. µtAixpos: Hellenistic poets frequently use the adjec
tive of poetry and poets they admire ( cf. Call 3 2 3-5n.); and sweetness was 
specifically attributed to Sophocles and his work ( cf. T 108-14 Radt). 



COMMENTARY: XLVIII-XLIX, 235-8 127 

5-6[235-6] i\v ... I iiaKTlaEv "which he practiced"; cf. LSJ acrKec.v 11.2. 
The verb occurs frequently in funerary contexts, e.g. CEG 553.3, 585.1 
crwcppocruvT)V T}O"KOV apETf\V TE. Mouawv ... Kai Xaphwv: the Muses and 
the Graces were sometimes associated as goddesses of poetry, cf. Eur. HF 
673-5 OU ,raucroµm TCXS XaplTOS I Tais Moucr01cr1v cruyKaTaµeijyvus, 116icrTaV 
cru~uyiav. aµµ1ya "together with," here unusually governing a genitive 
rather than a dative. For the poet's collaboration with the goddesses, cf. 
Asclep. 32.4 Sens TO ~uvov Moucrwv ypaµµa Kai :AvT1µaxou, adesp. AP7.12.6, 
Crinag. AP9. 513. 

XLIX. Simias AP 7.203 (I GP) 

An epitaph for a dead partridge. The epigram resembles Anyte's for dead 
animals ( cf. 1 n.), but here the twist is that the bird had, in life, been used as 
a decoy to attract others of its kind (cf. Arist. Hist. anim. 614a10, 56ob15, 
Ael. NA 4.16, Xen. Mem. 2 .1.4). Some of the point derives from the initial 
ambiguity of ayp6Ta, which could refer either to a hunting decoy or to a 
bird living in the countryside, as partridges do. The allusion to the decep
tive song of the Sirens (2) provides some hint of the bird's function, made 
explicit first in 3, where it is assimilated to a human fowler. Several other 
phrases evoke Homeric scenes of hunting ( cf. 1, 3nn.). 

1[237] ouKiT1: cf. Anyte AP 7.202 (for a rooster), 215 (a beached dol
phin), which similarly open with the adverb; that the dead person will 
no longer be able to do what he or she once did is an epitaphic com
monplace ( e.g. CEG 680.5 [o] uKeT1 Tcxv cx~p6ir016a iraTpav crcxv (Ecrirep [i6'] 
04'T)l). av' uAfitv 6pios: a variation of the Homeric xwpov av' ui\i\ev6', 
used in the context of a hunting simile at Il. 10.360-2. For the com
mon xwpov, Simias substitutes a Homeric hapax, the neuter noun 6pios 
"thicket" (cf. Od. 14.353). The noun is semantically obscure and is thus 
glossed with multiple adjectives; cf. Sistakou 2007: 395. euaK1ov: an 
un-Homeric word (cf. Homeric crK1oeis), first in Pindar (Pyth. 11.21) and 
Euripides (fr. 495.36). aypcha: the sole Homeric occurrence of the 
word is in a simile comparing the weeping ofTelemachus and Odysseus to 
geese or vultures whose young have been taken by ayp6Tm ( Od. 16. 2 16-
18). It may mean either "woodsman" or "hunter" (cf. Fraenkel 1910-20: 
1.57), and ancient critics debated its Homeric sense (cf. Sistakou 2007: 
395); only with 6T)peuwv in the third verse does it become clear that the 
latter meaning is operative. 

2(238] ieis: alternative thematic form of the second person singular pres
ent indicative active of 1T)µ1 (Smyth §746b). yfipuv airo aToµchwv: a 
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rewriting of the Sirens' attempt to waylay Odysseus by claiming that no 
sailor has yet passed by without hearing their song ( Od. 12.187 npiv y' 
17µewv µei\iy11pvv &no cnoµcXTwv cm' cxKoucrm). Like theirs, the partridge's 
song is deceptive and destructive. The plural crToµchwv is appropriate for 
the Sirens, but here a poetic equivalent to the singular. 

3[239] 611pEuwv: cf. 1 n. For the representation of the decoy as an active 
hunter, cf. Arist. Hist. anim. 614a 1 o. ~aAious auvoµ,;A1Kas: the com
mon rock partridge (Alectoris graeca) is a slate grey bird with a black out
line around its white throat and with black and white bars on its wings, 
but its chicks are spotted. cruvoµfii\1~ is attested first here; the expression 
~uv 6µiii\1K1 occupies the same verse-position at Thgn. 1063. The intensify
ing prefix cruv- suggests a solidarity violated by the decoy's perfidy. iv 
voµwi uA11s varies Od. 1 o. 159 eK voµou ui\11s, of the woods from which a deer 
ultimately killed by Odysseus emerges. 

4[ 240] Animals are sometimes represented as appearing in the Underworld 
(e.g.Od.11.572-5), but the language here is typical of inscribed epitaphs 
and represents the partridge's death in markedly human terms. A similar 
effect occurs in Anyte AP 7. 1 go. 3-4; cf. Catull. 3. 1 1-14. wixEo yap: 
similar explanatory expressions are common in inscribed epigrams, e.g. 
CEG 575.3-4 cru yap .. -1 w1xou. 'TTUf,ICXTav ... o6ov "on the final road," 
a common metaphor for death in Hellenistic inscriptions and in the 
Anthology. ds 'AxipovTos "to (the house of) Acheron." The genitive 
is used by analogy with the more common eis 'l\i6ou, and is not dependent 
on 666v. Acheron, originally a body of water in the Underworld, stands 
by metonymy for the Underworld itself already in the fifth century (e.g. 
Soph. Ant. 812; CEG 119.2), but here the construction (eis + genitive of 
person) points to the personified god Hades. 

CALLIMACHUS 

Callimachus was the most prolific and influential Hellenistic poet. His 
style and manner are often viewed as coterminous with an "Alexandrian" 
or more broadly "Hellenistic" approach to poetic composition; such views 
oversimplify the diversity of Hellenistic poetry, but they reflect his impor
tance in the canon. Internal evidence shows that he was born in Cyrene 
but was associated with Ptolemaic Alexandria from at least the late 2 70s 
through the mid 240s. In addition to being one of the more creative poets 
of antiquity, he was a prodigious scholar, whose prose treatises included 
work on contests, birds, winds, rivers, unusual words, the foundations 
of islands and cities, barbarian customs, and wonders of the world; his 
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Pinakes were an organized account of books held in the Library, includ
ing a quotation of the first line of each ( cf. Blum 1991, Krevans 2004). 
This scholarship was reflected in his verse, which included a collection 
of six hymns, a hexameter epic called the Hecak, a collection of Iambi, 
elegies, and lyric poems on various topics. These sophisticated and witty 
works experimented in innovative ways with voice and with the traditional 
features of inherited forms. They included numerous rare glosses, fre
quently referred to obscure places, rites, and customs, and used language 
in ways that reflected contemporary scholarly debates, especially about 
the text and interpretation of the Homeric epics. His metrical technique 
was highly refined: cf. Introduction section 4h. 

More than sixty epigrams survive. In one (Epigr. 35), Callimachus 
seems to distinguish his serious poetry ( cxo16ri) from his lighthearted, 
sympotic compositions, a group that probably includes epigram. In fact, 
Callimachus' epigrams differ somewhat from many other of his poems 
in the deceptive simplicity of their language. They contain relatively few 
obscure and unusual words and glosses; their word order is generally 
straightforward; they rarely refer to obscure myths and rituals, matters 
of scholarly controversy, or specific passages of Homeric epic. Their rela
tively simple diction and syntax, however, belie the interpretative ques
tions they pose. Indeed, several epigrams that call attention to the act of 
interpretation may be read as reflecting on the hermeneutical challenges 
facing the reader: in these, the speaker moves from self-proclaimed ignor
ance or intellectual uncertainty to understanding or confidence ( cf. LXII, 

LXVI introductory nn.). 

L. CallimachusAP 7.5I7 (20 Pf, 32 GP) 

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

The name Melanippus appears on coinage from Cyrene from ea. 325 
BCE, as does that of Aristippus some time later. The poem is, however, 
a literary exercise that plays on the generic conventions of epitaphs. Its 
content evokes tragic messenger speeches reporting the desolation of a 
household by a succession of disasters, all occurring within a single day. 
The linking of individual couplets by enjambment reinforces the impres
sion of cascading misfortunes culminating in the grief of the entire city. 



COMMENTARY: L-LI, 241-6 

Basilo 's suicidal anguish at the loss of her brother may reflect the ideo
logical importance of sisterly affection during and after the reign of 
Ptolemy II Philadelphus and his sister-wife Arsinoe, especially given the 
royal associations of the dead girl's name. On this poem, see Ambiihl 2002. 

1-2(241-2] ,;w101 ••• ,;EMou 6i I 6uo1-1ivou: the delimitation of the disas
ter by the rise and setting of the sun evokes the topos that a single day is 
sufficient to convert a person's fortune from good to ill (e.g. Soph. El. 
1 148-50). ,;w101 MEAav1'TT'TTov: the juxtaposition of the dead man's 
name and the adjective is pointed, since the horses of Dawn were conven
tionally white, those of Night black ( cf. Aesch. fr. 69.6-7). i6a"TTT01-1Ev: 

the imperfect tense creates vividness, as at Call. AP 7 .519.3 Ta1 eTep01 

Ki\.auo-avTES e6cnTToµev, Pos. 46.6, 61.5 AB. Baa1Aw: a rare name 
whose implication of royalty may suggest that the family's status was ele
vated. 'TTap6Ev1Kii: cf. 11, IV introductory nn. Basilo's death before mar
riage and child-bearing augments the misfortune. 

3[243] auTOXEPi "by her own hand." a6EAcpEov: the special grief engen
dered by the loss of a brother finds models at e.g. Soph. Ant. 904-15, Hdt. 
3.119.3-6. iv 'TTUpi 6Eiaa: < ll. 5.2 15 ev ,rupi 6eiT1V. 

5-6[245-6] KupiivT'I I 'TTaaa ••• 601-1ov: for the grief of the community, e.g. 
CEG 10. 10 &v6pas µev ,r6i\.1s fi6e ,ro6ei Kai 6fi [µos ,Epex6eos]' 643.4 ,rev6os exe1 

irao-a ir6i\.1s, IMEGR 67. 7 ,r [a] o-a . . . crew o-TevaxT10-E ir6i\.1s ~apuKa6fo ir6Tµov, 

Pos. 50 AB. KaTiicpT'laEv, "hung its head," is here unusually applied to 
the city-state itself. xiipov i6ouaa 601-1ov "seeing the house bereft of 
children"; cf. 4 oiKos foei6e KaK6v. The phrase resembles Antim. fr. 134 

XTIPfltov oiKov, where Hesychius (x415) glosses the otherwise unattested 
by-form of the adjective as "childless"; cf. Eur. Ale. 862 xi}pwv µei\.a6pwv, 

of a house bereft of its mistress. The extension of the word from widows 
to other members of the community is analogous to the development 
of 6pcpav6s, which is applied to parents and others as well as to orphaned 
children. 

LI. CallimachusAP 7.80 (2 Pf, 34 GP) 

A remembrance of the speaker's friend, the poet Heraclitus (cf. p. 166). 

The epigram plays on the commemorative function of epitaphs as a source 
of lasting information. Rather than being transmitted on a "memorial" 
(i.e. a µvfiµa), here the news of Heraclitus' death is conveyed not by a grave 
marker, but by an anonymous informant ( 1 T1s) who prompts the speak
er's recollection; the address to Heraclitus as the speaker's Halicarnassian 
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guest-friend (4 ~eiv' 'l\i\1KapvT1creu) plays on the conventional sepulchral 
address directed to the passing stranger and suggests the physical sepa
ration of the dead man, whose location is ambiguous (3 1Tou; cf. Hunter 
1992: 120), from the mourning speaker, who is both recipient and con
veyor of information. The poem thus represents a "sequel" to epigrams 
in which the stone asks passersby to convey information about the dead 
person to his distant family: it reports the reaction of one to whom such 
information has been given. "Memory" in Callimachus serves as a meta
phor for poets' engagement with the literary tradition (McNelis and Sens 
2016: 57), and the process of transmission, reminiscence, and survival 
recorded here perhaps reflects the poet's dual role as recipient and trans
mitter of the tradition. 

The epigram is divided into unequal halves, structured around the voc
atives 'HpaKi\e1Te ( 1) and ~eiv · 'l\i\1KapvT1creu ( 3). Both halves move from loss 
to recollection and preservation: they open with Heraclitus' death ( 1 

Teov µ6pov, 3-4 cru ... cr1to611i) and culminate by referring, first obliquely 
and then explicitly, to his poetry and its survival in the speaker's memory 
or in writing; the evocation of 1 Teov µ6pov in 5 Teai ... CXT166ves empha
sizes the contrast between Heraclitus' mortality and the destiny of his 
poetry. Indeed, the poem is constructed around a set of fundamental 
oppositions - between past and present, presence and absence, light and 
darkness, loss and preservation. Both parts end with night, first in the 
claim that the speaker and his friend often "made the sun set," and sec
ond in the designation of Heracli tus' work as "nigh tin gales," birds which 
sing through the night; the metaphor forms part of an argument about 
their capacity to survive the danger of obliteration posed by J\i6T1s, whose 
name was interpreted to mean "he who makes invisible" ( cf. Call. Epigr. 
41.1-2). 

The poem contains a number of marked epicisms ( 1 Te6v/5-ai, 3 r,ei\1ov, 
5 ~woucr1v, 6 e1Ti . . . ~ai\ei) which distinguish the speaker's address to his 
dead friend from ordinary conversation and locate it in a tradition that 
preserves the glory of dead heroes. 

1-3[247-9] ehri ... KaTe6uaaµev "someone mentioned your death, 
Heraclitus, and brought me to tears, and I remembered how often both 
of us brought the sun down in conversation." The opening lines narrate 
the speaker's reaction to news of his friend's death through a series of 
para tactic clauses connected by 6e: word of Heraclitus' fate leads the 
speaker to mourn and then to remember. Cf. Virg. Eel. 9.51-2 saepe ego 
longos I cantando memini puerum me condere soles, where the literary charac
ter of "memory" is overt. ei"TTe ... Teov µopov: an unusual expression, 
more probably meaning "someone told me of your death" than "someone 
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mentioned your death" (as suggested by Thomson 1941), but ultimately 
ambiguous. Tis: the anonymity of the informant suits the uncertainty 
about the grave's location. is 6i µe 6cx1<pu I ;;yayev "and led me to a 
tear." For the position of the personal pronoun, cf. 5n. oaacx1<1s: a rare 
form. 6crcrcxK1 occurs three times in Homer (/l.21.265, 22.194, Od. 11.585; 
cf. Call. h. 4. 2 54), always introducing temporal relative clauses ("how
ever often") rather than, as here, an indirect question. ,;iA1ov . . . 

KaTe6uaaµev "brought the sun down," a reworking of Homeric expres
sions in which the sun is subject ( e.g. Il. 1.4 7 5 T}ei\1os KaTe6u) and the verb 
intransitive ("go down," "sink"); here it is transitive (e.g. Pherecr. fr. 12.2 
"causing to sink"). The expression plays on the idea of the sun sinking 
as people continue with an activity, as in the Homeric phrase Kai vu K0 

66upoµevo1cr1v e6u <pcxos flEi\io10, used in passages evoking "memory, friend
ship and loss" (Hunter 1992: 122-3; cf. Il. 23.154, Od. 16.220, 21.226). 
Night's arrival also evokes death, and the phrase achieves point by con
trast: in the past, conversations extended into the darkness, but now only 
Heraclitus' poetry survives the darkness of his death. Cf. 5-6n. Aiax111 
"in conversation." Callimachus elsewhere uses the noun, which occurs 
once in Homer in the sense "place for conversation" ( Od. 18.329; cf. Hes. 
¾D 493, 501), of the sort of discussions that lead to the composition of 
poetry, including the encounter between the poet and the Muses at the 
opening of the Aetia (fr. 2a.44, Pf. addenda) and the sympotic conversa-
tion of fr. 178.16. "TTou: cf. 2 69n. 

4[250] TETpcx'TTaAa1 "extremely long ago," only here; a pointed exaggera
tion of the more usual colloquialism Tphrai\01; cf. I 09n. Tp1yepovTa. 

5-6[251-2] The contrast between Heraclitus' "nightingales" and Hades 
as a "snatcher" ( 6:prraKTflS) evokes the Hesiodic parable ( ¾D 202-1 2) of 
the nightingale, represented as a "singer" ( ao166v), and the hawk that has 
snatched it in its talons (204 µeµaprrws}. Heraclitus' "nightingales," the 
speaker claims, will remain untouched. a116oves: probably a metonymy 
for "poems" ( cf. the earlier use of the noun to mean poets; e.g. Bacchyl. 
3.98), but possibly the title of Heraclitus' work. Nightingales were thought 
not to need sleep ( Hes. fr. 3 1 2, Suda a6 5 1 ) , and the word thus has a spe
cial significance for poems that live on after their writer's death. o 
'TTCXVTwv I ap'TTaKTiis: a violent image, with parallels in expressions for 
other all-powerful gods or personified cosmic forces ( e.g. Pi. Olymp. 2 .1 7 
Xp6vos 6 rrcxvTeuv TIOTflP, Isthm. 5.53 Zeus 6 rrcxvTeuv Kup1os, fr. 169a.1, Bacchyl. 
1 7 .66), but rrcxvTeuv is paradoxical in con text: though Hades snatches all 
else (cf. Lye. Akx. 655), he cannot touch Heraclitus' poetry. 6:prraKTflS is a 
rare variation, first attested here, of the Homeric hapax 6:prraKTflp. 6:prrcx<w 
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and its cognates and compounds are often used of sudden death, an idea 
underlying the abduction of Persephone by Hades (e.g. HHDem. 2-3, 
Hes. Th. 91 3-14, Leon. I 4 3). hri XE'ipa ~aAEi: tmesis = xeipa em~aAei. 

U/. CallimachusAP 7.447 (II Pf, 35 GP) 

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

The epigram is similar in theme to LXXV. Apart from their common 
focus on Cretans, both epigrams engage with the idea that it is appro
priate for foreigners to mind their words (e.g. Aesch. Supp. 194-6, Eur. 
Phoen. 390-1). They may both also be read as evoking the esthetic signif
icance of concision for Hellenistic poets; Cairns 's view ( 1996b: 79-80) 
that they were commissioned for inscription seems less probable than that 
they are literary fictions playing on the brevity of the genre. 

1 [253] The line is framed by the contrasting terms crvvToµos and µaKpcx 

Ae~c.vv. auvToµos "concise," "getting right to the point," without 
unnecessary verbiage. Brevity is treated as a stylistic virtue elsewhere in 
Callimachus ( e.g. fr. 1), as it was in the Peripatetic tradition ( e.g. Arist. 
Nie. Eth.1176a33). o ~Eivos: here not the passerby but the occupant of 
the tomb ( cf. Philitas 22 5-6n.), who has died and been buried away from 
his homeland; his ethnic is thus required. o "in respect to which," 
i.e. "for which reason" (LSJ A.b.1v.2). Kai "even." aTixos: i.e. 
inscribed line, whether metrical or not. ou µaKpa Ai~wv "which will 
not go on at length." 

2[254] 8ijp1s ~p1aTaiou Kpiis: the imagined inscription; the dead man's 
name and ethnic and the name of his father, i.e. the most basic informa
tion necessary to identify him, fill the first half of the hexameter up to the 
end of the third foot (Celentano 1995: 69). in' iµoi: both "over me" 
(e.g. Nossis AP 7.414.2), with the speaker imagined to be the deceased, 
and "on me," with the speaker taken as the tomb. 
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Lill. CallimachusAP 7.272 (I8 Pf, 38 GP) 

A cenotaph for Lycus, who has died at sea. The poem reworks Asclep. 3 1 , 

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

The poem contains a number of epic phrases, and its opening lines in 
particular evoke the proem of the Odyssey ( cf. 1-2n.). The reformulated 
epic language presents Lycus as a sort of Homeric hero, whose disappear
ance at sea represents the type of unmarked death that heroes dread. 
Structurally the poem is unified by references to the sea after the bucolic 
diaeresis of each hexameter ( 1 o.M' evl 1r6vTw1, 3 xw µev ev uypfi1, 5 <peuye 
6ai\acrcr171). 

1-2[255-6] rewrite the proem of the Odyssey ( 1.4-5), in which the opposi
tion between land and sea is implicit in the claim that the hero both "saw" 
(i6ev) the cities of many men and suffered much on the sea (ev 1r6vTw1) 
trying to preserve his life ( fiv TE 41uxiiv) and the return of his companions. 
Unlike Odysseus (but like his crew), Lycus is witness (eT6ev) only to the loss 
of both his vessel and his own soul. The expression involves a syllepsis in 
which vaOv is the more natural object of e16ev than 41ux,;v. i-rri y;;s . .. n1 
'TTOVTw1: the two possibilities are couched in language evocative of Homer: 
cf. Od. 4.354, 821 evl lfOVTWl, 12.27 ii cxi\os ii eirl yfis ai\yiicrETE. 

3[257] iµ'TTopos: see 462-3n. The emphatic position contrasts the com
mercially motivated Lycus with the heroes with whom the poem implicitly 
compares him (see below). Aiyiv1161:v oT· i'TTAn: cf. Il. 14.250-1 iiµaT1 
TWl OTE KElVOS u,rep6uµos tuos uios I ETIAEEV >li\166ev Tpwwv ,r6i\1v e~ai\a,ra~as, of 
Heracles, who is separated from his companions as he sails away from a 
heroic exploit; Lycus, by contrast, dies engaging in commerce, traveling 
not from Troy but from Aegina, a major commercial center. iv uyp;;1: 
a variation of the Homeric e<p' uyp,;v ( Od. 1.97, etc.) that pathetically 
places Lycus "in" rather than "on" the sea. 

4[258] aAAws ouvoµa ... ixwv "having merely a name," i.e. an inscription 
but no body; cf. Asclep. 31.4 Sens avTo i\ei\emT· ovoµa. For &Mws in the 
sense "only, merely," cf. e.g. Soph. Phil. 946-7 Kairvou crK1cxv I ei6wi\ov &Mws. 

5-6[259-60] The tomb appropriates the voice ofHesiodic didactic to offer 
general sailing advice (cf. Hes. l,l,V 641-2) but varies the astronomical 
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details (see below). For the embedding of a direct quotation by a "messen
ger," cf. CEG 632.5-6 ("011~0101 Kpeicrcroves EV ,roi\eµeu1" I KapucrO"El AevKTpOlS 
v1Kacp6pa 6oupi Tp6,r01a). KTlpuaaw ... hros: cf. 3-4n. eiros suits the 
tomb's didactic posture. Greek poets sometimes represent themselves as 
heralds ( cf. Pi. fr. 7ob2 3-5 eµe 6' e~aipETO [ V] I KO'.pUKO croq,&v ETIECuV I Moicr' 
avfoTacr'), who, like poets, often insist on the accuracy of their reports ( cf. 
Aesch. Ag. 680). cpeOye "avoid." auµµiayuv "have dealings with," 
a common meaning (LSJ n), though the literal sense "mix together" 
also resonates in a phrase referring to a body of water (cf. e.g. Hdt. 
4. 202 .4). 'Epicpwv . . . 6uoµivwv: the evening rising of the Kids (i.e. 
the moment in the celestial calendar when they appear on the horizon at 
sunset) in late September marked the onset of rough weather and is asso
ciated with the perils of sailing (Theocr. 7.53-4; cf. Kidd on Arat. 158). 
Callimachus instead mentions the moment of their setting in December 
( cf. Kidd on Arat. 682) ,just as Hesiod ( iwJ 619-2 2) focuses on the setting 
of the Pleiades as the moment at which storm winds make the sea particu
larly dangerous. vauTiAe: a variation of the more typical epigrammatic 
address to the road-traveling passerby (i.e. 66h11s). 

LIV. CallimachusAP 7.45I (9 Pf, 4I GP) 

An epitaph for Saon. The poem draws on a common epitaphic form in 
which the dead person is said to "lie here." For the verb conventionally 
used in such contexts, Kei'T01, the speaker substitutes a different euphem
ism, and then, in the pentameter, departs from the epitaphic narrative 
to explain why he has done so: one should not say that good men have 
died. 

1 [261] ni16, "here." 7'Kcxv81os: several places were called Acanthus, 
including cities on the Athas peninsula in Chalcidice, near Memphis on 
the Nile, and on the Cnidian Chersonese. 

1-2[261-2] iepov v"TTvov I Ko1µaTa1: the representation of death as sleep 
is found already in Homer (/l. 11.204 Ko1µ11craTo xai\Keov uirvov) and is 
common in Hellenistic poetry ( cf. Theocr. 2 2. 204, Masch. 3.104, Pos. 
J 7 3, Ogle 1933). The collocation iepos uirvos hints at a divinely sanctioned 
reward for good behavior ( cf. Carphyll. AP 7. 260. 7-8 airiiµova Tov yi\uKuv 
UTIVOV I Ko1µcxcr601 xwp,iv ,reµ41av e,r' EUO"E~ECuV). f.lTl Aiye: commands 
addressed either to the gravestone itself ( CEG 429) or to its reader ( CEG 
865) are sometimes found in inscribed epigrams. Here the speaking 
voice explains and preemptively answers objections to the description of 
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death. Tous cxya8ous: for the treatment of the dead person as part of 
the community of good men, cf. CEG 489.1 Tous cxya8ous ecnep~ev "Apris. 

LV. CallimachusAP 7.52I (I2 Pf, 43 GP) 

The tomb asks the passerby to carry news of Critias' death. The poem is 
modeled on Asclep. 31 Sens (cf. LIII) and, like it, mentions the dead man's 
homeland, his parents, and finally his name in the last verse; the tradi
tional information provided by epitaphs is thus disclosed slowly, obliquely, 
and in the reverse of the expected order. Here the speaker is the tomb 
rather than the deceased, though revelation of his identity is postponed 
to the final words. Unlike that of Asclep. 31 Sens, the tomb contains a 
body, and the poem plays on the contrast between the imagined mobility 
of the addressee in the opening words and the fixed position of the dead 
man in the final verse: by omitting the explicit apostrophe of the passerby 
and reference to the tomb found in the first verse of its model, it sets up 
a poignant contrast between the parents' location in Cyzicus, specified in 
the first word, and the unspecified location (w6e) of their dead son, whose 
name is deferred; the physical separation of Kus1Kov and Kp1Tiriv mirrors 
the unbridgeable distance between the dead man and his homeland. The 
intended recipients of the news, moreover, will be left in the dark about 
the cause of his death, and told only that the tomb detains him elsewhere. 

1 [263] Ku~1Kov i;v iA61')1s: the postponement of the conjunction mirrors 
that at Asclep. 3 1. 2 Sens eis Xiov EtlT' av 1Kri1. oAiyos "TTovos: that the 
semantic range of the noun includes both "labor" and "grief' prepares for 
the implicit contrast between the alleged ease of finding the parents and 
the emotional pain the parents will experience. 

2[264] cxcpavT)s ouT1 "by no means obscure," an emphatic litotes. The con
spicuousness of Critias' family contrasts with his now perpetual invisibil
ity. yap: the postponement of the particle beyond second position in 
its clause is facilitated by the logical cohesion of the two preceding words. 

3-4[265-6] The assonance of e-in the hexameter and the alliteration of 
Tat the head of the pentameter and (especially) of K/X in the reported 
message may have a pathetic effect similar to that in LVII (where cf. intro
ductory n.). cxv1T)pov ... E'TTOS "a grievous message." The report will 
be a source of pain for the parents, but the language also suggests the 
irritation that bad news arouses toward the messenger (cf. Soph. Ant. 277 
O"Tepye1 yap ou6eis &yyEAOV KOKWV ElTWV). iµ'TTa "nevertheless," the Attic 
equivalent to eµ,rris- Ai~a1: aorist active infinitive used as imperative, 
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with solemn effect; cf. 22 3-4n. Tov Kdvwv Kp1TiT1v "their son, 
Critias." The Ionic form of the proper name is appropriate to a man from 
Cyzicus. w6' i-Trixw "detain here" (cf. LSJ eirexw Iv), a development of 
the common use of the simplex exw by tombstones speaking in the first 
person (cf. Asclep. *41.1 Sens); the tomb both contains Critias' body and 
prevents him from returning to Cyzicus. 

LVI. CallimachusAP 7.27I (I7 Pf, 45 GP) 

A lament for Sopolis, lost at sea. The speaking voice of the cenotaph 
expresses regret for the invention of ships, which led to Sopolis' death. 
The poem resembles inscribed and fictive epitaphs in which the speaker is 
an individual mourner (cf. IV introductory n.), but here the speaker forms 
part of the community of mourning passersby (2 cnevoµev, 4 irapepx6µe6a); 
inscribed epigrams spoken by the deceased or by the tomb commonly 
address travelers in the plural. 

The opening contrafactual wish recalls the beginning of Euripides' 
Medea, where the Nurse observes that had the Argo not been built and 
sailed to Colchis, Medea would not have reached Greece, but that as 
things stand she is stricken with grief. Whereas the Nurse's monologue 
focuses on the woes of an individual who ultimately survives her immedi
ate suffering, the epigram underscores the connection between the cre
ation of ships in the mythical past and the destruction of Sopolis in the 
present. The evocation of the past is reinforced by the Homeric phrase
ology that runs throughout the epigram (cf. 1, 3nn.). 

The two couplets are carefully balanced. In each, the end of the hexam
eter and the ensuing pentameter describe the mourning of the commu
nity; each pentameter concludes with a first-person plural verb. The first 
part of the two hexameters sets up a formal opposition between the ships 
in the contrafactual wish of the first couplet and the reality of the location 
of Sopolis' corpse (which like a ship is carried on the sea) in the second; 
this opposition is underscored by the phonetic resemblances of veKus (3) 
and vees ( 1) in the same position in the verse. 

1 [267] Cf. Eur. Med. 1-8 "Would that the hull of the Argo had not sailed 
through (eia' wcpeA' /\pyous µ11 61airTcxo-6a1 o-Kcxcpos) the dark Symplegades 
to the land of the Colchians and that the pine had not fallen, cut, in the 
glens of Pelion ... For my mistress, Medea, would not have sailed (ou 
yap &v 6foiro1v' eµ11 . . . ETIAeucr') ... " wcpEAE l-''16' iyivoVTO "would that 
(ships) had not even come to exist," a capping of the Euripidean Nurse's 
wish that a specific ship had not gone to Colchis, though the phrase also 
plays with the idea of the Argo as the first ship, without which there would 
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not be others. The third person singular w<peAe is here used with the indic
ative instead of the more usual infinitive (Smyth § 1781) to introduce a 
counterfactual prayer, as if it were eiee or ei yap. A similar construction 
with first singular ocpeAov is a common feature of the koine (e.g. NT 1 Cor. 
4.8). 8oai vies: a standard Homeric collocation, which in the nomina
tive plural always appears in epic in the form vfies ... 6oai (/l. 1 o. 309, etc.). 
Callimachus changes the form of the noun and alters the word order, but 
retains the Homeric position immediately preceding the bucolic diaeresis 
(for vees in this position, cf. e.g. Il. 2.516). 

2 [268] l:w-rroA1v: a common name of real individuals, though in context 
"savior of the City" helps explain the communal mourning described in 
the poem. 

3[269] vOv 6': after a contrafactual condition, the phrase regularly 
amounts to "but as it is," but here the temporal force remains active 
as well. dv aAi: at Od. 1 .161-2, Telemachus asserts that his father's 
bones are either rotting on the mainland or being tossed by the waves 
( avepos, OU s,; 1TOU AEUK

0 

OCYTEO 1TU6ET01 oµ~pw1 I Keiµev' E1T
0 

fl1TEipou, ii eiv cxAi 
Kuµa KuAiv6e1). -rrou includes both "I suppose" and "somewhere," and 
reflects the necessity of being cautious in such contexts; cf. Od. 1.161-2, 
above. q,ipETa1 vi1<us: a variation of the Homeric veKuv cpepov (/l. 17.735, 
746). i1<dvou: Sopolis himself. 

4[270] ouvo.,aa: the name inscribed on the tomb. KEvEov ai;.,aa 
-rrap,pxo.,a,8a: perhaps related to Perses I 94 KEVEOV crfiµa 1Tep1crx6µevo1, occu
pying the same position in the poem but with the dead man's parents 
rather than the larger community as subject. 

LVII. Callimachus AP 7.453 (I9 Pf, 46 GP) 

An epitaph for Nicoteles, the young son of Philippus. The pathos of bury
ing a child is traditional (e.g. CEG 709.3-5 EuKAe1Tov, Toµ ,rpwT[o]v s,; 
KOTETU4'0TO µT}T11P" I OKTWKat6EXETii 1Tai6a KaTa<p6iµevov I 6w6exETii 6e µET' 
auTov aveKAaucrev 0e66<w>pov), but Callimachus handles the theme with 
economy, nuance, and sympathy. The single couplet is unified by reiter
ation of 1T and K sounds and by the placement of the names of the father 
and his dead son at line end. The pathos is enhanced by the juxtaposition 
of ,rai6a and 1TOTflP at the medial caesura of the hexameter and by the 
postponement of the boy's name until after the parenthetic description 
of him as Philippus' "great hope." 
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1 [271] 6w6EKET11 Tov nai6a: cf. 8 In. ani6111<E: both cxir0Ti61iµ1 and its 
cognate noun cxiro6f1Kfl occasionally refer to burials ( GVI 298, D.C. 73.5.3, 
Luc. Cont. 22), but the verb more commonly means "store up," and some 
of the point lies in the implicit contrast between Philippus' conception of 
his son as a commodity saved for the future and the termination of that 
hope with the burial. 

2[272] niv noll,;v iAni6a reflects the perspective of the father, who had 
hoped to benefit from his son in years to come. For the idea, cf. Aesch. Ch. 

776 ,OpECYTflS e]mis oixET01 66µc.uv, GVI 720.2 Ethuxos, 11 yovec.uv ei\iris. 

LVl/1. CallimachusAP 7.3I7 (4 Pf, 5I GP) 

A brief dialogue with Timon. This figure, the subject of a number of epi
grams (AP 7 .313-20), is probably the archetypal misanthrope frequently 
mentioned in Athenian comedy (cf. Ar. Lys. 808 with Henderson ad loc.) 
rather than the Sceptic Timon of Phlius (as suggested by White 1994: 
145-6, Clayman 2009: 149). Timon is explicitly named in two epigrams 
(Zenod. AP 7 .315, Hegesipp. AP 7 .320), but in the others the identifi
cation of the misanthropic speaker rests on the biographical tradition 
or on the lemmata of the Anthology (Leon. or Antip. AP 7.316, [Call.] 
Epigr. 3, Ptol. AP 7.314, adesp. AP 7.313). In this latter group (as also in 
Hegesippus), the speaking voice is that of the deceased, who commands a 
passerby to move on without greeting him or asking his name ( cf. Fantuzzi 
in Fantuzzi and Hunter 2004: 302-6, 327-8); these epigrams play upon 
the conventional invitation for passersby to stop and greet the deceased 
or to learn something about him (e.g. x). Callimachus' poem may be read 
as a successor to other dialogue-epigrams on Timon in which the passerby 
is ordered not to speak. Here the interlocutor does not seek the usual 
identifying information, but instead inquires about the afterlife; Timon 's 
response reveals his character. 

1 [273] ou yap iT' iaai "for you are no longer alive." He is thus in a posi
tion to have an informed opinion on the relative merits of life and death, 
but the parenthesis also calls attention to the paradox of conversing with 
a person who no longer exists; cf. Fantuzzi in Fantuzzi and Hunter 2004: 
327, Tueller 2008: 115. Ti: i.e. ir6Tepov "which of two," a usage found 
occasionally in prose (e.g. Xen. Cyr. 1.3.17, NT Matt. 27.21). a1<chos: 
the darkness of death, and thus metonymically of the Underworld itself 
(e.g. Eur. Hee. 1, Aesch. Eum. 72). cpcxos: a common metonymy for 
"world of the living," e.g. Soph. Phil. 415 µT)KET' OVTO ••• EV <pcm. ix6pov: 



COMMENTARY: LVIII-LIX, 273-8 

cf. Eur. Hipp. 354-5 "I will not endure living. I look upon the day as hate
ful, and on the light as hateful" ( OUK ave~oµ01 I (wcr'. ex6p6v ~µop, ex6pov 
eicropw <pcxos). 

2[274] That death should be more abhorrent than life is hardly surpris
ing, but the specific reason is. "TTAdovEs: playing on the well-established 
use of oi ,ri\eioves "the majority" as a euphemism for the dead ( e.g. Ar. 
Eccles. 1073, Suda TII 735 ,ri\e16vc.vv· Twv veKpwv). 

LIX. CallimachusAP 7.525 (2I Pf, 29 GP) 

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

The Ionic dialect (3 KEV, KOTE, 4 ~acrKavi11s), which is at odds with Battus' 
Doric ancestry and provenance, is that of the Aetia, to which the poem is 
connected. 

1[275] "TTapa a'ijµa cpipns "TTo6a: <pepe1s ,r66a reverses the Homeric ,r66es 
<pepov (/l. 6.514 etc.). 

2[276] ia81: the command "know!" is an epigrammatic trope; e.g. Call. 
Epigr. 60. 2 l<J'TE . . . ,rapepx6µevo1, CEG 7 42 lTCXS [6' e] i\6wv ... l<J'TC.V. 

3-4[277-8] The military and poetic activities attributed to the speak
er's father and his son, respectively, mirror those claimed in Archil. fr. 
I eiµi 6' eyw 6epcmc.vv µev 'Evuai\io10 OVOKTOS I Kai Moucrec.vv EpOTOV 6wpov 
emcrTcxµevos. d6d11s ... KEV picks up fo61 in the preceding line, but turns 
the meaning of the verb in a new direction: the reader would know who 
both men were, since they both achieved prominence. o"TTAwv "troops" 
(LSJ 11.4). Kpiaaova ~aaKavi11s: at Call. fr. 1.1 7 the poet refers to his 
literary rivals as a "destructive race of Envy (BacrKavi11s oi\oov yevos) ." The 
assertion (or hope) that the poet's work will not be harmed by envy, even 
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(or especially) after his death, is a closural device (e.g. Call. h. 2.105-12, 
Ov. Am. 1.15.39-42, Stat. Theb. 12.818-19) closely related to the wish for 
a favorable reception at the conclusion of the Homeric Hymns and other 
poems (Bundy 1972). 

5-6[279-80] As transmitted in the manuscripts of the Anthology, the 
text is almost identical to Call. fr. 1.37-8, but with cxxp1 ~iou instead of µ17 
i\o~&°)l at the head of the final pentameter and a less significant variation 
between 06µaT1 and oµµaT1. The lines involve interpretative difficulties: 
(a) ou veµecns has been thought disconnected from what precedes and 
obscure in context; and (b) &xp1 ~iou, "while alive," seems redundant in 
the same clause as iroi\1ous, which makes the same point that those favored 
by the Muses while young remain so in old age, and is odd in a poem 
recording the poet's epitaph. Pfeiffer deleted the lines as an interpol
ation. Faraone ( 1986) argues that &xp1 ~iou originally appeared at the 
opening of the hexameter, whence it was displaced by ou veµecns under the 
influence of Call. fr. 1.37. The text printed here assumes that in 6 &xp1 
~iou has wrongly displaced µ17 i\0~&1 (found in the equivalent position in 
fr. 1.38) as an intrusive gloss that summarizes the content of the couplet, 
i.e. the Muses favor the poet even in old age and thus "as long as he is 
alive." At the opening of the couplet, ou veµecns serves as a comment on the 
speaker's claim to have transcended ~acrKavia (see 3-4n.): such a boastful 
assertion need not generate divine anger, since the poet was favored by 
the Muses throughout his life. Cf. Livrea 1992. ou viµEais "there is no 
ground for blame"; the phrase is used to explain an action or situation 
that would cause anger (cf. Harder 2012: 11.84), as at Il. 3.156-7, Call. 
h. 3.64-5. i6ov "looked upon"; cf. Asclep. *34.1 ( = Pos. * 126.4) with 
Sens 's note. oµµaT1: the rare 06µaT1, which occurs in the same relative 
position at fr. 1.37, may be preferable. ani8nTo is a gnomic aorist. 

LX. Callimachus apud Ath. 7.3 I8b-c (5 Pf, I 4 GP) 

Dedication of a nautilus shell to Arsinoe-Aphrodite. Shells of vari
ous sorts were offered to Aphrodite in her sanctuaries, and she was 
frequently depicted in association with them in ancient art. Arsinoe 
II was worshipped at a temple on Cape Zephyrium (cf. 1 ZecpupiT1) 
as Aphrodite Euploia, protectress of seafarers, including the victims 
of shipwreck, and as patroness of love and marriage (cf. 39I-3n., 
Gutzwiller 1992, Bing 2002-3, Lapini 2004). The poem, like several 
other Hellenistic epigrams, seems to combine both aspects of the 
god. The speaking object itself is a dead nautilus (genus Argonauta), 
which has been brought to Egypt from Ceos as a first offering by a 
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virtuous young woman. Its identity emerges slowly: the very name of 
the creature, prominently placed at the head of the second couplet 
and only explained in the ensuing relative clause, where its movement 
is described in nautical language borrowed from Aristotle, is initially 
ambiguous ( cf. 3-4n.). After successfully navigating the seas in the 
past, the shell has come ashore, an event described in language evoca
tive of shipwreck. At the same time, the nautilus mentions the prior use 
of its 6ai\cxµ01 as a nest. The word may refer to the hold of a ship, but it 
also evokes 6cxi\aµos, bedchamber, and Gutzwiller ( 1992) plausibly sug
gests that Selenaea is to be imagined as making the offering in hopes 
of a successful marriage. 

The poem celebrates in a light manner how the royal house aids the 
movement of goods and people to Egypt (cf. Stephens 2005: 230, 245-6). 
At Pos. 39.4-5 AB the speaker addresses a sailor, vauTii\os, as the principal 
beneficiary of Callicrates' construction of Arsinoe's temple at Zephyrium 
(6flKOTo Kai\i\1KpCXTf\S, I vauTii\e, croi Ta µcxi\tcrTa). Here, a vauTii\os travels 
throughout the Eastern Mediterranean in order ultimately to arrive in 
Egypt and becomes a "plaything" ( iraiyv1ov) of the queen; Selenaea has 
similarly come to Alexandria from Smyrna. 

1[281] 1<oyxos iyw: sc. ;;v. Koyxos is here used generically for "mollusc," refer
ring in this context to the living animal as well as its shell. 1TaAaiTtpov 

vuv: the opposition between the past and present conditions of the 
speaker is developed in the main body of the poem (cf. 7, 8, 9-1on.). 
Adverbial irai\ahepov = "long ago" (cf. D.H. 11.36.2 ou vOv irp&Tov ai\i\a 

irai\ahepov eTt) is better than the transmitted irai\ahepos, which effaces that 
opposition. 

2(282] cxv&tµa 1TpwTov: the epigram marks a moment of transition in 
Selenaea's life (cf. xuv introductory n.); perhaps she may be imagined to 
have just reached the age of marriage. 

3[283] vauTiAos ... i1Ti1TAtov "(I) used to sail the sea as a 'sailor'." Sailors 
were among the principal beneficiaries of Arsinoe-Aphrodite 's cult at 
Zephyrium ( cf. 3 9 3), but the vauTii\os here turns out to be a Paper Nautilus, 
a cephalopod known by several names, including vauTii\os, irovTii\os, and 
w1ov iroi\uiro6os ("Octopus' Egg"); cf. Arist. Hist. anim. 525b20-1. The 
position of the nominative, which belongs grammatically within the rel
ative clause, is emphatic (see introductory n.). d µiv aflTa1: i.e. eav 

afiTat (nom. pl. of O.flTT\S) wcr1 ( cf. Arist. Hist. anim. 62 2 b 13, below); for the 
omission of cxv, cf. 67-Bn. 
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4[284] Tdvas . . . npoTovwv "stretching my sail from my own stays." 
Sailing imagery appears in the description of the creature in Aristotle's 
Historia animalium ( 62 2 b6 emirAei yap eiri TfiS 6aAcxTTflS, 1 2-13 "Whenever 
there is some wind, it uses (its webbing) as a sail, and lets down two of its 
tentacles beside it in place of rudders"; cf. Prescott 192 1). Callimachus 
varies the language and develops the imagery: for Aristotle's "tentacles" 
(6cxKTuA01), Callimachus substitutes the nautical term irp6Tovo1, "cables." 

5[285] raA11vai11: an epicizing doublet of raAi}v11, "calm at sea," here per
sonified as a goddess ( cf. Hes. Th. 244). A1nap11 6ios: in the sense 
"bright, radiant," the adjective is applied to a goddess at Hes. Th. go 1 
Amap,;v 0eµ1v ( cf. Bacchyl. 7 .1), but it can also suggest the oily sheen on a 
calm sea (Theocr. 22.19 Amap,; ... yaAi}v11). Callimachus here combines 
both uses. ouAos ipiaawv "rowing quickly." This use of the predicate 
nominative ouAos is an extension of the adverbial use of the neuter singu
lar ouAov (/l. 17.756, 7 59, cf. LfgrE ouAov), which some ancient scholars 
interpreted as "quickly." Callimachus elsewhere adopts the adverbial neu
ter plural in passages describing movement (h. 1.52, 3.246-7). 

6[286] i6' ws Twpyw1 ... auµcpiptTa1 "look how the name agrees with the 
action." The text is problematic. If Schneider's emendation is correct, the 
expression plays on ecphrastic passages in which the viewer is asked to 
note the resemblance of an image to its subject ( e.g. Nossis I 7 3). 

7[287] iaT' "until." iniaov "I was cast ashore," in sharp contrast to 
emphasis on methods of navigating the sea in the two preceding coup
lets. napa 6ivas: Homer has the singular irapcx Siva, always in this posi
tion of the verse. 1ouM6as: Iulis was one of the principal cities of Ceos, 
and the word, here adjectival, is tantamount to "Cean" (cf. Call. fr. 67.5). 
The island was important to the Ptolemies and may have played a role in 
the conflict with Antigonus in 277-265 (Hammond and Walbank 1988: 
284); its main harbor, Coresia, was renamed Arsinoe after the queen's 
death (Call. fr. 75.74, Asper 2011: 158). ocppa yivwµa1 probably 
implies that the nautilus' landing at Ceos was fated rather that it intended 
to beach itself; cf. Call. h. 3.108-9. 

8[288] nipiaKETrTov: probably "seen from all sides," "admired," rather 
than "worth seeing" (pace LSJ) or "amazing" ( an otherwise unattested 
meaning attributed to the adjective here by Didymus 11.3 fr. 5, pp. 
184-5 Schmidt). Now fully removed from the water, the shell may be 
viewed in toto by Arsinoe. The adjective occurs in Homer in the phrase 
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lTEplO'KElTTC.Ul evi xwpc.u1 (Od. 1.426, 10.211, 253, 14.6); ancient critics dif
fered on whether it meant "seen from all sides" or "whence one can see all 
sides." TTaiyv10v: the object's intended function is emblematic of the 
playful tone of the poem as a whole. Aphrodite, like her son Eros, could 
be playful ( e.g. Theocr. 15.1 o 1 xpucrw1 ,rai~o1cr' J\cppo6ha), often in ways far 
less benign to humans; cf. 743-4n. 

9-10[289-90] The ai\Kuwv is the kingfisher, Alcedo ispida, but ancient 
accounts of the bird are a mixture of fact and pseudoscience ( cf. Dunbar 
on Ar. Birds 2 5 1). From the erroneous belief that the birds nested in the 
days around the winter solstice, fair weather during the winter came to be 
known as "the Halcyon Days" (Ar. Birds 1591-5 with Dunbar's note, Arist. 
Hist. anim. 542b4-16). The association of the halcyon's roosting with 
windless calm (Theocr. 7.57-8, Ael. NA 1.36) makes the shell's assertion 
that the bird will no longer lay eggs in it because "I am a,rvous" a humor
ous oxymoron. 1JT16i ... ws TTapos: Callimachus varies the conven
tional epitaphic idea that the deceased can no longer participate in his or 
her past activities (e.g. Anyte AP7.215.1-2, CEG 95, 680.6-g) by focusing 
not on the shell but on the bird who used it as an egg depository. iv 
6aAcxµf11a1v "in my recesses"; but 6ai\cxµri plays on multiple images active in 
the passage, since it may refer to the "holds" of ships ( cf. LSJ II) and to 
cavities of the body (LSJ 1. 2), as well as to the nests or lairs of animals ( cf. 
Od. 5.432, its sole Homeric occurrence). cxTTvous: here "without breath, 
lifeless" but also implying "without wind," and so resuming the distinction 
drawn in 3-6. voTEpijs ... aAKuovos: the name ai\Kuwv was (falsely) 
explained by lexicographers as "breeding at sea" ( &i\s + Kue1v; cf. Et. gen. 
0501), and voTepfis "wet" is thus virtually a gloss; cf. 220n. i\uypfi1 opv161. 

11 [291] 6i6ou xap1v "give favor"; cf. Thgn. 1303. 

11-12(291-2] 016£ ... ia6Aix I pi~nv: Selenaea's proper behavior includes 
the present offering; for the language, cf. SGO 03/02/62.5-6 ecr6i\cx µev 
EllTElV I [foe] i\cx 6e Kai pe~at lTCXVTOS ElTlO'Taµevous. l:µupVTJS . . . AioM6os: 
the phrase ( cf. Mimn. fr. 9.6 6ewv ~oui\fi1 Iµupvriv e\'i\oµev Aioi\i6a) repre
sents the city in terms appropriate to its Aeolian settlement. It was trans
formed into an Ionian city by conquest (Hdt. 1. 150, Paus. 5.8. 7), and after 
its destruction by the Lydians existed only as a village until refounded 
by Antigonus and Arsinoe's first husband Lysimachus (Str. 14.1.37). Its 
excellent harbor (as evidenced by its prior name Naui\oxov, "Anchorage"; 
cf. Steph. Byz. a-238) helps explain why Selenaea's origin would be viewed 
with favor by a goddess who protects sailors. 
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LXI. CallimachusAP 6.35I (34 Pf, 22 GP) 

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

1 [293] The high-style accumulation of epithets is characteristic of hymnic 
prayers. Tiv is the Doric form of the dative second person pronoun 
(cr01, Tot), appropriate in the mouth of a Cretan speaker (cf. LXXV intro
ductory n.), though the form is elsewhere used by Callimachus in a var
iety of dialectal contexts ( e.g. fr. 24.3, h. 3.90, Epigr. 33.1). AEovTayx· 
"lion-strangling," in reference to Heracles' killing of the Nemean Lion; 
the adjective appears only here. wva < w ava. The vocative &va 
is reserved for gods. auoKTovE: first here. The epithet surprisingly 
reduces Heracles' accomplishment, since Eurystheus' insistence that the 
hero capture rather than kill the Erymanthian Boar ( e.g. A.R. 1.1 26-9; 
[Apollod.] 2.5.4) was precisely what made the task difficult (e.g. D.S. 
4. 1 2. 1); Hygin. Fab. 30 reports that Heracles killed the boar but does 
not specify when he did so. cp,iy1vov oCov: modeled on the Homeric 
qrriy1vos &~wv (/l. 5.838). 

2[294] In contrast with the elaborate compounds with which the god is 
addressed in the hexameter, Heracles interrupts the speaker after the first 
word of the pentameter, and the rest of the line comprises a rapid series of 
single-word questions and answers. 6iiKE - 11Tis;" - ~pxivos may initially 
have been read as 6f\Ke TtS J\pxivos; the division of speakers is revealed in 
retrospect. Troios; "which one?" (cf. Herodas 6.48, Pherecr. fr. 155.20-
1). Archinus is a common name, and further specification is needed. o 
Kp,is: Cretans could be terse ( cf. LII, Pos. 3 7 2), but here the dedicator is 
considerably more verbose than the honorand. 6ixo1-1a1: the impatient 
Heracles preempts the conventional request that he receive the offering. 
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XLII. CallimachusAP 6.I49 (56Pf, 25 GP) 

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

The speaker's uncertainty gains point from the proverbial tendency 
of athletes to overstate their accomplishments ( e.g. Aesop 33 Perry). 
Interpretation of the epigram, however, depends on how one recon
structs its imagined circumstances. Critics generally assume that the bird 
has been dedicated in honor of a victory in a cockfight, but the poem, 
unlike real epigrams celebrating athletic victories, does not explicitly 
name the event. Whether Euaenetus won a victory of his own in another 
event or as the owner of the winner in a cockfight affects how i6iT)s is to 
be understood: in the latter case, the adjective will be pointedly ironic, 
since the winner was in fact the bronze bird's real-life doublet; in the 
former, the speaker professes genuine uncertainty about a victory in 
which neither he nor a real rooster played any part. For further discus
sion, see Meyer 1993: 166-7, 2005: 196-8, Tueller 2004: 309-10, Sens 
2019: 324-5. 

1-2[295-6] cp11aiv OU yap iywyE I y1vwa1<c.>: the opposition is like 
that at Il. 4.374-5 ws <pcxcrav 01 µiv i6oVTO ,roveuµevov· OU yap eyw ye I T}VTT)cr' 
ou6e i6ov· ,repi 6' &Mwv <pacri yevfo601; cf. Il. 23.469-70 OU yap eyw ye I EU 
61ay1yvwcrKw. For the imputed claim, cf. CEG 673.3-4 "they say ([<p]acri) 
that (his relatives) set it up in exchange for the race and property he leaves 
behind." With the speaker's epistemological hesitation contrast epigrams 
in which the speaker instructs the audience about what it needs to "know" 
(e.g. 276). o 1,u aT1laas "the man who dedicated me." EuaivETos: 
"Easily Praised" suits a man celebrating a victory. viKT'IS avTi µE Ti;S 
i6i11s: for the ambiguity, cf. introductory n. For the position of µe, cf. 5n. 
; the first unit of indirect statement introduced by <pT)cri is viKT)S cxvTi. For 
i6iT)S, cf. CEG 844. 10-1 1 ai 6e 16101 I VlKOl Tpis TE EKOTOV Kai xii\101, Zen. II 59, 
on the proverb j\pKcx6as µ1µouµevos: "for they had no victories of their own 
(ou6eµiav i6iav viKT)v) but fought for hire on behalf of others." 

3[297] ayKEia8a1 "am dedicated"; cf. 207-Bn. xcxAKElOV aAiKTOpa: roost
ers were regularly depicted on Panathenaic prize amphorae (see Popkin 
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201 2: 2 16-2 1), where they may be generic symbols of victory, as in the 
case of a bronze jumping halter engraved on both sides with a rooster 
(Miller 2006: 64, 65 Fig. 119). The bird was famous for its pugnacity and 
is thus a fitting gift for athletic patron-deities. On cockfighting and its sig
nificance, see Csapo 2006-7. Tuv6api6111a1: the Dioscuri, Castor and 
Polydeuces, who were renowned as sportsmen and commonly treated as 
patrons of athletes (Pi. Nem. 10.51, Call. h. 5.24-5 with Bulloch's note, 
Theocr. 22.24). 

4[298] A carefully structured, alliterative line, of which both halves 
have words beginning first with n and then with q>. Cl>ai6pou . . . 

Cl>1Ao~Evi6Ew: the speaker implies that Euaenetus' genealogy makes him 
trustworthy ( cf. mo-Teuc.u). It is unclear whether <D1Ao~evi6ec.u is to be under
stood as a patronymic adjective ("son of Philoxenus") or a proper name 
(" [son] of Philoxenides"), but in either case it is significant in the context 
of a dedication to the Dioscuri, who were associated with hospitality ( e.g. 
Simon. PMG 510, Theocr. 22.132-4) and represented as granting athletic 
prowess to individuals who treated them and their descendants well (e.g. 
Pi. Olymp. 3.34-41, Nem. 10.49-51). 

LXl/1. Callimachus AP I 2. I02 (3 IPf, I GP) 

The speaker explains his attitude about love: the pleasure lies in the pur
suit. The poem is a "paratactic simile" in which the vehicle consists of an 
illustrative example without any conjunction; cf. Bernsdorff 1996, Hunter 
2006: 108-g. The analogy between the speaker's personal desire and a 
hunter gains resonance from the common depiction of the god Eros as a 
hunter armed with bow and arrows. As a reflection on the speaker's ama
tory views, the poem finds parallels in the Theognidea ( e.g. 1 267-70). That 
it is addressed to a named male companion is important: t;v 6e TtS einflt 

(3) suggests that the relationship of the speaker and Epicycles is like that 
of the hunter and his anonymous advisor, and Epicycles may be imagined 
as a companion who has observed (perhaps in the context of a sympo
sium) that the speaker has finally captured the attention of a prospective 
lover. The harsh conditions experienced by the hunter in pursuit of his 
quarry resonate against amatory epigrams in which the speaker complains 
about or promises to endure bad weather as he waits outside his hoped
for lover's door ( e.g. xv11). Here the speaker reflects on his own amatory 
tendencies dispassionately; the implication is perhaps that the speaker 
once underwent such conditions in pursuit of the person he now ignores. 
The poem was reworked at Hor. Sat. 1.2.105-8, Ov. Am. 2.9.9; cf. Hunter 
2006: 109-11. 
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1 [299] wypEUTT)S: i.e. 6 aypeuTT}S-The image of the lover as hunter is first 
found in Ibyc. PMG 7 and is developed in subsequent literature ( e.g. Xen. 
Mem. 3.11.6-16, Men. fr. 312, Lye. Alex. 102-5) including epigram (cf. 
Asclep. 2 2. 1 Sens, where Eros himself is still eu0T}paTos). See Murgatroyd 
1984, Barringer 2001: 70-1 24. iv oiiptai: mountains are convention-
ally treated as especially wild places, good for hunting (cf. 208). 

1-2[299-300] navTa . . . nacr11s: the hunter (and implicitly the lover) 
is indiscriminate. The repetition of the word in masculine and feminine 
forms suggests that both sexes are among the lover's targets. Aaywov I 
. . . 6opKaAi6os: hares and gazelles were timid creatures; the implication 
is that the speaker's targets were initially just as shy. The collocation here 
finds a parallel in the simile of Il. 10.360-4, where Odysseus and Diomedes 
are compared to hunting dogs pursuing "a hind or a hare" (361 ii Keµa6' 

flE i\ayc.uov eireiyETov). Ancient critics debated whether the Homeric hapax 
legomenon Keµas there referred to a young deer or a gazelle (Ap. Soph. 
p. 97.33 Bekker, DI Il. 10.261, EM K503), and the use of 6opKai\is here 
may be a subtle gloss endorsing the latter position (but cf. Od. 17.294-5). 

The change of construction (i\aywov I ... ixv1a 6opKai\i6os) is a typically 
Callimachean uariatio ( though gazelles are perhaps more likely to be 
tracked by their footprints than hares). 6upa1: a Homeric hapax legom
enon at Il. 16.64 7 ( also in a simile), of catching cuttlefish. 6opKaAi6os: 

6opKai\is is a rare diminutive of 6opKas, "gazelle." 

3[301] O"Ti~111 ••• KEXP1l1.&ivos "enduring [LSJ xpac.u C.111] the frost and 
snow." cnir?>11 is attested previously only in two passages of the Odyssey 
(5.467, 17.25), both describing the conditions experienced by Odysseus; 
at Hee. fr. 260.64-5 (fr. 74.23-4 Hollis), Callimachus describes the "frosty 
predawn" (crT1~T}e1s cxyxaupos) as the time when the hands of robbers are 
"in pursuit of prey" ( enaypo1). 

4[302] Ttl "here," elsewhere usually followed by an imperative or the log
ical equivalent, and in this case suggesting "take it!" ~i~A11Ta1 "has 
been struck," appropriate both to a hunter's striking of his prey and to 
the metaphorical "shots" that inspire love. ouK iAa~Ev: timeless aorist 
(Smyth § 1932), reflecting the paradigmatic nature of the utterance. 

5-6[303-4] The speaker's position runs contrary to the proverbial idea 
that it is foolish to ignore what is at hand in pursuit of other things; cf. 
Hes. fr. 61 VT}TT1os, 8s Tex hoiµa i\mwv aveT01µa 61wKe1, Pi. Pyth. 3. 2 1-3 "there 
is among men a most foolish race, which, shunning what is nearby, seeks 
that which is far off, hunting in vain (µETaµwv1a 617peuc.uv) with unfulfilled 
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hopes." xouµos "Epws: i.e. Kai 6 eµos "Epc.us. Eros is here a personifi
cation of the speaker's own desire ( cf. Walsh 1990: 1 2-1 3), whereas at 
Asclep. 2 2. 1 Sens ouµos epc.us is tantamount to "my beloved." Ta µiv 

I oi6t: the language of flight and pursuit is common in the erotic 
tradition (e.g. Sappho, fr. 1.21, Anacr. PMG 417.2, Mimn. PMG 717.2, 
Theocr. 6. 1 7 Kai <pEUYEl <plAEOVTO Kai OU <plAEOVTO 6tWKE1, 1 1. 7 5 Ti TOV <pEuyovTa 
61wKE1s;). oi6E indicates disposition ("is wont to"); cf. eiricnaµa1 at Archil., fr. 
2 3 West ElT] icn~µai TOl TOV <pti\[ eo] ~ [ Ta] µev <p [ 1] ~El~ [' I TO]~ ~' ex6pov ex~~P.El~ 
-r~ [Ka]i KOK<?[. Ta 6' iv 1,,1iaaw1 Kdµtva: i.e. "what is readily avail
able"; cf. Pl. Rep. 8.558a cxvao-rpE<p6µEvov ev µfoc.u1, Headlam on Herodas 
6.81. 1Tap1ThaTa1 "flies past," here appropriate to the movement of 
the winged god Eros. 

LXIV. CallimachusAP I2.43 (28 Pf, 2 GP) 

A "priamel" ( cf. XIV introductory n., Henrichs 1979) in which a list of 
things the speaker dislikes sets up his praise of an attractive boy. More 
often in priamels, an enumeration of desirable objects culminates in some
thing even more appealing. The poem inverts the treatment of amatory 
matters in Sappho, fr. 16, where the speaker uses others' preferences to 
emphasize her own view that what one loves is most beautiful ( Kcxi\A1o-rov); 
here the speaker rejects popular things but discovers that what he finds 
beautiful (Kai\6s) is already claimed. The epigram also draws from a poem 
ofTheognis, in which a female speaker criticizes sexual behavior of which 
she disapproves (579-82 ex6aipc.u KOKOV &v6pa, Kai\u41aµev11 6e 1TCXpE1µ1, I 
crµ1Kpiis opv16os KOU<pOV EXOVTO v6ov· I ex6aipc.u 6e yuvaiKa 1TEpi6poµov, av6pcx 
TE µcxpyov, I os TT}V CXAAOTpi11v ~OUAET

1 

&poupav cxpouv). Here, the wit hinges 
on the speaker's embarrassment in the last couplet: the punctuation and 
text of 5-6 are disputed, but on any reading they reveal that, despite the 
speaker's rejection of things popular with others, his amatory tastes are 
not unique to him. 

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

The structure of the poem underscores the reversal in the final coup
let. Each couplet is a freestanding syntactical unit, and each has a clear 
sense-pause after the bucolic diaeresis of the hexameter. In the first two 
couplets, the clause following the diaeresis introduces a new but related 
idea: the speaker's aversions are put first positively ( 1 ex6aipw, 3 µ10-ew) 

and then negatively ( 1-2 ou6e Kei\eu6w1 I xaipw, 3-4 ou6' O'.lTO KpflVllS I ,r{vw). 
These couplets share a word- and syntax-break after a first-foot spondee 
in the hexameter. Such parallelisms set the final couplet in stark relief; 
there the new thought introduced after the bucolic diaeresis marks the 
speaker's humiliation. So, too, the repetition of sounds in the first two 
couplets ( 1-4n.) anticipates the various "echoes" of the last. 

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

1-4[305-8] form a balanced unit with first-person verbs occupying the 
opening of every verse and both hexameters ending with a clausula begin
ning with ou6e. ex6aipw is picked up phonetically by (OU) xaipw, just as the 
disyllabic verbs (µ10-ew, 1rivw) that open the two verses of the second couplet 
are linked by the vowel of their first syllable. To noi111,,1a To 1<u1<A11<0v: 
the poems of the so-called "Epic Cycle," i.e. early epics other than those 
that ancient critics ascribed to Homer. The adjective is widely used in this 
sense in ancient criticism ( cf. Fantuzzi 2015: 416-29), and although the 
secondary, more general, connotation "ordinary, commonplace" is defen
sible (Blumenthal 1978), the primary sense is active here. 1<eAeu8w1 
I ... cpipu: in the Aetia prologue (fr. 1.27-8), Apollo recommends that 
the poet avoid the "broad highway" ( oiµov . . . ,ri\aTvv) and instead seek 
Kei\eu6ous I [ aTpi1rTo] us. The road less traveled is also deployed metaphori
cally to represent other sorts of intellectual originality; cf. Parmen. 1.50, 
and the dictum i\ewq,6pous 66ous µ,; cneixe (cf. Arist. fr. 197). Tis: i.e. 
fi(TtS); cf. r87-8n. w6E Kai w6E "this way and that." TI'EpicpolTOV 
"who gets around," here reworking Thgn. 581 yuvaiKa 1repi6poµov. The 
verb cpotTaw is regularly used of visiting a lover ( e.g. Lys. 1.15), and 
the adjective picks up the reference to travel in the preceding couplet 
( Kei\eu6w1; cf. Thgn. 599 OU µ' ei\a6es <pOlTWV KOT' aµa~lTOV), taking the earlier 
image of the meandering highway in a new direction. ou6' ano 1<prJV11s 
I nivw "I do not drink from the public spring" (for discussion, see Fabiano 
1997). The use of KpflVll is modeled on Thgn. 958-61, where the speaker 
contrasts the pristine state of a spring from which he used to drink with 
its current muddied condition. Elsewhere Callimachus associates his 
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own refined poetry with pure spring water in contradistinction to bigger, 
muddier bodies of water (h. 2.108-12; cf. Harder 2012: 11.99-101 on fr. 
2. 1). au<xaivw navTa Ta 611µoa1a "I'm revolted by everything pop
ular," a "summarizing foil" of a sort common in priamels (Bundy 1986: 
66, Race 1982: 109). The verb is cognate with cr1Kx6s, used of those who 
feel revulsion at everything (Arist. Eud. Eth. 1234a6); though the verb 
was perhaps used by Euphorion (fr. 2 1.3), its other attestations are from 
Hellenistic and Imperial prose (e.g. Polyb. 38.5.7). It is rejected by Phryn. 
p. 307 Rutherford (cf. Moeris r,38) as un-Attic (= r,6ei\uTT0µ01), and it may 
be a feature of colloquial discourse rather than an exquisite rarity; if so, 
its use is ironic in context. 6,iµ60-1os is "owned or used by the people" and 
thus "popular, generally available." 

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

(a) /\ucravi,i, CTU 6e vaix1 Kai\6s - "Kai\6s" - a.Ma ,rpiv E11TE1V I TOUTO CTa<p&s 
,Hxw, <p,icri TlS &Mos exe1v (adopting Petersen 's emendation of P's exe1): 
"Lysianes, yes, you are beautiful - 'beautiful ... ' - but before Echo can say 
this [i.e. repeated Kai\6s] clearly, some other person says that he has him" 
( cf. Pelliccia [forthcoming]). 

(b) /\ucravi,i, CTU 6e vaix1 Kai\6s, Kai\6s - a.Ma ,rpiv E11TE1V I TOUTO CTO<pWS, ,Hxw 
<p,icri TtS "&Mos exe1": "Lysanies, yes, you are beautiful, beautiful - but before 
I can say this clearly, some Echo says, 'another holds him'." An echo thus 
repeats the speaker's words in chiastic order and distorted form ( vaix1 
Kai\6s - &Mos exe1; see below). Such an echo depends on the collapsing 
of the sounds represented by e and 01, which remained distinct in the 
speech of educated Greeks in Egypt into the middle of the third century 
( cf. Horrocks 1997: 68, 107-1 1; the collapsing of e1 and 1 was more wide
spread in this period); the phonetic play would thus make the phrase 
resonate ironically against the rejection of common things. On this inter
pretation, the adverb cra<p&s explains the distortion: the speaker has not 
yet expressed himself clearly before Echo repeats a contorted facsimile of 
his words (Pfeiffer et al.). 

( C) /\ucravi,i, GU 6e vaix1 Kai\6s, Kai\65 - a.Ma ,rpiv E11TE1V I TOUTO cra<p&s ,Hxw, 
<p,icri TtS "&Mos exe1": "Lysianes, yes, you are beautiful, beautiful- but before 
Echo can say this clearly, someone says, 'another holds him"') (Cahen, 
Mair). 
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(a), adopted here, has several advantages. Like (c), it makes the echo 
the repeated KaA6s, which readers retrospectively understand to be 
uttered not by the speaker but by Echo, the subject of ehreiv: such a repe
tition conforms to the practice of ancient echoes, which typically reiterate 
the final word of the immediately preceding utterance ( e.g. Ar. Thesm. 
1065-97, Gauradas APl 152, Ov. Met. 3.380-92). Unlike (b) and (c) it 
does not require that TlS &Mos, which elsewhere is consistently treated 
as a single unit, be divided between two clauses. In this case, the gemi
nated KaA6s, a normal feature of such contexts ( cf. below), retrospectively 
emerges as the referent of TOUTO and the word that Echo cannot clearly 
utter before an anonymous other person speaks. These advantages out
weigh the difficulty posed by the diminished significance that crmpws has 
on this interpretation. 

There may be multiple echoes, as often in passages in which Echo 
appears. q,110-i TlS &Mos exe1v suggests that what the anonymous other actu
ally says is "exc.v," and some of the point may reside in the contrast between 
,Hxw and the first-person verb implied by the end of the poem: before 
Echo herself can clearly repeat the last word of the speaker's praise of 
Lysanies, another competing voice lays claim to the boy in language sug
gesting the name "Echo." None of this excludes a distorted echo of vaix1 
KOAOS in &Mos exe1<v> (see below). 

On any reading, the speaker is revealed to be not alone in his attraction 
to Lysanies. On this point, the resemblance of the passage to Call. Epigr. 
29.3-4 (see below) is perhaps significant, since there the speaker hopes 
that his aesthetic judgment will be unique to him, precisely to avoid the 
sort of competition the speaker of the current poem experiences. In what
ever way the couplet is punctuated, the prominence of Echo, a being who 
can only repeat the words of others and does so indiscriminately, stands at 
odds with the speaker's fastidiousness in the previous two couplets. au 
6i: in pointed contrast to vulgar things for which Callimachus expresses 
his distaste. vaix1 KaAos . . . cxllos ixuv: cf. Call. Epigr. 29.3-4 KOAOS 6 

TTOlS, :AtxeAWlE, Ai11v KOAOS, ei 6e TlS ouxi I cp11criv - ETT10"Taiµ11v µouvos eyw TCX KOAO, 
where the fact that Achelous is notoriously amorous may be at issue. The 
verbal connection between the passages may lend special point: here, the 
speaker is in fact not the only one who recognizes what is good. Repetition 
lends emphasis, and for this reason sometimes appears in other sympotic 
assertions of beauty (e.g. adesp. AP 1 2. 1 30. 1), but here the second KaA6s 
is subsequently to be reinterpreted as spoken by Echo. cp11ai TlS cxllos 
ixuv: the speaker's embarrassment resembles that of the narrator of 
Asclep. 4.3-4 Sens, where his partner's undergarment is inscribed cpiAet µe 
I KOl µii AUTTT16fi1s i;v TlS ex111 µ, ETEpos. 
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LXV. Callimachus AP I 2. I I8 (42 Pf, 8 GP) 

A reveler seeking access to his beloved defends himself for his behavior. 
In the background are epigrams in which the speaker represents himself 
as standing outside a closed door and commenting on the powerful com
pulsion that has led him there ( cf. 3n.). Here, the speaker, present at the 
house ( 2 T}KW) of the boy to whom he previously led his Kwµos ( cf. xvn 
introductory n.), reflects on and defends his behavior, even while insist
ing on its relative tameness (cf. 5-6n.). His words thus implicitly form 
part of an ongoing conversation in which Archinus has accused him of 
behaving unjustly; the implication is perhaps that Archinus has unfairly 
misunderstood the situation (Livingstone and Nisbet 2010: 74-7). Some 
of the point derives from the hyper-rationality with which the speaker 
lays responsibility on forces outside his control; the final couplet plays 
on philosophical discussions that seek to define and categorize types of 
wrongdoing (5-6n.). At the same time, his claim that erotic and alco
hol-induced compulsion (3 11vayKacrav) make his fault venial is slyly under
cut by the artificiality of his language, which is highly alliterative ( e.g. 1 
µupia µeµcpou) and contains a series of jingles and plays on words (2 aKwv 

T}Kw, ,rpo,reTe1av ea, 4 eia TflV ,rpo,rfre1av e&v, 5-6 ecpii\11cra I TflV cpi\1,;v); these 
features contribute to locating his defense in the tradition of epideictic 
apologias ( e.g. Gorgias, Hel. 7-8, 1 2). 

In addition to being preserved in the Anthology, the epigram was writ
ten out on the wall of a house on the Esquiline in Rome (Ep. Gr. 1 1 1 1); 
see Hunter 2019b. 

1-2(311-12] iKwv . aKwv: these words express a person's relation
ship to a deed or experience or, more precisely, the question whether he 
accepts it as his own ( cf. Rickert 1 989, Sealey 1994: 94-5). hnKwµaaa 

"led a Kwµos to your house," with the preverb suggesting aggression as 
well as movement; cf. Ar. Ach. 980. ,rpo,rhnav "rashness," "temerity"; 
cf. Dern. 2 1.38 "the one who struck ... had three excuses: drink, eros, 
and ignorance ... Polyzelus made the mistake of striking out of anger 
and impetuousness (,rpo,rETei01) of manner before he thought about 
it." ia: present imperative of eaw. To "allow" the speaker's rashness is 
to overlook it and thus forgive it. 

3[313] CXKP11TOS Kai ipws µ' tivayKaaav: cf. 73-4, Asclep. 14.3 Sens, Men. 
Sam. 340--1 ,roi\i\a 6. E~Epya~ETOl I cxv611T' OKpOTOS Kai VEOT11S· WV . . . 
auTwv: though auTwv adds little to the sense, it creates an assonance in 
keeping with the jingles in the clausulae of other lines. o µiv: i.e. Eros. 
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4[314] dAKEv "was dragging me on"; cf. 73, Headlam on Herod. 2.9. TTIV 
... iav: the text is uncertain. Dressel 's correction is based on the traces of 
the poem in a Roman wall painting (Ep. Gr. 1111); P's crwcppova 0uµov exe1v 
probably originated as a gloss. 

5-6[315-16] The speaker has engaged in none of the raucous behav
iors typical of other literary comasts; he has not even begged admit
tance. ouK i~o11aa: by contrast, the drunken excluded lover of Asclep. 
14.5 Sens shouts out his complaints (cf. Fantuzzi 2004: 214-15). TlS 11 

Tivos: i.e. "my name or my father's," by which a visitor seeking admission 
would identify himself ( cf. Ar. Clouds 134, Pl. Charm. 154a). icpiA11aa I ... 
cpAiT)v "I kissed the doorpost." d TouT· . . . a6iK11µ·, a61Kiw: cf., e.g., 
Eur. fr. 272b (Heracles) viiv 6' oTvos E~ECYTT1CYE µ'. 6µoi\oyw 6e O"E I cx61KElV, TO 6' 
cx6iKflµ· eyevET· oux eKoucr1ov. As he raises the question of whether his harm
less behavior constitutes an injustice, the speaker's language humorously 
subverts serious philosophical discussions of what constitutes right and 
wrong action ( e.g. Arist. Nie. Eth. 1 135a19-20 'Justice and unjust action 
are distinguished by willingness and unwillingness"). 

LXVI. CallimachusAP I2.I34 (43 Pf, I3 GP) 

The speaker points out to an unnamed addressee the signs that "the stranger" 
is in love. Several Hellenistic poems show a lover's condition revealed by his 
behavior and becoming the subject of discussion or interrogation by a third 
party (cf. Cairns 1977; for the enumeration of symptoms of love, cf. already 
Sappho, fr. 31). Reflections on the impossibility of hiding one's feelings of 
love appear in comedy (e.g. Antiph. fr. 232), but the specific model of the 
poem is Asclepiades xx, in which Nicagoras' behavior illustrates the claim 
that drinking exposes the truth. As in that poem, the imagined setting is 
the symposium, at which the speaker addresses an unnamed fellow guest; as 
there, the enumeration of symptoms of love moves from the alleged lover's 
behavior to a "pathetic fallacy" ( cf. 87-Bn.) having to do with the behavior 
of his garland. Whereas in Asclepiades wine explicitly leads to exposure, 
here the role played by drinking is implicit. Asclepiades' Nicagoras is rep
resented as a liar; Callimach us' poem plays on the conventional idea that 
love is a hidden wound, and the anonymous stranger's wound is both phys
ically invisible and, through his silence, hidden from his fellow symposiasts. 
Whereas Asclepiades' poem opens with an aphorism about the revelatory 
power of wine, Callimachus' speaker begins with his realization that his 
fellow guest is carrying a secret wound and ends with an aphorism empha
sizing his cleverness as a detective ( cf. Call. Epig;r. 30), while simultaneously 
revealing his own identical condition. The conventional motif of following 
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in the tracks of another similarly minded person both asserts his authority 
as a poet writing about love and calls attention to the literary "theft" of a 
predecessor's work. See further Giangrande 1968: 1 20-2, Landolfi 1984; 
Fantuzzi in Fantuzzi and Hunter 2004: 338-49. 

The dialect is Ionic ( cf. 3, 4nn.), as in the Asclepiadean model. 

1-2(317-18] The passage recalls the Phaeacian banquet where Alcinoos 
recognizes Odysseus' suffering ( Od. 8.93-5, 532-4 eve· &Mous µev 1ravTas 
ei\av6ave 6aKpua i\e{J3wv· I l\i\K{voos 6e µ1v oios ElTE<ppacraT' 176' ev6,icrev I i;µevos 
ayx' OVTOU, J3apu 6e O"TEVOXOVTOS OKOUO"EV). The allusion casts the speaker 
as "an ideally knowing and sympathetic participant in the symposium," 
like the paradigmatically good hostAlcinoos (Bing 2009: 220). Odysseus' 
heroic pain is recast as erotic pathos. iAKos ixwv ... iAcxv6avev: love's 
wounds are invisible ( cf. Asclep. 8.1-2 Sens Tpauµa I µ11 cracpes), at least to 
an inexperienced viewer. The speaker has only just realized a condition 
that he and others previously could not see or understand. nveuµa 
"a sigh." 61a OT116iwv: the location of the lungs; cf. [Theocr.] 25.237 
crT,i6ewv 861 1rveuµovos e6p,i. ws ... ei6es; whether an indirect question, 
with the main verb in hyperbaton ("did you see how ... ?"; cf. Call. fr. 
384.31 ou6' 86ev oi6ev 66euw) or an exclamation, with an embedded paren
thetic question ("How he ... ! Did you see?"), the apostrophe implicates 
an anonymous companion (and the reader) in the discovery enacted in 
the epigram. av11ycxyeTo "brought up, drew." 

3[319] TO Tphov ... in1ve: probably a reference to the third round of drinks 
rather than the third of the toasts that customarily opened the symposium 
( cf. Olson-Sens on Archestr. fr. 59.1). cpuAAo~oAeuvTa "shedding their 
petals." At 88, Nicagoras' garland falls from his head; cf. Theocr. 7. 63-4. 
The popular belief that the dissolution of a garland meant that its wearer 
was in love (cf. 87-8n.) is represented by a verb that usually denotes trees 
dropping their leaves ( e.g. Arist. Gen. an. 783b 11). The contraction eu < 
e + o is here an Ionic feature; cf. Asclep. 8 5 ( apveuµevov). 

4[320] Twv6pos: Ionic crasis of TOU av6p6s (Attic Tav6p6s). 
xaµai "ended up on the ground." 

iytVOVTO 

5[321] W'TTT1'1Ta1: third person singular perfect passive of 61rTaw (lit. 
"roast"); the verb is used of the heat of desire already at Soph. fr. 4 7 4.3; 
cf. Ar. Lys. 839, Theocr. 7.55 with Gow. µiya 6,i Tt: the expression is 
adverbial, with Tt (like 6ft) adding emphasis (cf. 87-Bn.), and probably 
colloquial. µa 6aiµovas: an emotional exclamation marks the speak
er's statement of the specific cause of the wound. ouK ano puaµou: 
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pucrµos is Ionic = pu8µos. The expression is not precisely paralleled else
where and its meaning is not entirely clear, but ~v pu8µ001 and µeTcx pv8µoii 
mean "in step" (often with a verb of movement), so that it may mean "out 
of rhythm," i.e. not according to a regular pattern and thus "at random": 
the speaker is not making a wild guess but recognizes the evidence of 
lovesickness. 

6[322] dKa~w "I make a guess." cpwpos s· ixvaa cpwp iµaeov: the 
speaker implicitly admits that he shares the stranger's hidden condition. 
The idea is proverbial (Epimerismi Homerici x.30, p. 7 44 Dyck; cf. the iambic 
line preserved at Arist. Eud. Eth. 1235a8-g eyv(.,,) 6e cpwp TE cpoopa, Kai Av1<os 
Au1<ov), like English .. set a thief to catch a thief." 

LXVII. CallimachwAP 9.507 (27 Pf., 56 GP) 

On Aratus and his debt to Hesiod. Aratus' didactic epic, Phaenomena, mar
ried technical astronomical material to a form modeled on Hesiod's Woms 
and Days. It was composed at the court of Antigonus Gonatas probably 
some time after 276 (Kidd 1997: 4-5) and exerted a powerful influence 
on Hellenistic and, later, Roman poetry; it is here treated by Callimachus 
as a model of refined composition (cf. 1-3n.) The epigram evokes fea
tures of inscribed epitaphs, including the initial copulative sentence and 
the final emJOi (xaipeTe), which has hymnic resonance but may also be read 
against epitaphs in which the speaker bids the deceased or the monument 
farewell (e.g. CEG 530). More immediately, the poem is related to "book
tag" epigrams in which the speaker is represented as a work of another 
author (e.g. Asclep. 28 Sens), but it plays on them by postponing the 
author's ethnic and name until the second couplet - so that the impres
sion left by the first word that the poem will treat a Hesiodic work is ini
tially misleading (cf. 537-Sn.). 

The obscurity of the opposition of eaxaTov and µeA1xpoTaTov compli
cates interpretation, since the meaning of this determines what the poet 
is claiming about the relationship between Aratus and Hesiod (cf. 1-30.). 
The second-century Stoic philosopher Boethus of Sidon ( Vila Arati 11, p. 
12 .15-18 Martin) allegedly claimed that Aratus' affiliation to Homer is 
demonstrated by the fact that his nAaaµa (variously understood as "inven
tion," "substance," or "'style"; cf. Hunter 2014: 259-60) is greater (µeT~ov) 
than Hesiod's, and it seems clear that the epigram, however understood, 
participates in an ancient discussion about the extent to which the 
Phaenomena may be understood as Hesiodic. 

The epigram treats the Phaenmnena in terms that Callimachus and other 
Hellenistic poets use to describe refined poetry. The insistence on the 
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work's AEirToTTls in the final couplet also probably signals a recognition of 
the Aratean acrostic i\ElTTTl at Phae,1. 783-7 (cf. 4n.), especially in light of 
the treatment of the Phaenomena as a text to be decoded; in this context, 
the word-play p,;a1Es :A.p,;Tou (4) embodies the verbal dexterity celebrated 
in the epigram. 

1 [323]'H0'106ou ... aHO'iJa .•• Tp01TOS ''The theme and style are Hesiod's," 
but this meaning emerges only in retrospect, since the opening words 
might initially be taken to mean that the work at issue is a Hesiodic poem. 
At Call. fr. 1.3, cxe1ai,:a refers to epic "song," but here it and Tpoiros seem to 
refer to content and style, respectively, and the meaning "theme, content" 
is suggested by the comparable use of ao16,; in this sense (LSJ 4). 

1-3[323-5] ou ... air,.,atcrro: a difficult passage which has been variously 
understood. The interpretation adopted assumes that the correct reading 
is ao166v. that it refers to Hesiod, and that the adjective eaxaTov means 
"complete," so that the point of the opposition is that Aratus imitated the 
best pans of Hesiod rather than his poetry as a whole: .. but I daresay that 
the man from Soli has not imitated the complete poet, but the sweetest of 
his verses." The opposition thus picks up and delimits the meaning of the 
opening phrase, with Tov ao16611, "singer, poet," personifying the cognate 
ae1aµa, "poem, song," and To i,:ei\1xp6TaT011 Tc;>V tirfow defining the meaning 
of Tpcmos: although the content of the didactic Phaenomena is Hesiodic, its 
style is selectively so. 

An alternative is to take Tov . . . eax,aTov as referring to Homer, so that 
the poem claims stylistic affiliation of the Phaenomena to Hesiod rather 
than to Homer. This approach is facilitated by reading 601600v (Scaliger, 
now with ancient support from P.Oxy. 4648), so that the phrase means 
"best of poets" (for eax,aTos in a positive rather than a negative sense, 
cf. Pi. Olymp. 1.113) or "ultimate mode of poets," i.e. Homeric epic (cf. 
Hunter 2014: 258): "but I daresay that the man from Soli has imitated 
not the ultimate of songs, but the sweetest of verses." oKviw .,.,.: 
the fear clause hedges off the speaker's claim ( .. I wonder whether," .. I 
daresay that"; e.g. Pl. Phaedr. 257c, Xen. An. 2.3.9), perhaps in order 
to avoid implying that he is criticizing any part of the Hesiodic corpus 
as less "sweet" (cf. Hunter 2014: 295, who interprets the passage differ
ently). TO 1-1IA1XPOTaTov I Twv hriwv: sweetness is a metaphor for lit
erary quality already in Hesiod, whose treatment of the Muses and their 
poetry (e.g. Catalogue of Women fr. 1.1, Th. 39-40; cf. Hunter 2014: 288-
9) as sweet is here explicitly applied to his own work. For µEi\1XP6s as a 
hallmark of refined poetry cf. 344, Call. fr. 1. 16. airsµcxtcrro "took the 
impression of," i.e. "imitated" (< airoµo:aaw). xaipn1: exhortations 
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for the dead person or the tomb to fare well are standard in funerary 
epigrams; that connection may be in the background here, but the salu
tation also evokes the addresses to Zeus and the "sweet" Muses in the 
proem of the Phaenomena ( 15-1 7 xatpe, mhep . . . xaipo1Te 6e Moucrm I 
µe1Aix101 µaAa iracrm). Annai: the adjective, properly "peeled, fine," 
is associated with intellectual refinement as early as Aristophanes ( e.g. 
Clouds 359), and in Hellenistic poetry describes finely wrought poetry 
(cf. 344). Lines 783-7 of the Phaenomena form an acrostic AETTTH, in 
which the first word of 783 is also AETITfl. Callimachus' application of 
the term to Aratus' poetic program finds parallels in Ptol. SH 712.4 8 ye 

AE1TT0A6yos crKfiirTpov "ApaTos exe1, Leon. AP 9.25.1-2 1\pf1To10 ... os TIOTE 
AE1TTfil I <ppoVTi61 611v01ous CXO'TEpas E<ppacraTO. 

4[326] p,iaus. 7'p,iTou: pficr1s "speech" puns on the poet's name, which 
suggests appT)TOS "unspoken"; Aratus uses &ppT)Tov to pun on his name 
in line 2 (cf. Jacques 1960, Bing 1990, 1993). Here the verbal play is 
emphasized by the lengthening of the first syllable of 1\pflTou; the use of 
epicizing 11 rather than a in the second syllable appropriately reflects the 
theme of the poem, the influence of archaic epic on Aratus. As a whole, 
the expression recalls the Hesiodic dyad pT)Toi T. &ppT)Toi TE ( lID 4), and 
thus embodies the stylistic relationship between the poets. auµpoAov 

aypuTTviT'ls suggests Aratus' night-time star-gazing as well as his burning 
of the midnight oil; for the phrase, cf. adesp. AP 9.689.2 efis cruµJ?,oAov 
cxypuirvi11s; Leon. Alex. AP 6.328.2 cruµJ?,oAov eueiri11s. cruµJ?,oAov is used of 
weather signs in ancient scholarship on the Phaenomena (e.g. L Arat. 
102 1), though not in the poem itself; if the word is correct, Callimachus 
implicitly represents the Phaenomena as a text to be decoded just as Aratus' 
poem decodes the celestial signs, and the noun looks back to AeirTai I 
p1icr1es, 1\pflTOu and its implicit "decoding" of Aratus' language. Other read
ings are possible, however: P's cruvTovos cxypuirvi11, "intense sleeplessness," 
is defended by Cameron 1995: 379 as underscoring the intensity of the 
poet's surprising nocturnal work; Stewart 2008 suggests cruVToµos cxypuirvi11 
"abbreviated sleeplessness," in which the adjective would suggest stylistic 
refinement (cf. 253n.). 

HEDYLUS 

According to Athenaeus (7.297a), Hedylus was from Samos or Athens, 
wrote a work that recounted the fate of Glaucus, and was the son of the 
female poet Hedyle, author of a Scylla; his association with Samos or 
Athens could suggest that he was related to cleruchs who occupied Samos 
ea. 365-322 (so Gutzwiller 1998a: 171). An epigram on a dedication to 
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Arsinoe-Aphrodite Zephyritis suggests that he spent time in Alexandria. 
Though he is often dated to the early part of the third century, there 
is some reason to place him slightly later. A notice in the Etymologicum 
genuinum ( 0551) reports that a Hedylus commented on the epigrams of 
Callimachus, and though this Hedylus is usually thought to be different 
from the poet, the possibility that he might be the same person finds some 
support from passages in which Hedylus plays with Callimachean aesthetic 
terminology and with that of the Aetia in particular (cf. 329n., LXX intro
ductory n.). Several epigrams clearly respond to poems by Asclepiades ( cf. 
LXIX, LXX introductory nn.); AP 5.161 is ascribed alternatively to Hedylus 
or Asclepiades ( = Asclep. * 40); for Hedylus and the so-called Soros, see 
p. 68. 

Athenaeus claims that Hedylus told the story of Glaucus' suicide; the 
poem in which he did so could have been an epigram or a narrative poem. 
Five epigrams (including AP 5.161) are ascribed to him in the Anthology, 
and eight more are cited by Athenaeus. Several show the strong influence 
of comedy and poke fun at the incompetence of professionals, the glut
tony and bibulousness of symposiasts, and other misbehavior. 

Hedylus' language is varied, and words from divergent stylistic registers 
and generic backgrounds are frequently juxtaposed. 

LXVIII. Hedylus ap. Ath. I I.497d (4 GP) 

On a gold rhyton dedicated in the temple of Arsinoe-Aphrodite Zephyritis. 
Rhyta were conical vessels, often in the shape of animals, pygmies, or other 
humans or gods. In this case, the figure is the Egyptian dwarf-god Bes, 
apparently holding a trumpet (crai\1Ti~e1, Kw6c.vvos). Chamaeleon fr. 9 notes 
that rhyta were used µ6vo1s Tois iipc.vow, a comment that seems to mean 
that they were used only in commemorations of heroes (so Thompson 
1973: 8). Metal rhyta typically had a spout; ceramic rhyta lacked spouts 
and were used as drinking cups (the account given by Dorotheus ap. 
Ath. 11.497e seems confused); cf. Thompson 1973, esp. 1-33. The ves
sel described here is of the former type, but with an unusual feature: it 
has been designed by Ctesibius so that Bes's trumpet sounds when wine 
emerges from the spout. 

The poem plays on the features of sympotic and dedicatory epigrams: 
the address to drinkers initially suggests a sympotic occasion, but the 
words that follow reveal that they are spectators at the temple of Arsinoe 
at Zephyrium (cf. LX introductory n., 39I-3n.). Athenaeus claims that 
Ptolemy II endowed statues of Arsinoe with rhyta rather than cornuco
piae (Ath. 11.497b-c). Although the context presumed in the epigram 
cannot be known, the repeated exhortation for a group of young drinkers 
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to make themselves present to witness and honor an object in Arsinoe's 
temple suggests an address to celebrants of a rite in her honor (cf. Ar. 
Frogs 372-81; Bulloch on Call. h. 5.1-32). If so, the sound made by the 
Nile during the Niloa (7-8) links the celebrations of that divine river and 
of Arsinoe (see below). 

The poem is constructed in ring composition, with the language of the 
final couplet mirroring that of the first ( cf. 9-1 on.), and with the sec
ond and penultimate couplets featuring Egyptian divinities represented 
as musicians. The central couplet opposes war to partying, a contrast 
emphasized by the use of two forms of the same noun. The figures of Bes 
and the Nile are described in language evocative of poetic composition. 
The clausula of 3 shares a striking point of contact with the prologue of 
Callimachus' Aetia, but implicitly redefines i\1yus ~xos as a brash trumpet 
blast rather than a light chirping; that one poem looks directly to the 
other is probable, and the most likely explanation is that Hedylus is adapt
ing Callimachean esthetic terminology to a new end; cf. Sens 2015. 

Luck 1968: 402 n. 1 suggests that the epigram parodies the sort of 
explanations offered by tour-guides at the temple of Arsinoe-Aphrodite; 
others see it as a parody of dedicatory inscriptions (Stephens 2005: 246). 
The tone is lighthearted, but there is little reason to see parody in the 
strict sense. The appearance of Bes on a rhyton is analogous to the use of 
pygmies on such vessels and is not inherently absurd, though the poem 
seems to play on the relationship between size and volume as well as on 
the opposition of wine and water: in pouring wine, a dwarf produces a 
loud sound analogous to that of the flooded Nile. The poem appears to 
contain several forms characteristic of the later koine (5 cniv6eµa, 9 eupeµa), 
as well as the prosaic iepayc.uyois ( 7), alongside more elevated compounds 
like qni\o~eq>vpos ( 1) and eu61os ( 2). 

1[327] (wpon~ha1 "drinkers of undiluted wine." Heavy drinking was 
common among the Macedonian elite (cf. Asclep. *44 with Sens's note) 
and may have special resonance in a poem celebrating a Macedonian 
queen. Kai To0To: the conjunction locates the rhyton among a 
series of other objects, and the phrase as a whole implicitly places the 
poem celebrating it in a broader tradition of dedicatory epigram; cf. 
I 711. cp1Ao(tcpupou: i.e. Zephyritis; cf. 38 5-Bn. 

2[328] tu6i11s: the adjective may be used of persons and gods in the sense 
"mild, gracious," but here it refers specifically to Arsinoe-Aphrodite's 
role as protectress of sailors at sea and bringer of fair weather (Pos. 39. 2, 

1 19. 5-6 AB). i6tT': exhortations to "look" at an object are characteris
tic of ecphrastic epigrams; e.g. 25, I7J· 
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3[329] opx11crniv B11aciv: from the New Kingdom on, the Egyptian dwarf
god Bes was associated with music, dancing, and wine, and he is commonly 
represented dancing or playing an instrument, especially the double 
aulos, lute, or tambourine; cf. Dasen 1993: 55-83, esp. 77-80. os 
A1yuv flXOV: cf. Call. fr. 1.29 01 i\1yuv 11xov; see introductory n. 

4[330] aaAni(n: Bes is represented as blowing a trumpet (cf. 6 Kw6c.vvos). 
The verb contributes to the subversion of the values and imagery of 
the Aetia prologue: in Aristophanes' Frogs (966, 1042), from which 
Callimachus drew much of his aesthetic terminology, the loud sound of 
the trumpet (e.g. Il. 18.219) was associated with Aeschylus' bombastic 
poetry rather than the sort of fine sounds Callimachus endorses. The 
crcxi\my~ was associated with sacrifices in Egypt and elsewhere ( cf. Call. 
fr. 7 5.61 Zeus ElTi crai\,riyyc.vv ipcx J3ofi1 6exET01, Pollux 4.86 EO"Tl 6e ... Kai 
iepouy1Kov [sc. crcxi\myµa] e1ri 6ucri01s Aiyu1rTio1s TE Kai J\pyei01s Kai Tupp17vois 
Kai ·pc.vµaio1s) and would have special point if the poem is imagined as cel
ebrating a ritual occasion. 1<pouvou npos pua1v oiyoµivou "when the 
spout is opened for pouring," cf. LSJ Kpouv6s 4. 1rpos pucr1v etymologizes 
puT6v. The basic meaning of Kpouv6s, "spring," prepares for the reference 
to waters of the flooded Nile ( 7-8). At Call. h. 2. 1 1 1-1 2, Callimachus 
associates his poetry with a trickling spring in opposition to the rushing 
Euphrates: here, by contrast, the sound of the "spring" and of a river are 
likened to each other. 

5-6[331-2] The guttural alliteration (xpucrfou 6e yeyc.vvev I Kw6c.vvos Kwµou) 
may evoke the brash sound of the trumpet. noAiµou: the usual func
tion of a trumpet blast is to signal the start of battle. auv811µa ... 

auv8Eµa "signal": if the text is correct, the well-established form cruv617µa is 
conjoined with the newer form cruv6eµa, otherwise first attested in the later 
koine and rejected as a proper Attic form by Thomas Magister p. 332.2, 
but analogous to eupeµa in 9; collocations of different forms of the same 
word are common in Hellenistic poetry. Athenaeus transmits the unmetri
cal cruv617µa in 6, however, and it remains possible that a different word has 
been displaced;Jacobs emends to cruµJ?,oi\a, but the plural is less welcome. 

7-8[333-4] " ... just like the ancestral song, dear to sacrifice-bearing ini
tiates, which the Lord Nile invented from his divine waters." The refer
ence is apparently to the sound of the water of the Nile rushing into a 
Nilometer (a structure designed to measure the height of the river), and 
the sacrifice-performing initiates are probably the participants in a festival 
celebrating its flooding; see Kenny 1932: 190-1, Bonneau 1964: 361-420. 
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The sound of wine poured from Ctesibius' rhyton is thus compared to 
that produced by another piece of engineering, though in this case one 
in which the sound is made by inrushing rather than outrushing liq
uid. cxva~ ... 6dwv: as a personified deity, the Nile was associated and 
ultimately identified with Osiris (cf. Fraser 1972: 1.263), and commonly 
connected to Isis, with whom Arsinoe was identified (Bonneau 1964: 
242-74, Fraser 1972: 1.239-43). ,up, µiAos: the Nile is represented as a 
poet; cf. 334. KT11a1~iou: Ctesibius of Alexandria, inventor of a num
ber of hydraulic and pneumatic devices, including the water-pump and 
the water-organ (cf. West 1992: 114-18), worked in Alexandria during the 
reign of Ptolemy 11; see Orinsky, RE1x.2 2074-6, Kenny 1932. ,up,µa: 
the word links Ctesibius' invention to the Nile's musical "discovery" in 8. 
The form, a variant of the more common eup11µa, is first attested in the 
Hellenistic koine and is condemned as un-Attic by Phryn., Eel. 420 (cf. 
Hdn. De pros. cath. 1.353.9-10). 

9-10[335-6] These verses pick up the language of 1-2: 1 - 9 To0To, 2 - 10 
6e(h ( E)' 1-2 KOTCX v11ov ... J\pcnv611s - 10 v11&1 TW16E ,rap, J\pcnv611s. alla: 
the particle is common in commands and exhortations to mark "a tran
sition from arguments for action to a statement of the action required" 
(Denniston 14). 

LXIX. HedylusAP 5.I99 (2 GP) 

Dedication of clothing by a woman after sex at a symposium. The poem 
combines elements from sympotic and amatory epigram, on the one hand, 
and dedications, on the other. It begins as an account of an event occur
ring at the party, though the language leaves the precise meaning initially 
ambiguous ( 1-2n.); only in the second couplet does it become clear that 
a dedication is being recorded. The narrative is a sequel to Asclepiades 
xx, on Nicagores' lovesickness, and redeploys elements of it: both poems 
open with oTvos and mention ,rpoir6cre1s and love, but in xx, Nicagores' 
mendacity is revealed by his frequent toasts, whereas here his toasts are 
deceptive and successful; and while in Asclepiades wine leads Nicagores 
to nod his head, here alcohol contributes to Aglaonice's post-coital sleep 
(see Giangrande 1968: 151-2). 

The epigram is constructed in such a way that the loss of Aglaonice's 
virginity seems initially to be the welcome (cf. 2 176us) result of verbal 
seduction by Nicagores (whose name may suggest rhetorical facility) 
at a symposium, but it is slowly revealed to be the result of violence 
(Pretagostini 2000). The second couplet is framed as a dedication of 
Aacpupa, a word normally used of military spoils, and thus initially seems 



COMMENTARY: LXIX, 347-40 

to represent Aglaonice as a sexual conqueror, but in the final couplet 
these spoils are defined in terms that treat her as the victim. The precise 
items dedicated are named only in the final couplet. The movement from 
seduction to violence is reflected in the distorted mirroring of the first 
couplet by the last: 6 u-rrvou corresponds to 1 KaTEKoiµ1crav, but the verbal 
persuasion suggested by 1-2 -rrpo-rr6cre1s . . . 66i\101 is replaced in the final 
line by crKui\µwv. 

Though the lemma claims that Aglaonice was a hetaera, -rrap6evic.vv in 
the central couplet reveals that the dedication commemorates the loss 
of her virginity; her role at the party remains unclear. Dedications upon 
the loss of virginity do not appear to have been standard practice, and 
the poem may be understood as a variant of dedications of clothing to 
Artemis by women who have successfully given birth. At [Theocr.] 27 .55-
6, a girl complains that the sexually aggressive Daphnis has torn her gir
dle, which he in response characterizes as a first offering to Aphrodite; cf. 
Hdt. 2.181.4-5. 

1-2[337-8] oivos ... TTpOTTOans ... ipws: cf. 85-6oivos ... epav ... -rrpo-rr6cre1s. 
The sequence suggests a progression in which drinking led to profes
sions of love and finally sex. The hexameter seems initially to represent 
Aglaonice's sleep as the product of alcohol alone; the link between drink 
and sleep is commonly mentioned in sympotic contexts (e.g. Thgn. 470). 
Only in the pentameter do enjambed ai 66i\101 and epc.vs reveal that the occa
sion involved other events. KaTEKoiµ1aav: contrast 87 evvcrTacre, where 
Nicagores nods his head drunkenly. That sleep often stands as a metaphor 
for death (cf. 26I-2n.) initially leaves open the possibility that Aglaonice 
has died. ~yAaoviKT}V ... N1Kayop1w: a man whose name denotes his 
skill with words has overcome a girl whose own name means "splendid 
Victory." ai 60A1a1: contrast Asclep. 86, where Nicagores' many toasts 
( ai -rroi\i\ai . . . -rrpo-rr6cre1s) reveal his true emotional state. ipws ... 

Nu<ayopiw: the expression is ambiguous, since the dependent genitive 
might be either subjective ("Nicagores' eros") or objective ("eros for 
Nicagores"). For whom the experience was "sweet" is equally unclear. 

3-4[339-40] flS TTapa ... I KEivTa1 "by whom [i.e. Aglaonice] ... are 
dedicated." µupo1s: perfumed oil was regularly distributed to guests 
at symposia (cf. Olson-Sens on Archestr. fr. 60.3) and also widely used 
in erotic contexts (cf. Ar. Lys. 938-47, Eccles. 525 ouxi ~1veiT01 yuvri Kaveu 
µupou). h1 ... µu6wvTa: i.e. the dedication was made just after the 
event it commemorates. TTap&iviwv . . . TTo&wv: the adjective may 
be either subjective ("a maiden's desire") or objective ("desire for a 
maiden"); contrast the unambiguous uses at Asclep. *34.4 = Pos. * 126.4 
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AB, Leon. AP 6. 202. 1-2. Aacpupa: commonly used in dedicatory con
texts of spoils taken from a defeated enemy, e.g. Aesch. Ag. 577-9, SEC XI 

1212a 2upaK6cr[101 cmo] t\KpayavTiveuv Acxq,upa. Here, by contrast, it refers 
to the clothes taken from the dedicator. 

5[341] aav6aAa ... µiTpa1: the items, the first not particularly intimate and 
the second more so, are listed in the order in which they would have been 
removed in preparation for sex; cf. Ar. Lys. 950. µaAaKai . . . µiTpa1: 

expressions in which the adjective is separated from its noun by a nominal 
phrase in apposition occur occasionally in Greek (Archil. fr. 196a.49-50 
vfov, ii~TIS ETTf1Aucr1v, xp6a, Aesch. Ag. 1 19, Eum. 302) and become popular 
in Latin poetry (e.g. Virg. Eel. 1.57); see Solodow 1986. The erotically 
charged adjective µaAaKai is pointed in a description treating women's 
clothing as if it were armor stripped from an enemy. µaa.i:>v iK6uµaTa 
"items stripped from her breasts." eK6uµa is elsewhere attested only in the 
scholarly tradition ( e.g. Zen. 11 95 Ae~T)pis 6e ecrTi ... eK6uµa Tou oq,eeus}. 

6[342] aKuAµi:>v: cognate with crKuMeu ("tear, rend"), and appropriate to 
sexual violence and the forceful tearing of Aglaonice 's clothes from her 
body. The noun (common in LXX) comes to be virtually equivalent to 
u~p1s, with which it is sometimes paired ( e.g. P. Tebt. 790.1 1 µee· u~peeus Kai 
crKuAµou}. µapTup1a: that dedicated objects might testify to an event 
finds a parallel at e.g. CEG 798.1-2 µvaµa ... <Kai> µcxpTupa viKas I ... µ· 
foTacrav, but in conjunction with crKuAµwv the word suggests testimony in 
a criminal matter. 

LXX. Hedylus ap. Ath. 11.472f-3a (5 GP) 

An exhortation to drink. The poem seems to respond to Asclep. 1 6 Sens, 
which opens with an address to the poet, who is apostrophized by name; 
here the corresponding apostrophe comes in the last line. The poem 
self-referentially calls attention to its place in a broader literary trad
ition. After opening in a manner evocative of sympotic elegy and lyric 
(e.g. Thgn. 763, 1042, Ale. frr. 346, 352), the speaker reflects on his own 
exhortation, explaining that in drinking he might be able to produce 
refined poetry (enos). The second couplet, in which he asks an unnamed 
addressee to drench him with wine and command him to "play," rewrites 
initiation scenes in which a poet is given water to drink ( cf. 3-4n.). On 
this reading, the final clause can be understood as the product of the initi
ation imagined in the previous verse, and an embodiment of the values 
inscribed in the first couplet. 
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The aesthetic terminology of 1-2 is identical to that used by Callimachus 
to describe the refined poetry he admired and aimed to produce. At the 
same time, the privileging of wine as a source of inspiration may partic
ipate in a discussion about the proper quantity of wine to drink at the 
symposium, as well as about the relationship of wine and water to differ
ent poetic forms. The later reception of Callimachus associated him with 
water-drinking, and he seems to have connected water with poetry in his 
Aetia and hymns (cf. 646n.). The distinction drawn between his ao16ai 
and sympotic poetry (i.e. epigram) in Epigr. 35 shows, however, that for 
him the distinction between water-drinking and wine-drinking was gener
ically determined: although some passages of Callimachus connect water 
to ao16ai ( esp. h. 2. 1 o 5-1 2), wine was for him the appropriate vehicle for 
the production of epigram. None the less, in the Aetia, the poetic persona 
advocates moderate consumption of wine at symposia (fr. 1 78.1 1-1 2), 
whereas this epigram playfully celebrates drunkenness as the source of 
inspiration (cf. AP 13.29). Hedylus seems elsewhere to associate wine with 
the aesthetics advocated in the Aetia prologue ( cf. 3 2 9n.), probably in 
response to a perceived Callimachean association of refined composititon 
with water. See Sens 2015, 2016. 

1 [343] vfov: cf. I 4 I-2n. nap' oivov "in a drinking party." 

2[344] eupo1µ· av ... inos "find something to say," but also "create a 
poem"; cf. 334. Annov ... µeA1xpov: the collocation recurs at 32-5 (of 
the poetry of Aratus) and, with i\e1nai\eos in place ofi\e1n6s, at fr. 1.16, 24. 

3-4[345-6] In asking his companion to soak him with wine, the speaker 
casts his addressee in the role of an inspiring deity like the Muses who 
initiate Hesiod by giving him a draught of the Hippocrene in Hellenistic 
versions of their encounter (cf. 646); this detail, not found in Hesiod's 
own version in the Theogony, probably has Callimachean roots (cf. Sens 
2015). 1<aTcx~pexe "drench," in the common metaphorical sense 
"give me large quantities to drink." 1<cx601s: large jars, said by Hero 
Mechanicus ( Geom. 23.63) to be equivalent to half an amphora, for trans
porting or storing wine. Xiou: Chian wine was very highly regarded 
( cf. Olson-Sens on Archestr. fr. 59.1 7). nai~e, I "H6uAe: by embed
ding a common form of sympotic exhortation (e.g. Amphis fr. 8.1 ,rive, 
irai~e) in a direct command, the epigram highlights its engagement with 
the literary tradition: the speaker imagines himself in dialogue with an 
unnamed companion speaking the traditional language of the sympo
smm. µ1ai:> ~;;v: exhortations to drink are often justified by the need 
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to enjoy life while one can ( e.g. Sens 2016). Here, the speaker takes the 
topos in a new direction: a sober life is unpleasant. is Ktvov: the expres
sion, common in Hellenistic prose ( esp. LXX, NT), implies "without pur
pose" and "without effect," but may also suggest the speaker's dread of an 
empty wine jar. 

HERACLITUS 

A single epigram is attributed to Heraclitus in the Anthology, as part of a 
clear sequence of poems from Meleager's Garland. It seems likely that its 
author is the Halicarnassian poet honored by Callimachus (LI). Nothing 
certain is known about his life or other work; Swinnen ( 1970) suggests 
that he may be the Heraclitus mentioned in inscriptions as a Ptolemaic 
proxenos. 

LXXI. HeraclitusAP 7.465 (I GP) 

An epitaph for Aretemias, who died in childbirth. The poem is divided 
into two equal parts, each directed to a passing stranger (3 66om6pe, 5 
~eiv'} but very different in their use of voice. In 1-4, the speaker is not the 
deceased or her tomb, as usual in such contexts, and is hard to distinguish 
from the poet (cf. Hunter 1992). In context, the ypaµµa to be deciphered 
(3-4) is simultaneously the imaginary inscription and the poem itself, and 
the emphasis on the freshness of the grave ( 1, 2nn.) which attracts the 
speaker's attention stands as a self-reflexive comment on the epigram's 
novelty ( cf. 3 4 3). The second part enacts the process of reading: the 
words of the poet merge seamlessly into an embedded epigram of a tradi
tional type (e.g. CEG 483) in the first-person voice of the deceased. The 
dead woman, whose otherwise unattested name, Aretemias, may be meant 
to suggest her virtuous character, describes her life in a straightforward 
and restrained way that reveals her excellence and role as a wife ( 7-8). 

1[347] cxpTiaKa'Tt'Tos "freshly dug"; not elsewhere attested. µtTW'TTwv 
"brow"; the "face" of the grave-marker is personified as wearing garlands 
( of people, cf. Anacreont. 18.6-7 crTE<pavous 66TE oTs iruKa~w I Tex µfrwira, 

Ach. Tat. 1.1.7). 

2[348] cpuUwv "leaves," probably of myrtle (cf. Eur. El. 324,512), from 
which funerary garlands were made. f1µ18aAiis: i.e. "half-wilted," and 
still recent; only here. aTicpavo1: for the garlands in funerary rites, cf. 
Io4n. 
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3-4[349-50] "Deciphering the writing, traveler, let's look at the stone 
to see whose smooth bones it says it covers," i.e. i6wµev Tivos Aeupcx ocnfo 

6 irfrpos <paTi irep1crTeMe1v. The complex, interlaced word order fore
grounds the process of discernment and interpretation required of the 
reader. 61aKpivavTES entails both "distinguishing" the writing from 
the garlands covering the grave and "deciphering" it, though the latter 
sense is not exactly paralleled elsewhere. The aorist participle denotes 
action simultaneous with the main verb (cf. Smyth §1872c2). Aiupa 
"smooth" (cf. 72on.), a variation of the conventional epithet of bones, 
AeuKcx ( e.g. Il. 16.34 7). n1p1a.iAAnv: in its ordinary sense "clothe" the 
verb picks up the commonplace idea of the earth cloaking the deceased 
( cf. 1270.) but transfers it to the stone. 

5-6[351-2] Aretemias summarizes her identifying information in a 
rapid, asyndetic series of clauses ( cf. CEG 707 )\vT1<p&v iraTr,p µ· e<pucrev, 

)\Teis ~v xwpa ircx [ T] pa I ovoµa )\,roM66wp [ os]), with enjambment between 
the verses. The syntactical simplicity of these clauses, the first two con
sisting of two words each, the second two of four words each, contrasts 
with the complexity of 3-4. Eucppovos: a speaking name ("Kind") 
reflecting the harmony of Aretemias' marriage. w6ivwv ouK aµopos: 
the litotes (cf. Pi. Nem. 6.14) is a "brave understatement" (Hopkinson) 
but also reflects Aretemias' pride in the social status she has attained by 
having children. 

7-8[353-4] As often in real epitaphs, the dead woman's principal con
cern is for her husband. 61aaa: sc. TeKva. To µiv Mnov av6pi: 

cf., e.g., CEG 576.3-4 & iro6' tm' w6ivwv crTov6evT1 KaTe<p61To ir6Tµw1 I 
op<pavov eµ µeycxpo1s ,rai6a A11TOUO'O 1TOO'E1. no611yov I YflPWS "as a foot-
guide for his old age"; for the genitive, cf. Lye. Alex. 385 AaµirTfipa .. . 
Tov iro6,iyeT,iv crK6Tov "a lamp, guide through the dark." av6pi .. . 

noa1os: of these words for "husband," the former reflects the physical 
and emotional component of marriage, the latter its legal status; the 
implication is that these two are in alignment (contrast Soph. Trach. 
550-1 TOUTO ouv <po~ouµ01 µ11 1T00'1S µev (HpaKAfis I eµos KaAfiTOl, TfiS 6e 
vewTepas avr,p). Hunter ( 1992) suggests that ir6cr1os might hint at the 
other meaning of ir6cr1s, "drink," and evoke the sympotic connotations 
of the wreaths mentioned in 1-2. µvaµoauvov: referring not to the 
preservation of the memory of the deceased, as is typical in epitaphs, 
but to Aretemias' recollection of her still-living husband. That the child 
will remind her of him suggests their resemblance and so implicitly 
demonstrates her fidelity. 
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NICIAS 

Nicias, of whom eight epigrams are preseIVed in the Anthology (a ninth, 
AP 1 1.398, is implausibly ascribed to him by PI), is almost certainly the phy
sician and poet addressed by Theocritus as an admired friend and a resi
dent of Miletus (xc1v, Idylls 11, 13, 28.6-7).~,·et.Theocr.11, p. 240 Wendel 
calls him an epigrammatist from Miletus and an associate of the physician 
Erasistratus. The epigrams share a number of connections to the works 
of Anyte (e.g. 357n.); these more probably reflect Nicias' engagement 
with Anyte's epigrams than the other way around (cf. Sens 2006; contra 
Bernsdorff 2001: 1 10--1 7). Three of his poems purport to be dedications. 
The rest treat aspects of nature and the rural landscape; the literary self
reflexivity of at least some undermine the case for their being inscriptional. 
Homeric language is frequently reworked, and even those poems that 
seem most traditional are linguistically creative (cf. Cairns 2016: 27g--80). 

LXXII. Nicias AP 6. I 2 7 ( 2 GP) 

A dedication of a weapon or armor in the temple of Artemis by a retired 
soldier. Epigrams recording a retiree 's dedication of the tools of his trade 
are very common in the Anthology and probably reflect an occasional real
life practice ( cf. Rouse 1902: 70--1). Here the object, which speaks in the 
first person, is never directly identified, but its feminine gender suggests 
that it is a shield ( acriris). The gender suits a resident in Artemis' temple, 
though there is also a contrast between the speaker's long experience in 
war and the songs of maidens to which it now listens. The essential infor
mation, including the names of the dedicator and the divine recipient, is 
reseIVed for the second couplet; in the first, the speaker seems to treat its 
location among choruses of maidens as a surprising event (cf. 46n.). 

1-2[355-6] "It turns out that I too, having escaped Ares' hateful conflict, 
was destined to listen to choruses of maidens." µeMov &pa acknowledges 
a reality that the speaker had not previously expected ( cf. Denniston 
36). For Kai, cf. I 70. CTTuyepcxv . . . "Ap11os: in Homer, Ares himself 
is crTuyep6s, cf. /l. 2.385, 18.209. noTE "eventually." iKnpoA1nouaa: 

cf. Od.8.515 KOlAOV Aoxov EKTipOAlTIOVTES. xopwv nap8eviwv: choruses of 
virgins played an important part in the cults of a number of divine figures, 
including Artemis. 

3[357] 1'pTiµ16os nepi vaov: the prepositional phrase suggests the 
movement of the chorus around the temple (cf. Call. h. 3.240 irepi ... 
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oopxfiaaVTo); Nicias probably borrows from Anyte AP 6.312.3 6eou irepl 
va6v, of children teaching a goat to give them rides in the temple precinct. 

4[358] AwKov ... yiipas: a tragic collocation (Soph. Ajax 624 Eur. HF 
g 1 o); cf. Simias 2 30 iroA1001 yfipat Krivou: i.e. Epixenos. yfipas 
iTnp1 t,1iAT1: an allusion to IL 4.313-15, where the damage done by old age 
(ai\Aa ae yf\pas Teipe1 6µofiov) explains why Nestor's limbs (yovva6') are no 
longer mobile. 

LXXIII. NiciasAP 6.270 (J GP) 

A thanksgiving dedication of Amphareta 's head coverings to Eileithyia; 
cf. XLIV introductory n. The first couplet names the deity, the dedicator, 
and the dedicated objects; the second provides an explanation of the gift 
An apparently Doric dialect patina is overlaid on diction that evokes or 
varies Homeric language; there is an allusion to a contextually relevant 
passage of the Iliad in which the mourning Andromache throws off her 
head coverings ( cf. 3-4n.). 

1[359] Kp;,6,..-va ... KaAv,npa: usually treated as synonyms by ancient 
critics (cf. Llewelyn:Jones 2003: 28-32) but here distinguished, with 
KaAulTTpa probably denoting the fine veil that covers the face and 'Kpfi6eµva 
a covering for the head, back., and shoulders. u6C1To1aaa KaAVTTTpa: 
the adjective suggests "flowing" as well as .. translucent"; at Theocr. 28.1 1, 
Nicias' wife is said to weave v6anva ~paKTl. The phrase varies the Homeric 
Atirapflv ... KaAVlTTPTlV (e.g. IL 22.406; c£ AR. 3.445, Od. 1.334 A11rapcx 
Kpfi6eµva), where the adjective (lit. "oily") has a similarly extended sense. 

2[360] Amphareta has placed her headdress and veil on the cult statue 
of Eileitl1yia. That some items of clothing dedicated in celebration of 
the birth of a child were used to clothe the cult statue is reflected in the 
inventory lists for Artemis' sanctuary at Brauron ( c£ Wise 2007: 2 2 1), and 
in Pausanias' claim (7.23.5-6) that the statue of Eileithyia was veiled at 
Aegium. nas ••. wip K1cpaAas: the placement of the possessive adjec
tive finds parallels in direct addresses to gods elsewhere in Hellenistic 
poetry (e.g. Asclep. *36.1 Sens= Pos. * 128.1 AB <JflV ... irap' i)16va, Call. 
fr. 18.g CJT)V ••• l<aT 0 aiCJlf.i{TlV, 260.36 TEOV iron ... 8uµov). KlfTcn Ufflp 
KccpaAas: an inversion of the Homeric formula aTii s· ap' \llTEP 1<ecpaAiis; u-rrtp 
KEq>aAcxs is in a traditional verse-position (cf. Mimn. fr. 5.6, lyrt. fr. 11.26). 
KEiTa1 is not simply equivalent to avaKEtTa1: the garments have been placed 
upon the statue's head. 
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3[361] ws ai ... iKaAiaaaTo "since it was to you that she appealed with a 
prayer." oi: dative; probably "(throw away) to her benefit" rather than 
narrowly with the preceding word ("grievous to her"). 

3-4[361-2] AEuyaAias ... Aoxiwv "the grievous doom of birth pangs," i.e. 
death in childbirth. Kf\pes with defining genitive is modeled on Homeric 
Kf\pes ... 8avcho10 (/l. 2.302, etc.). The tone of w6ivwv ... i\oxiwv, in which 
the adjective contributes little additional meaning, is elevated ( cf. Eur. 
Ion 452, Euph. fr. 11.11-12 Powell). an' ... TijAE ~aAEiv recalls Il. 
22.468 Tf\i\e 6' airo KpaTos J3ai\e 6foµaTa ["headdresses"] cnyai\6ena (of 
Andromache in grief), where ~ai\e was Aristarchus' reading for the vulgate 
xeev. With Kf\pas as object, the phrase varies expressions such as KaKcxs 6' 

airo Kf\pas &i\ai\Ke (Thgn. 1 3), KaKcxs airo Kf\pas aµOvm (Thgn. 767). 

POSIDIPPUS OF PELLA 

Posidippus of Pella is named as an epigrammatist ( Tw1 TTocre16i1r1rw1 Tw1 

emypaµµaT01ro1&1 TTei\i\aiw1) in an inscription from Thermon from 264 
or 263 BCE (JG 1x 2 .1 17.24) and is probably the man mentioned with 
a certain Asclepiades in a Delphic proxeny inscription from 276/275 
or 273/ 272 (FD 111 3.92). His epigrams celebrating the foundation of 
the Pharos lighthouse (late 280s) and the temple of Arsinoe-Aphrodite 
(before the death of Arsinoe in 270 or 268) suggest that he had achieved 
prominence in Alexandria by the late 270s. He remained active until at 
least 252 (cf. Thompson 2005: 278-9). 

The epigrams preserved in the Greek Anthology are mostly sympotic 
and erotic; a few are funerary or ecphrastic. Epigrams transmitted by 
other means, however, reveal a diversity masked by Meleager's selection. 
A papyrus now in Milan containing a collection of over a hundred of his 
epigrams, most previously unknown, provides precious information about 
the poet and his role in Alexandria. The epigrams are probably all by 
Posidippus: the only two known from other sources are by him, and indi
vidual epigrams are separated only by a line (paragraphos) without the 
authorial ascriptions found in some other multi-authored anthologies. 
Stylistic comparison between the epigrams preserved on the papyrus and 
those in the Anthology is of limited utility for the question of authorship: 
Meleager's selection probably offers only a partial picture of the poet's 
range (see below). 

The poems on the papyrus are organized by genre into groups, which 
are given titles. These include dedicatory (ava8T1µaT1Ka) and funerary 
poems, though the latter are subdivided among three sections ( emTuµ~1a, 

sepulchral epigrams; vauay1Ka, cenotaphic poems; Tp61ro1, "character" 
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epigrams, apparently illustrating different personality types). There are 
also other types, some poorly attested in the Anthology: descriptions of 
gemstones (A181Kcx); accounts of bird-omens ( oiwvocrKomKcx); ecphrastic 
epigrams on statues ( av6p1avToiro11Kcx); celebrations of equestrian victories 
(iirmKcx); and treatments of miraculous cures (iaµaT1Kcx). The collection, 
apparently copied within a few decades of the last datable epigram, shows 
signs of artful arrangement both within and among sections. It also partic
ipates in the construction and propagation of the image of the Ptolemaic 
court: a number of epigrams directly honor members of the family for 
their achievements, for the benefits they bestow as deified royalty on 
Greeks in Egypt, and for their patronage of the arts; others do so by 
implication. Some, including those on engraved gems and those on stat
ues, may be productively read as self-reflexive comments on Posidippus' 
poetic program ( cf. Introduction section 4e). 

Posidippus' sympotic and erotic epigrams share a number of links with 
epigrams by Asclepiades. For the most part, these reflect engagement 
by Posidippus with Asclepiades rather than the other way around, but 
assessment is complicated by uncertainties about the authorship of six 
epigrams, whose ascriptions name both poets as alternatives. Only one 
poem from the Milan papyrus clearly reworks a passage of Asclepiades 
(see 4 I 7-I9n.). 

Posidippus' epigrams are stylistically variable. His diction is some
times less straightforward and more highly ornamented than that of 
Asclepiades and Callimachus ( cf. Magnelli 2007: 1 70-1). The stylistic 
diversity of the Milan poems, which some scholars have found less pol
ished than those in the Anthology, casts light on Meleager's preferences 
and their influence on modern taste. The poems on the papyrus are on 
average longer than those selected by Meleager. Both groups have similar 
metrical qualities, sharing with most other epigrammatists a preference 
for dactyls, especially late in the hexameter, and a disregard for "Tiedke's 
Law" (Introduction section 4h [i]). Like Asclepiades, Posidippus allows 
some violations of other "Callimachean" metrical norms; these are slightly 
more frequent in the larger corpus of the Milan papyrus (cf. Magnelli 
2007: 181). Both parts of the corpus are notable for allowing a substantial 
amount of enjambment between distichs; cf. Fantuzzi 2002. 

LXXIV. Posidippus *I3I AB (AP 7.I70 = 2I GP) 

Three-year-old Archianax falls in to a well. The epigram is attributed 
to Posidippus in PI, but in P it is copied twice, once with an ascription 
to Posidippus and again with an ascription to Callimachus. It plays on 
the euphemistic language of epitaphs in order to manipulate readers' 
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sympathies. Its opening is constructed in such a way that readers share 
the mother's urgent desire to know whether she has saved his life (4), but 
the multivalent language of the final couplet avoids complete resolution: 
the reaction of the mother, who knows the answer, is omitted, and the 
language and the evocation of the Hylas story hint poignantly at an alter
native outcome in which the boy has not died (cf. Tueller 2016: 231-2). 
The final couplet would, however, suit a gravestone with a relief of mother 
and child. 

An epitaph from Notion on a boy who died under similar circumstances 
(SGO103/05/04) uses the epigram as a model; see Hunter 2019a. 

1 [363] nai(ovTa: a pathetic detail. 

2 [364] Ei6wAov . . . Kwcpov: i.e. his reflection; cf. Eur. Med. 1 162 &4'uxov 

e1Kc.v. inEcnraaaTo "drew (him) in." The regular use of the verb of sub
stances absorbing liquid is here reversed: the reflection in the water draws 
him in ( cf. Sens on Asclep. * 36.4 = Pos. * 1 28.4 AB). 

3[365] 61a~poxov "wet through." ijpnaaE: this verb more often refers 
to the sudden snatching of the deceased by death (e.g. I43). 

4[366] " ... looking to see if he had any bit of life left." 

5[367] Nuµcpas ... ouK i1-1iT1vEv: the slippage between the literal use of 
vuµq>m of the goddesses of springs and the metonymic meaning "water" 
(e.g. Nie. Ther. 623) makes the phrase ambiguous: it may mean either that 
the boy did not die in the well and defile the goddesses or that, because 
his mother pulled him out, his corpse did not corrupt the water. The ref
erence to nymphs in this context evokes the story of Hylas, pulled into the 
water by a spring-nymph or nymphs who had fallen in love with him (cf. 
A.R. 1. 122 1-39, Theocr. 13.43-54). o Vfl"TTIOS suggests not just youth 
but thoughtlessness. 

5-6[367-8] ini youvo1s I µaTpos "on his mother's lap"; cf. Il. 2 2 .500 
eiri youvacn iraTp6s, of Astyanax, and especially Theocr. 13.53 Nuµq>m 
µev crq>eTepo1s e,ri youvacr1 Koupov exo1cr01, of Hylas. youvo1s is an otherwise 
unattested variant of youvacr1, generated by back-formation from genitive 
youvc.vv, common at line end in Homer ( e.g. Il. 1.407). Tov ~a8uv unvov: 

~a6us is common of real sleep (e.g. Arist. Prob. 876a24-5) but not else
where used of the sleep of death. The definite article and the expectations 
generated by genre suggest that the phrase refers to death, though T6v 
could point to "the kind of sleep that is appropriate to a three-year-old" 
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(Tueller 2016: 232). 

m 4· 

ixn responds to the verb of the indirect question 

LXXV. Posidippus I02 AB 

An epitaph for a laconic Cretan; cf. Call. LII, to which it seems related. 
The poem appears in the section of the Milan papyrus labeled Tp61ro1, 
a group of funerary epigrams that seem to illustrate different character 
types. The speaker is initially presented as a simple misanthrope like 
Timon (LVIII) or Hipponax (xxvn1); only in the final line does he reveal 
that his taciturnity reflects the discretion of a man buried away from his 
homeland. The poem's dialect is an important part of its characterization. 
Two forms, 11cxcraT ( e) and Cl>1i\cxpxc.u, show phonology characteristic of the 
subset of "more severe" Doric dialects ( cf. Introduction section 4g), of 
which Cretan was one; the forms thus fit the ethnic identity of the speaker. 
There are also Ionic forms, conceivably suggesting a foreigner's attempt 
to avoid exposing his status; cf. Sens 2004. 

1-2[369-70] The speaker wonders why the passerby has done exactly 
what epitaphs conventionally request; e.g. CEG 28 &v6pc.uire, o<s> crTeixe1s 
Ka6' 666v cppacriv cxi\<i\>a µevoiv&v I crTfi61 Kai oiKTtpov. The series of questions 
resembles the Homeric Tis ir66ev eis av6p&v; ( e.g. Od. 1. 1 70) and tragic 
queries such as Eur. Ion 257-8 Tis 6' ei; ir66ev yfis r,i\6es; EK iroias ircxTpas I 
TIE<pUKas; Cf. GVI 1904. 15- 16 T}V 6. epe111, ,rapo6ei'Ta, TiS Tl Tivos, iiv 86e KEU6El I 
Tvµr,os. iO'T11TE "did you stop?" ou1< .•. iaunv: irritation about the 
interruption of figurative "sleep" is a topos in epitaphs for misanthropes; 
cf. 4 50n. ,;aaaT': aorist of ecxc.u. 

3 [3 71] napa afiµa: cf. 2 7 5, Pos. 61. 1 AB icrxe ir66as irapcx crfiµa. 

4[372] 0A1yopp,;µwv "taciturn"; only here. ws av ini ~Evi'ls "as ( one 
would be) in a foreign land"; cf. Pos. 94.2-3 AB eireiy6µevos I ws &v eiri 
~eiv11s Kai 66om6pos, Smyth § 1 766a. Taciturnity is prudent for foreigners: 
cf. Apostol. 12.21d "it is better for a stranger to stay silent (myav) than to 
cry out." 

LXXVI. Posidippus Ioo AB 

Zeno regains his long-lost sight shortly before dying. The poem appears 
among the iaµaT1Kcx, describing miraculous cures, but unlike others from 
the section, makes no reference to the agency of a god and hints only 
obliquely at incubation, in which a patient seeking a cure spent the night 



174 COMMENTARY: LXXVI-LXXVII, 373-6 

in a temple, usually of Asclepius (cf. Renberg 2016). The epigram evokes 
the language and themes of funerary epigram, and plays upon the inter
section of three closely related phenomena - sleep ( 1 n.), death, and 
blindness: Zeno, on the verge of falling into the permanent sleep of death, 
has his sight restored, but his subsequent death ends his living sight and 
allows him to "see" Hades, the Unseen. Readers' initial expectations are 
thus temporarily disappointed: after the specification of Zeno's age, they 
will naturally expect information about a death, which is deferred by the 
surprising news of briefly restored vision ( cf. 3n.). 

1 [373] tiviK' i6n: the nature of the compulsion on Zeno is not initially 
clear; that his destined sleep is death is revealed later. Tov ;;auxov 
u,rvov iaunv: the sleep of death, but also in context initially suggesting the 
practice of incubation, which could be used to treat blindness; e.g. JG IV 2 .1 
121.33-41, Ar. Wealth 400-14. ficruxos is not elsewhere found in euphe
misms for death, but is unsurprising of sleep (e.g. Anacr. PMG 431.2). 

2[374] TTEI.ITTTov i,r' dKoaTw1 ... 8ipn "for twenty-five years"; for 6epos in 
this sense, cf. JNIBGR 39.4. 

3 [3 7 5] oy6wKovTah11s: cf. J 9-4 on. Zeno lived to extreme old age. uy111s 
yivET.: the phrase occurs regularly in cure inscriptions from Epidaurus 
( e.g. JG IV 2

• 1 121.4 7-8, 122. 18-19, 1 24. 7) and in the Hippocratic corpus. 

3-4[375-6] ,;iA1ov . . . ~Ai\flas: if the lacuna in 4 is correctly supple
mented, the phrase is richly resonant. 6is means that Zeno sees the sun 
only twice - i.e. two days - more, but it is also appropriate to a man who 
had vision in two periods of his life. The language plays on the common 
metaphorical use of fii\1ov ~i\ene1v to mean "live" ( e.g. Eur. Med. 1327, 
Men. fr. 599.1). TOV ~apuv ... :4i611v picks up I TOV ficruxov UTIVOV. 
~opus, used of "grim" Hades in some slightly later funerary epigrams ( e.g. 
SGO o 5/ o 1 / 40. 1 , 08 / 06 / 1 1. 3), is very common of Ii teral sleep and of 
the metaphorical sleep of death (e.g. Theocr. 22.204). Ei6' :4i611v: an 
oxymoron playing on the folk etymology of Hades as the "Unseen" ( cn617s). 

LXXVIJ. Posidippus J J AB 

Aristoxenus dies in battle after dreaming he will marry Athena. The poem, 
found in the section of the Milan papyrus containing omen-epigrams 
( oiwvocrKomKcx}, incorporates epitaphic elements into a narrative about 
the grandiose and self-destructive misinterpretation of a prophetic sign. 
Aristoxenus takes his dream literally, and his delusion leads him to die 
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fighting an entire enemy phalanx and to contend with the gods. The epi
gram plays with the conventional representation of death as sleep, with 
the literal and figurative senses of divine names, and with the topos of the 
marriage to death. 

The poem is divided into two movements marked by 1 tvwvtov and 5 
aVEypoµevos. Each couplet covers a different aspect of the story: the first 
summarizes the dream and Aristoxenus' reaction; the second recounts 
the dream; the third his waking response; the fourth its consequences. 

1-2[377-8] .,,t~ov ... .,ryaA<A>v: Aristoxenus' foolishly ambitious response 
to a dream "greater than his station," i.e. promising greater things than 
he had a right to expect, evokes and violates Pittacus' sage advice that it 
is better to marry at one's own level; cf. [Aesch.] Prom. 887-go aocpos flV os 
rrp6'>TOS .•. 6tE1JU60AOyTlO"EV I ~s TO KT)6euaat Ka6' tauToV aptO"TEUEI 1JaKp6'>, with 
I ad loc.; at Call. Epigr. 1, a man wondering whether to marry a woman 
rrAouTc.>t Ka\ yevei;t l<aT 1 t1JE or one who has surpassed him ( rrpo~E~T)Ke) is 
advised to stay in his lane (TT\v KaTa aauTov iAa). ·c.,pKcis: i.e. o )\pv..as 
(so written in the papyrus). Arcadians commonly served as mercenaries 
in the Hellenistic period. They were an ancient people ( cf. the Delphic 
oracle ap. Hdt 1.66.2, AR. 4.263-5 with Hunter's note) whom some con
sidered unsophisticated ( Philostr. VA 8. 7 .12; cf. Dover on Ar. Clouds 398); 
the ethnic designation may thus have a mocking point a pan from its suit
ability to a warrior; cf. Dickie 1996: 332-3. ,-uyaA<A>v ... wpiyno "he 
aspired to greatness" (e.g. Plut. Aldh. 14.8, D.S. 18.60.1). 

3[379] 1'8iiv11s ya.,l3pos: an impossible status (cf. HHAplir. 7-8), to which 
it is hybristic to aspire. Anemidorus ( 1.80) observes that dreaming of 
intercourse with Athena, Anemis, or Hestia always portends death. iv 
A1os oiK<A>1: of Ptolemy's posthumous assumption to Olympus at Theocr. 
1 7 .1 7-18 l<ai o\ xpvaeos 6p6vos tv tubs oiKCA>I I 6e61JT)Tat. 

4[380] ,u6uv ... Tl'CCVVUXOS varies the Homeric eo6ov rravvvx101/rravvvx1ov 
eu6e1v (e.g. IL 2.2, 24, 61). The phrase may suggest an extended night 
of sexual activity (Thgn. 1063), but here ultimately predicts the eternal 
sleep of death ( cf. 2 61-2n.). XPVadCA>1 . . . iv 6aAa.,CA>1 recalls Mimn. fr. 
11a.2 xpucrec.>1 KE(aTat tv 6cxMi.:c.>1; cf. Asclep. *36.2 Sens= Pos. *126.2 AB 
Kuirpt6os XPUO"ECA>V tpx61,1evo1 6aM1,1c.>v. 

5[381] flPl 6' av,ypo.,11,1os: cf. A.R. 2.1228 flPI 6' aveypo1,1evo1a1v EVl<PaTIS 
aev ovpos, on the morning after Peleus has reminded the Argonauts of 
their martial prowess (c[ 1222). &i;1wv ••• cpaAayy1: Aristoxenus 
imagines that with the support of his divine patron he will, like an epic 
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hero ( e.g., Il. 13.145-54), be able to handle an entire enemy battle-line 
alone. "TTpoaiµ1ayi "he tried to engage with." 

6[382] Probably "believing that he had the spirit of Athena in his 
breast" rather than "inasmuch as he had ... ," but playing on the idea 
that gods can endow a warrior with 6uµ6s in order to destroy him; cf. 
Il. 16.689-90, of the foolish (686 vrpnos) Patroclus deluded by Zeus, 
"who easily takes away victory, whenever he himself rouses a warrior 
to fight; it was he who then sent spirit into Patroclus' breast (6uµov evi 
cn,;eecrcnv avf\KEV)." iv cpptvi &uµov ixwv: cf. Hes. Th. 2 39 EupuJ3h1v 
T0 a6cxµavTOS evi cppecri 6uµov exoucrav. Early epic uses the plural cppecri in 
similar expressions. 

7[383] Tov ... ipiaavTa: to imagine oneself worthy of a marriage not 
even a real god could attain was a provocative act ( cf. Theopomp. FGrH 
115 F 31, Rhianus fr. 1. 14 µvcxTat 6' eu1n1xuv J\6Tiv11v, of a man who errs by 
contending with the gods). µiAas ... "Ap11s "grim Ares"; cf. I I-I 2n. 
The phrase is not a banal personification of war ( cf. Aesch. Ag. 1511) but 
makes concrete the image in 6eois epicraVTa. KaTtKoiµ1aiv: here meta
phorical, mirroring the literal sleep with which Aristoxenus' misfortune 
began. 

8[384] The evocation of 3 by sound and sense (w1xETo - w1ET·, 4'Eu6ris 
vuµcpios - J\6Tiv11s yaµJ3p6s, eis J\"t6ec.v - 3 ,07'.uµiriou ev Ll1os oiKc.v1) underscores 
the irony: instead of rising to the home of Zeus on Olympus and marrying 
Athena, Aristoxenus descends to the underworld home of Hades, where 
he will experience a different sort of sleep. 'f'EU6fls vuµcpios "a false 
groom," in that he "marries" only in the euphemistic metaphorical lan
guage of death; young men are sometimes said to experience marriage 
in Hades, though less often than girls are. The phrase serves the same 
function as do paradoxical collocations in which a noun is modified by a 
cognate alpha-privativized adjective; e.g. Eur. Hee. 61 2 vuµcp11v T0 &vuµcpov 
,rap6evov T

0 

a,rcxp6evov, Soph. El. 1 154 µflTTlP aµ,;Tc.vp. 

LXXVIII. Posidippus I I 6 AB ( I 2 GP= P.Louvre 7 I 7 2 [P.Firmin-Didot]) 

On the foundation of the temple of Arsinoe-Aphrodite by Callicrates, 
admiral of the Ptolemaic navy. The epigram appears in a fragment of a 
multi-genre, early second-century anthology of texts from the Serapeum 
at Memphis; it is there juxtaposed with another epigram of Posidippus 
( 115) celebrating the construction of the Pharos lighthouse by another 
Alexandrian official, Sostratus of Cnidus. Both emphasize the benefits 
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and security that the Ptolemaic building program provides to vulnera
ble Greeks, and show that "Egypt is not a barbarian land" or "a mere 
Macedonian possession; it is a civilized, cultured, and celebrated place, 
peopled by Ptolemaic Greeks" (Obbink 2004: 22, 2005: 106). 

The founder of the temple, Callicrates of Samos, son of Boiscus, was 
commander of the Ptolemaic navy from the 270s to the 250s, and the 
first priest of the cult of Alexander and the Savior Gods, inaugurated in 
Alexandria in 272/ 271. He also dedicated a temple of Isis and Anubis at 
Canopus. Two other epigrams by Posidippus commemorate his dedica
tion of the temple at Zephyrium by addressing an audience of prospective 
worshippers (39, 119) who will benefit from the "fair sailing" provided 
by the goddess; cf. Introduction section 3. All three epigrams enact the 
creation of the cult and provide instructions for worshipping Arsinoe ( cf. 
Ambiihl 2007: 280--2). This one opens by specifying the temple's location 
in a way that suggests its centrality in the new coastal landscape. Thereafter 
it gives the titles by which the occupant will be called, in the process per
forming the act of naming that it recounts ( wv6µacrev ... aKoucroµevriv): a 
general reference to the windiness of the locale ( aveµc1>6ea) is followed by 
a more specific identification of the prevailing breeze as Zephyr, and by 
the revelation that Arsinoe-Aphrodite will henceforth be known by a cult 
title derived from it. Finally, it identifies the groups who should come to 
worship there and who will benefit from the new goddess's patronage. 

That Arsinoe is addressed as queen as well as identified with Aphrodite 
suggests that this epigram was composed before her death in 270 or 268. 

1-4[385-8] These lines locate the temple at the midpoint between two 
of the best-known and most important landmarks of the Egyptian coast, 
the famous island of Pharos, a place of shelter for ships already in Homer 
( Od. 4.358-9), and the westernmost mouth of the Nile at Canopus, 
which also served as a port. It thus has a central place among other har-
bors; cf. 1 on. <l>api11s aKTiiS "the coast of Pharos"; Pharos is low-lying 
(115.3-4 AB). Kavw"TTou: perhaps more likely a noun than an other-
wise unattested adjective. iv 'TTEp1cpa1voµivw1 KuµaT1 xwpov: i.e. from 
its position on the promontory, the temple appears to be surrounded by 
water. The expression plays on HHAphr. 1 oo, where Anchises promises 
the disguised Aphrodite that he will construct an altar for her ev crKomfi1, 
1TEp1cp01voµevc.u1 evi xwpc.u1: Callicrates actually does so. 'TTOAuppT)VOU 

A1~u11s: here, as often, Libya is a synecdoche for the north coast of 
Africa (e.g. Hdt. 1.46.2, Call. fr. 228.51). Its richness in sheep was well 
known (e.g. Od. 4.85-6). The thematic form of the adjective is a rar
ity (only at Od. 11.257 in the Homeric poems, which otherwise have 
iroi\uppflv). x11A,;v: here a strip of land creating a breakwater (LSJ 11 2); 
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the island of Pharos is so called at Pos. 1 15.4, but there may be special 
point in the use of the word (literally "hoof') in proximity to a reference 
to sheep. >ITaAov (icpupov: Italy, source of the westerly Zephyr, is rep
resented as the western boundary of the world. The wind (associated with 
Boreas at Il. 9.5) is here represented as blowing from the northwest. 

5-6[389-90] ~aa1Maa11s I ... ~pa1vo11s Ku"TTp16os: cf. LX introductory n. 
The benefits to be provided by divine Arsinoe are concretely connected 
to the policies of the royal court. ZtcpupiT1v aKouaoµiv11v "who will be 
called by the cult-title Zephyritis," a vital piece of information for the pro
spective worshippers named in the following verses. 

7-9[391-3] Arsinoe-Aphrodite's patronage of young Greek girls and sail
ors reflects her dual role as patron of marriage and protectress of those 
at sea. Though sailors were notorious for frequenting prostitutes in ports, 
they are here united with pure girls by the goddess's protection. ayvai 

... 8uyaTipts: i.e. unmarried girls. Sacred laws at the entrances of sanctu
aries often prescribe that those who enter must be pure in specific ways 
(e.g. by abstaining from sex); cf. Robertson 2013. The language is per
haps mimetic of ritual; cf. 3 3 6, Call. h. 2 .8 01 6e VEOl µ0A1TT}V TE Kai ES xopov 

evTvvacr6e. aAos . . . av6pts: an inclusive description covering fisher
men, merchants, and members of the Ptolemaic navy. o ... vauapxos: 

Callicrates' professional responsibility for the fleet, emphasized also at 
39.4 and 119.4 AB, gives him a vested interest in providing safety for 
those at sea. 

10[394] "TTavTos KUf.laTos uiMµtvov "as shelter from every wave." The shel
ter provided by the temple from waves of every sort (including both literal 
ones and those on the metaphorical journey over the sea of love toward 
successful marriage) links it to the physical harbors of 1-2. 

LXXIX. Posidippus 3 6 AB 

Dedication of a linen object to Arsinoe; cf. xuv introductory n. The 
poem illustrates the proper interpretation of and response to a divine 
sign (Ambiihl 2007: 283); as the first of the cxva6f\µaT1Kcx, it establishes a 
thematic bridge to the immediately preceding group of omen-epigrams 
( oiwvocrKomKcx); contrast LXXVII. 

Arsinoe appears to Hegeso in a dream-epiphany as a warrior fresh from 
fighting but still feminine and appealing. She is simultaneously cast as a 
participant in Ptolemaic foreign policy and as a patron of an individual 
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Macedonian girl; the specification ofHegeso's virginity perhaps implies an 
interest in marriage ( cf. Bing 2009: 246-7). The geographic and ethnic 
details of the poem suggest an integrated, cosmopolitan world in which 
an object made from an indigenous Egyptian material in the Greek city of 
Naucratis is brought to Arsinoe's temple by a Macedonian girl (Stephens 
2005: 236-7). 

The gift, apparently a strip of white linen, resembles a Macedonian 
royal diadem, and on the Pithom Stele, a hieroglyphic inscription of the 
deeds of Ptolemy 11, Arsinoe is described as "wearer of the white crown" 
in the entry for Year 12 of Ptolemy's reign (274/273). The precise ideo
logical and historical significance of the object here is not wholly clear, 
however; cf. Stephens 2005: 236-40. 

The poem is structured in ring composition, in three movements. The 
first and final couplet together ( 1 cro1 - 7 cro1, 2 ~ucrcr1vov ... ~peyµ' - 7 
i\eu<x>eavov Kav6v1crµa, 2 cxyKe1T01 - 8 6f}Ke) identify the donor, the recipi
ent, and the dedicated object; the two central couplets narrate the back
ground. Each section is marked by a second-person pronoun ref erring to 
Arsinoe ( 1, 3, 7). The first three couplets each contain a direct address to 
the goddess (~pcr1v6ri ... cpii\ri ... (J)1i\cx6ei\cpe). 

The gift is described in unfamiliar, abstract diction, and the tone of the 
poem as a whole is elevated. 

I [395] 6ux CTToM6wv "through its folds." aveµoua6a1 "for blowing 
through" ( epexegetic), an oblique reference to the breezes associated 
with Arsinoe-Aphrodite's temple at Zephyrium (cf. 385-Bn.). 

2[396] ~uaa1vov ... ~piyµ~: apparently a straight (cf. 7n.) linen object, 
perhaps a head scarf, an otherwise unparalleled sense of ~peyµa (ordinar
ily "front of the head"). There may also be a hint at a (false) derivation 
from ~pexc.u, "wet," in reference to the fluidity of the object (cf. 359n.) 
or to the fact that it will be used to wipe away the goddess's sweat (3n.). 
Linen was commercially grown in Egypt for trade on the international 
market. a"TTo NauKpch1os: Naucratis was a Greek city and center of 
commercial activity about 70 miles south of Alexandria on the Canopic 
branch of the Nile. 

3[397] yAuKuv i6pw: Arsinoe continues to smell sweet after battle; cf. the 
athletic, feminine Athena at Call. h. 5.23-8. 

4[398] chpT'lpwv: the adjective was originally associated with slaves, and 
its use of divine labors is bold; it was variously understood as meaning 
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"quick," "manly," "active," "effective," "trusty," and "fearful" (Hsch. o 1515, 
:r Od. 1.109). Trauaaµiv11 Kaµchwv: the phrase appears in the same 
verse-position in Leon. AP6.289.8, of women dedicating their equipment 
on retirement from wool-working; Posidippus instead applies it to the 
divine recipient. 

5-6[399-400] identify Arsinoe's toils as military. Her epiphany in arms 
suggests an active role in Ptolemaic military and foreign policy ( cf. JG 
n 3 • 1 91 2); the idea is reinforced by <D1i\cx6ei\cpe. Her participation in war
fare locates her among a series of Macedonian queens ( e.g. Olympias, 
Eurydice, and Cynane) who fought in battle. Aphrodite, with whom the 
deified Arsinoe was identified at Zephyrium, was sometimes depicted 
in arms, and Athena was regularly so represented. ws iq,av11<s>: i.e. 
sweating from exertion. Cl>1Aa6EAq>E: the title was probably used even 
before Arsinoe's death, when Ptolemy II formally established a cult of 
Arsinoe Philadelphus (cf. Fraser 1972: 1.217 with n.367). 6oupaTos 
aix1-111v varies the Homeric 6oupos I aixµii (/l. 6.3 19-20) and is here a syn
ecdoche for the en tire spear. 

7[401] AEu<x>iavov "white-woven," a hapax formed like oifovos (A.R. 
3.646) and eufovos (Mosch. 4.75). Kavov1aµa: literally "product of 
using a ruler," a rare word ( elsewhere only in Phanias AP 6.295.3), here 
referring to a straight piece of cloth and perhaps suggesting the skill with 
which it was produced. 

8[402] Trap6ivos: cf. 39I-3n. MaKi[TT'I: the dedicator's ethnic back
ground, emphasized by its final position, contributes to the implicit 
appeal for the Macedonian Arsinoe 's favor; cf. 4 04n. and, for similar rhet
onc, 29I-2n. 

LXXX. Posidippus 8 7 AB 

On an Olympic chariot victory by Berenice I. This and the following 
epigram, appearing in succession at the end of the hnnKcx, are linked by 
theme. Both evoke a famous inscription ( CEG 820 = AP 13.16) by Cynisca, 
daughter of Archidamas 11, sister of Agesilaus 11, and victor at Olympia 
in 396 and again in 392. That poem accompanied a statue group repre
senting Cynisca, her charioteer, and her team (Paus. 5.12.5, 6.1.6), and 
celebrated her status as the first woman to win the event: "My forebears 
and brothers were kings of Sparta, but I, Cynisca, winning with a char
iot of swift-footed horses, set up this image, and I assert that I am the 
only woman in all Greece to have taken this crown." Posidippus' epigram 
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explicitly treats Berenice as eclipsing the glory of her Spartan predeces
sor. As one of the few Greek states led by a hereditary dyarchy, Sparta 
was a model from the old Greek world for Macedonian kingship ( cf. Pi. 
Pyth. 1.62-6, on the foundation at Aetna). Much as in the archaic period 
Alexander I claimed Argive origins for the Argead line in order to jus
tify his participation in the Olympic Games (Hdt. 5.22.1-2), the linkage 
between Berenice and the Spartan princess implies continuity between 
the old and new worlds and marks the legitimacy of Ptolemaic rule. That 
Cynisca received heroic honors after her death makes her a fitting ante
cedent and model for Berenice, who was posthumously deified in 268 (cf. 
Fantuzzi 2005: 253-68). 

The Doric dialect typical of the hnnKa which celebrate victories at 
Olympia matches the local dialect of the place, but also contributes to 
the broader affiliation between the Spartan Cynisca and the Macedonian 
Berenice; cf. Introduction section 4g, Sens 2004, Hunter in Fantuzzi
Hunter 2004: 375-7. 

1[403] 'TT[wA01] i8' ... iouaa1: i.e. before they were depicted as statues, 
with the underlying ecphrastic point that the chariot-team itself has been 
transformed in to art. 

2[404] TT[1]aci[T]a1: residents of Pisa, the area that included 
Olympia. Ma1<has: the proud focus placed on the Macedonian ori
gins of the royal family here ( cf. 78.14 AB) locates the Ptolemaic victories 
in a line of successful Olympic competitions by earlier Macedonian kings, 
and so suggests the legitimacy of the family as successors to Alexander 
the Great and his ancestors; cf. Fantuzzi 2005: 251-2. ayayoµ[E]S 
aTtcpavov "we brought the crown." 

3[405] ['TTo ]Au8puA11Tov "much chattered about." 0pui\ew, from which the 
adjective is formed, connotes babbling, confused speech; the compound 
is somewhat derisive. -T}Tov, initially written by the scribe and then mistak
enly altered to hyper-Doric -aTov, is the correct Doric form for an adjective 
formed from a verb in -ew. 

4[406] xpov1ov "longstanding." 1<u6os acpnAoµE8a: i.e. by nullifying 
Cynisca's claim to be the only female Olympian victor. There is an allusion 
to Il. 2 2. 1 8 µeya K06os c«peii\eo, spoken by Achilles to Apollo, who has just 
pointed out the difference between his divinity and Achilles' mortality: 
the phrase corresponds to and caps i\a~eiv cnecpavov at the conclusion of 
Cynisca's epigram ( CEG 820.4), and suggests Berenice's superior status. 
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LXXXI. Posidippus 8 8 AB 

On Olympic victories won by Berenice I, Ptolemy I Soter, and their son, 
Ptolemy II Philadelphus; cf. LXXX introductory n. In addition to engaging 
with the Cynisca epigram, the poem draws on the encomiastic, and more 
specifically epinician, trope that excellence runs in families. The speaker 
is not the victorious queen but her son, and whereas Cynisca had defined 
herself in relation to the male members of her family, Ptolemy focuses on 
the apET17 of both sides of his family, culminating in his mother's victory, 
which implicitly benefits her son. 

1-2(407-8] "My parents and I are the only three dynasts to win 
Olympian victories with our chariots." Emphasis on uniqueness and pri
ority ( -rrp&To [ 1] . . . Kai µ6vo1) is an encomiastic convention ( cf. Arist. 
fr. 673). The Ptolemaic boast is broader than Cynisca's ( CEG 820.3-4 
µ6vav 6' eµe cpaµ1 yuvmKWV ... i\a~eiv cnecpavov). ~aa1Ai;is ... Kai yovhs 

Kai iyw recalls CEG 820.1 ~acni\f\es eµoi -rraTepes Kai a6ei\cpoi but converts 
Cynisca's reference to her royal line into an assertion of familial athletic 
arete. 

3-4[409-10] "I, by Berenice the son of Ptolemy, sharing his name, 
Eordaean offspring, am one of them, and two are my parents." The lines 
explain, in chiastic order, 2 Kai yovees Kai eyw, with variation of prosody 
(yovets, yovees). oµwvuµos reinforces the picture of continuity and 
resemblance. l1Eop6aia: an area of central Macedon, birthplace of 
Ptolemy I, which Ptolemy II, though in reality born on Cos, claims as his 
own. 

5-6[411-12] These lines function as a priamel in which the great glory 
of father and son serves as foil for the superior achievement of the 
mother. npos ... KAios "I add my renown to the great renown of my 
father," a heroic ideal; cf. Il. 6.446 apvuµevos 1TaTp6s TE µeya KAEOS ..;s· eµov 
auTou. ii'Ai . . . cxpµaT1 picks up the language of Cynisca's boast in 
CEG 820.3-4 µ6vav 6' eµe cpaµ1 yuvmKWV [ cf. yuvcx] I 'Ei\i\cx6os EK ,rcxcras T6v6e 
i\a~eiv crTecpavov. TOUTO µiya: the terse ending ( cf. Call. Epigr. 6.4) 
avoids claims to uniqueness or priority; despite Cynisca's earlier victory, 
Berenice's victory is a major accomplishment. 

LXXXII. Posidippus 6 3 AB 

On a statue of Philitas ( cf. pp. 121-2) by Hecataeus. The poem is the 
second epigram in the thematically unified av6p1avTo-rro11Kcx, of which 
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the lacunose first epigram opens by instructing readers to "imitate these 
works" (62.1 µ1µT}cracr6e Ta6' epya}, a phrase that may be taken to refer 
both to the statues treated in the subsequent poems and the epigrams 
describing them. The section plays on the analogy between statues and 
the epigrams in which they are described, and implies that both share 
similar aesthetic qualities (cf. Gutzwiller 2002a, Sens 2005: 209-16), 
including novelty, precision, refinement, and a tension between grandeur 
and sublimity on the one hand and AETITOTflS on the other (Prioux 2007: 
109-11; cf. Porter 2011 ). 

This epigram develops the analogy. Hecataeus and Philitas are described 
in similar terms, the former as precise in the finest details and committed 
to capturing Philitas' true appearance, the latter as "having the greatest 
care" (5 aKpoµep1µvov), a reference to Philitas' notorious poetic perfec
tionism (cf. adesp. FGE 134); the juxtaposition of the adjective with a 
reference to Hecataeus' artistry (5 oi\T}1 ... TEXVfll) links the activities of 
sculptor and poet. At Theocr. 7.39-48, Simichidas adduces Philitas as a 
model of the literary skill to which he aspires, and he claims to despise 
those who seek to produce grand structures or compete against Homer; 
the implication is that good poets, including Philitas, do not do so. In 
this respect Hecataeus, who represents his subject as he is without add
ing girth or height, resembles Philitas, who was associated with thinness 
through the refinement of his poetry (i\e1rTOTflS, for which cf. 3 2 3-5n.) 
and consequently sometimes represented as physically slender. The epi
gram thus asserts both a sculptural and a poetic program: both Hecataeus 
and Philitas were similarly refined, and so by implication is Posidippus' 
account of their work. 

Hermesianax (fr. 7.75-8) mentions a statue of Philitas dedicated by the 
Coans. Whether this epigram refers to the same statue is not clear, but it 
seems likely that Posidippus has Hermesianax' account in mind ( 1 n.); cf. 
Prioux 2007, Hardie 1997. 

1-2(413-14] "Hecataeus precisely formed this bronze to be identical to 
Philitas in every respect, down to the last detail." KaTcx mxve· (EKaTaios prob
ably looks to Hermes. fr. 7. 77 ,repi ,ravTa <D1i\hav at line end; the allusion 
helps assimilate the artist Hecataeus to his subject ( cf. above). For the 
critical language, cf. D.H. Dem. 13, oi\os ecrTiv aKpl~flS Kai i\e1rTos Kai Tov 
J\ucr1aKOV xapaKTfipa EKµeµaKTOl eis ovuxa. a]Kpl~T)S refers to the artist's 
precision in representing specific details (Pollitt 1974: 123) and is a mark 
of his refinement and skill ( cf. Arist. Nie. Eth. 1 141 a9-1 1). aKpous ... 

ds ovuxas "to the tips of his toenails," i.e. "from head to toe": Hecataeus 
pays attention to the smallest detail. An obscure aphorism attributed to 
Polyclitus observes that the job is hardest "for those for whom clay reaches 
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the nail" (Plut. Mor. 86a XOAElTWTOTOV TO epyov OlS &v eis ovuxa 6 lTT)AOS 

cxq,iKT)Tm; cf. Mor. 636c); cf. Prioux 2007: 34-42. 

3[415] 1<ai •.u]yi8n 1<a[i aa]p1<i "in height and body type"; cf. I77-8n. 
Here the two nouns correspond to the features implied by the adjectives 
in the phrase µei~ova Kai ,racrcrova in passages where Athena beautifies 
Odysseus (e.g. Od. 6.230): by contrast, Hecataeus makes no improve
ments to Philitas' form (cf. 4n.) by augmenting his famously frail frame 
(Hermes. fr. 7.77-8, Ael. VH 9.14; cf. Cameron 1991, Bing 2009: 14-15). 
The final epigram of the cxv6p1avT01ro11Ka ( 70 AB) seems to oppose the 
"fleshy" (crapK1va) works of Polyclitus to Lysippus' sculptures, treated in 
the opening poem as the epitome of modern style. 61w~as: i.e. "hav
ing sought to capture"; cf. Pi. Isthm. 3/ 4.21 uµETepas cxpETCXS uµvw1 6twKE1V 
(where the usage derives from the image of the chariot of song). 

4[416] cxq, ,;pwwv ... i6i11s: Hecataeus' unwillingness to apply idealized, 
heroic qualities to his subject suits Hellenistic poets' broader interest in 
humble individuals and their occasional treatment of traditional heroes 
in less than heroic terms. 

5[417] Tov cx1<poµip1µvov "the most careful man"; cf. Dion. Cyz. AP7.78.3 
aKpa µep1µv,icras, of Eratosthenes. The adjective, a hapax, picks up by sound 
and meaning the language of 2 ( ex] Kp1f?>11s cxKpous) and suggests exacting 
artistic toil and precision similar to that of Hecataeus. 

5-7[417-19] 0A[111 1<]aTtµa~aTo ... io11<tv: a reworking of Asclepiades' 
description of Lysippus' statue of Alexander at 47-9, where a similar 
phrase occupies the same relative positions, also shortly followed by 
xai\Keos. In that poem, Alexander transcends the limits of humanity and 
challenges Zeus; here the subject is explicitly human, in contrast with the 
deified Ptolemy of 9-1 o. ,rp ]ia~uv: Hellenistic poets regularly repre
sent earlier authors as old men to suggest their priority in the tradition as 
well as their antiquity and prestige (cf. 8 6 yepwv, 50I, Leon. APL 306. 1, 
307.1, Call. fr. 75.76, Hunter 2001: 250). The representation of older, 
non-idealized subjects was also common in Hellenistic art. cxA118d11s 
op6ov [ixwv] 1<avova "having the straight yardstick of truth." Posidippus 
defines the standard for artistic creation as the accurate, unadorned rep
resentation of physical appearance (Gutzwiller 2002a: 4 7-8). The phrase 
is probably borrowed from Timo of Phlius SH 842.2, who highlights 
the subjectivity of his view (cf. 1 ws µ01 KaTaq,aivETm eivm) while insisting 
on its truthfulness ( cf. Prioux 2007: 45-6). Kav6va reframes the proper 
standard for the creation of sculpture in the "Canon" of Polyclitus, where 
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the artist proposed a set of ideal, numerical proportions. The nature of 
"truth" in art was the subject of considerable controversy (Pollitt 1974: 
125-38, Stewart 2005). That art can produce and distort truth is as applic
able to literature as it is to statuary; cf. Hes. Th. 2 2-34, Theocr. 7 .44 ircxv 
eir' ai\a6ei01 ireiri\acrµevov ... epvos (cf. introductory n.), Call. fr. 75.76 
irpfo~us ET11Tuµi111 µeµei\11µevos. au6,ia ]ovTi 6' io1K1v: though uncer
tain, the supplement depends on the structural and verbal parallelism 
with 49 and is supported by the importance of the imagined voice of an 
object as a marker of its realism in other ecphrastic contexts ( cf. 92, A.R. 
1. 763-4). oawi TT01Kill1Ta1 ;;en "with so much character is he art
fully depicted." IA Il. 18.590 (ev 6e xopov 1TOiK1i\i\e 1TEplKAUTOS aµqnyu,;e1s) 
understands 1roiK1i\i\e there to refer to Hephaestus' artistic precision 
(eyKaTecrKeuacre 6e emµei\ws); an ancient account of Sophocles' artistry con
nects it to characterization ( Vita Sophoclis 20 r,601ro1ei TE Kai 1ro1Kii\i\e1 Kai Tois 
emvo,;µacr1 TEXVlKWS XPf\Tat). 

8[420] it,1'1'ux]os: cf. Theocr. 15.82-3 ws fruµ· ecrTaKavT1 Kai ws frvµ· 
ev61VEUVT1, I Eµ4'ux', OUK EVUq>aVTCl. 

9-10[421-2] complement 1-2, naming Hecataeus and Philitas; here 
Ptolemy and Philitas frame the couplet ( cf. 2 eiri\acre - 1 o ayKe1Ta1, 1 T6v6e 
- 9 w6e). Unlike Hermesianax, Posidippus does not specify the commu
nity in which the statue is set up but instead focuses on the divine king's 
patronage, which is represented as a source ( cf. eK) of artistic creation and 
serves a role played elsewhere by the Muses; cf. Belloni 2008. Ptolemy was 
tutored by Philitas and, like him, was born on Cos (Suda q>332); the final 
specification of the poet's ethnicity may hint at a further reason for the 
king's support. 

The printed text assumes no change of speaker. Scodel (2003) sug
gests ayKEIµ] 01, in which case the couplet contains the words that Philitas 
is to speak. On this reading, the embedded speech would differ from 
others imputed to statues, which generally embody or reflect on some 
aspect of the representation (e.g. 50). 8,ou . . . ~aa1A11os: cf. 5-7n., 
389-9on. As a god and king, Ptolemy differs from the humble Philitas, 
but the implication is probably that the characterization is as accurate 
as Hecataeus' depiction of his subject is. Cf. the treatment of Ptolemy as 
riµi6eos at Theocr. 17.135-6 and of Hieron as a hero at Theocr. 16.80-1 
ev 6 · avTois 'lepc.uv 1rp0Tepo1s icros ripwecrcr1 I ~wvvvTa1. Mouaiwv ,iv,Ka 
implies both "in honor of the Muses" and "because of his literary abil
ity" (cf. "Simon." AP 7.25.1-2, of Anacreon, Tov aq>6nov eYveKa Moucrec.uv I 
uµvoir6i\ov). Kwios av,ip: cf. Simon. fr. 19. 1, of Homer, Xios ... av,;p. 
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LXXXIII. Posidippus 65 AB (APl I I9 = I8 GP) 

On a bronze statue of Alexander by Lysippus; cf. xn introductory n. The 
epigram is transmitted via the Anthology but also appears in a multi-author 
Hellenistic anthology preserved on a papyrus (SH 973) and among the 
cxv6p1avT01To11Kcx. Its conceit is that the sculptor has so accurately captured 
the king's appearance that the speaker understands why the Persians fled 
from him. Like LXXXII, the epigram analogizes the character of the artist 
to that of his subject. 

In the Milan Posidippus, the poem has a Doric coloring lost in the later 
tradition. The spoken dialect of Lysippus' homeland Sicyon was Doric, 
and the speaker is thus represented as part of the same linguistic commu
nity as the sculptor he addresses; cf. Introduction section 4g. 

1 [423] 1TAcxaTa "sculptor." The vocative in -a (also in 2 Texvha) as 
opposed to -a might be a Doric feature. 6apaaAia: Lysippus' cour
age contrasts with the flight of the Persians in 4; it lies in his innovative 
approach and in his ability to produce a fierce portrait without flee
ing. "Boldness" was also an important (ethically ambiguous) attribute 
of Alexander; cf. 4 7n., adesp. APl 121.1-2. xdp: used in ecphras
tic contexts of the skill of artists, especially in producing accurate like
nesses of their subjects (cf. Headlam on Herodas 4.72, Pos. 7.3, 14.2, 
62.3, 67.2 AB), but here deployed more boldly in apposition to the 
artist himself. 

2 [424] 6a1,: apparently "skilful" ( < *6cxc.u: cf. Epicur. fr. 183 Usener 6aic.us), 
but also evoking the standard use of 6rfios, "hostile," as an epithet of fire 
( e.g. Il. 9.34 7). Both suit the creator of a statue with a fiery glance. 1Tup 

op111 "has a look of fire," as at e.g. Od. 19.446 ,rup 6' 6cp6ai\µoicn 
6e6opKws. 6pfi1 is Doric present indicative (Buck §41, Introduction section 
4g). 

3[425] ov . . . i6,u: "which you set down over the form of Alexander"; 
the statue gives the impression that Lysippus has used as a model the 
king's actual form, rather than the wax-covered clay maids used in ancient 
bronze-casting (cf. Mattusch 1996: 20-6). ou Ti yi "not in any way 
at all" (cf. Pl. Phaedo 81d, Arist. Phys. 258b22), implicitly correcting (ye) 
contrary views. The rejection of the conventional idea that the Persians 
were cowardly (cf. Hall 1988: 123-5, Briant 1989) elevates both the van
quished foe and Alexander's conquests. 

4[426] auyyvwµa: sc. ecni: "it is forgivable," a prosaic usage ( cf. LSJ 
c). ~ouai . . . AeovTa evokes Alexander's leonine appearance, which 
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only Lysippus was said to be able to capture (Plut. Mor. 335b); it gestures 
at Homeric passages comparing warriors to lions attacking cattle: e.g. Il. 
5.161' 12.293 i\eovff ws ~oucriv. 

LXXXIV. Posidippus IJ AB (20 GP) 

On the image of a chariot on a snake-stone seal. The poem is preserved 
by Tzetzes and in the i\161Ka of the Milan papyrus. Epigrams on highly 
wrought miniature gems, little attested before the discovery of the papy
rus, play on the original material context of epigram as a form designed 
for inscription on stone. Several of them focus on the engraver's skill in 
producing an elaborate image on a tiny surface, and so may be under
stood as self-reflexive comments on the poet's own production of a 
refined, miniature artifact (see Schur 2004, Elsner 2014). The i\161Ka have 
also been read in political terms: the stones derive from many places in 
Alexander's former empire, and the section as a whole constitutes a map 
of Ptolemaic imperial ambitions (Bing 2005) that treats the sources of the 
dynasty's wealth as coterminous with Alexander's domain. Some poems 
have a background in technical literature; this epigram shares points of 
contact with an account of the fantastic stone attributed to the Hellenistic 
geologist Sotacus by Pliny, NH 3 7 .158 ( cf. 3-5, 7-8nn., Smith 2004: 1 1 2-
1 7); it also plays on the belief that the stone magically improved vision 
(Ptol. Chenn. ap. Phot. Bibl. 150b. 20-2). 

The poem describes a work of art on a stone which was alleged in a 
probably near-contemporary work to have been impossible to carve 
(7-8n.); the artistry is thus doubly marvelous. It also suggests the capacity 
of ecphrasis to make an image visible verbally: here, the image carved in 
the stone is only visible when expressed in secondary form, and the view
er's experience is defined by what he cannot see at first glance (6). In this 
context, the double entendre involved in 4'Eu6e"i xe1p6s (5) is programmat
ically significant. 

1 [427] ou 'TTOTaµos KEAa6wv perhaps plays on i\161Ka which specify rivers 
as the source of their gems ( e.g. 7 .1-3, 16.1 AB). 1T0Taµos Kei\a6wv is a 
Homeric phrase (/l. 18.576; cf. Theocr. 17.92, of rivers under Ptolemaic 
control). i'TTi xdA,aiv "against its banks"; but the noun's literal sense 
"lips" fits the focus on the snake's head in the next clause. 

1-2[427-8] 6pa1<ovTos I ... KEcpaA,;: the mythical snake-stone was thought 
to have derived from a serpent's brain (Pliny, NH 37.158). EV'TTwywv: 

snakes are often described as bearded (e.g. Nie. Ther. 443), perhaps in 
reference to the fact that some expand their neck in a defensive posture. 



188 COMMENTARY: LXXXIV-LXXXV, 429-36 

3-5[429-31] The claim that the stone resembles a fingernail with white 
marks fits Sotacus' description of it as white and translucent (ap. Pliny, 
NH 37.158). nuKvcx cpaAT1p1owvTa "densely streaked with white." The 
phrasing is modeled on Il. 13. 799 KVpTcx cpai\17p16wvTa, of waves. apµa: 

the image perhaps hints at the method of acquiring the stone: those hunt
ing the snakes that produced it allegedly traveled in chariots (Sotacus 
ap. Pliny, NH 37.158; cf. Gutzwiller 1995: 388). KaT· auTou "down 
into it." uno AuyKdou ~AiµµaTos "with the aid of vision like Lynceus"; 
more usually, the artist's hand is the means of production (see next n.). 
Lynceus, son of Aphareus, who possessed such extraordinary sight that he 
could even see underground, is here an analogue for the artist who carved 
below the surface of the stone an image invisible from above. 1fmi6e1 

xnpos: the primary meaning is "a mark on the fingernail," in reference to 
the size and col or of the stone; the phrase also evokes the capacity of artistry 
(xeip; cf. 42 3n.) to produce realistic falsehood (41eu6os}. anonAaa8iv 

"when formed as an image," i.e. in the impression formed from the seal. 

6[432] KaTcx nAcheos "on its surface." ouK av i601s npo~oAous: the 
viewer's failure to see "projections" (because the image is in relief) con
trasts with the carver's supernatural vision. 

7[433] T)l "for which reason." 8auµa ... µiya: the greatness of the 
speaker's amazement contrasts with the smallness of the object. 

7-8[433-4] 1-1ox8ou . . . ouK iµoyT'laE is a significant figura etymologi,ca: 
despite his toil (µ6x6ou} on the object, the carver did not strain (eµ6y17cre} 
his eyes. TCXS aTev1~ouaas ... Kopas "his intently staring pupils." 

LXXXV. Posidippus I 39 AB (AP I 2. I 3 I = 8 GP) 

A cletic hymn to Aphrodite. The wit depends on the subversion of the 
elevated form and diction by the revelation that the speaker is a widely 
available hetaera. The dialect is inconsistent: the repeated Doric rela
tive pronouns in the opening couplet followed by a pair of Ionic forms 
(~upi17s, ii) in the second part may contribute to the point. With the text as 
transmitted, Doric forms of the relative pronoun referring to the goddess 
and suiting the elevated, "choral" opening contrast with the Ionic form of 
the relative referring to the hetaera. 

1-2[435-6] Invocation of a god by reference to multiple cult sites is a 
conventional hymnic feature; e.g. Ar. Lys. 833-4, Theocr. 15.100-1, Men. 
Rh. p. 334.26-32 Spengel. Cyprus, Cythera, and Syria are mentioned 
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more often as Aphrodite's cult sites than is Miletus (cf. Theocr. 7.115-
16), which became a Ptolemaic possession in 279 and may have political 
resonance here. hro1xviis "visit" ( cf. Hsch. e5483); a rare verb other
wise restricted to lyric contexts (Bacchyl. 10.1, Aristonous, Paean to Apollo 
1 1-1 2). KaAov ... 6cxTrE6ov: a high-style periphrasis; cf. e.g. Eur. Hel. 

207-8 11T1TOKpOTO ••• 6aire6a. 

3[437] iA601s iAaos: the purpose is never explained, but it is reasonable 
to infer that the speaker seeks the goddess's assistance with someone with 
whom she has become enamored ( e.g. Sappho, fr. 1). 

4[438] oiKdwv ... Trpo6upwv "the doors of her house"; there is perhaps 
an obscene double entendre ("from her own genitalia"; cf. Asclep. *35.2 
Sens = Pos. * 127. 2 AB euiirirwv ... eiri irpo0upwv, Henderson 1991: 13 7). 

LXXXVI. Posidippus IJ5 AB (AP I2.45 = 5 GP) 

The speaker urges the Erotes to shoot him. The poem combines elements 
from two of Asclepiades' epigrams addressing the Erotes: in one, they 
assume Zeus's role; in the other, they are represented as thoughtlessly 
destructive children who remain unaffected by the speaker's suffering. 
Here, by contrast, the speaker sarcastically represents their victory as a 
grand conquest that will change their status among the gods; in reality, 
he poses no challenge and the gods will not benefit from defeating him. 

1 [439] vai vai . . . "EpwTES: borrowed from Asclep. 1 7. 5 Sens, where the 
speaker urges the Erotes to shoot him with thunderbolts rather than 
arrows. The repetition vai vai is ironic encouragement. 

1-2(439-40] aKoTros ... I Kiiµa1 "am set up as a target." EIS aµa 
Trollois: Posidippus makes explicit the iniquity implicit in other epigrams 
where plural Erotes attack an individual; cf. 83-4n. 

2[440] acppovEs: i.e. the Erotes would be "foolish" to spare the speaker and 
pass up the opportunity for glory. Posidippus restores the ordinary mean
ing of cxcppwv, which Asclepiades uses in the unusual sense "heedless." 

2-4[440-2] i\v ... io6oK11S "For if you defeat me, you will become famous 
archers among the immortals for controlling large quivers," playing on the 
typical Hellenistic representation of the Erotes as small children armed 
with miniature weapons. Since Eros/the Erotes conventionally have 
power even over Zeus, the idea that shooting the speaker will alter their 



190 COMMENTARY: LXXXVI-LXXXVII, 440-5 

reputation is absurd; the larger point of µeycxi\,is is that it will have taken 
numerous arrows to bring him down. With 6voµacnoi contrast the rep
resentation of Eros as an "unspeakable" (aq>aTov) evil at A.R. 3.129. The 
lines rework Asclep. 8 3-4. 61:crmha1: as at Soph. Phil. 262 (HpaKi\eic.uv 

6ecnr6T11S . . . cm i\c.uv. 

LXXXVII. Posidippus IJ8 AB (AP I2.I20 = 7 GP) 

A pledge to resist Eros: the speaker will use reason to reject love while 
he is sober. The depiction of Eros as an armed combatant appears early 
in Greek and is developed in Hellenistic and Roman literature (cf. 
Murgatroyd 1975). The speaker's defiance resembles the combativeness 
of other lovers who speak too freely or behave recklessly when drunk ( e.g. 
Anacr. PMG 396). Readers may therefore initially expect that the speaker 
is inebriated; the second couplet reveals that he is not. The wit derives 
from the contrast between the speaker's broad resistance and his subse
quent acknowledgment that it will be temporary: the common association 
of erotic epigrams with the symposium and the conventional idea that 
love is all-powerful (Soph. Ant. 781 "Epc.us cxviKaTe µcxxav) suggest that his 
sobriety will not last long. 

The epigram finds a counterpart in another in which Posidippus privi
leges the symposium over Stoic philosophy ( 123 AB). It has been under
stood as a comment on Stoicism's ability to overcome passion (Gutzwiller 
1998a: 162), but Posidippus may be playing with contemporary philo
sophical ideas more broadly (Fantuzzi in Fantuzzi and Hunter 2004: 345, 
Prauscello 2006: 51 7 n. 34). 

1 [443] 1:uon~w "I am well armed." Another military verb, 6c.up,;crcroµ01 (lit
erally, "put on armor"), can have the metaphorical sense "get drunk" ( cf. 
Ar. Ach. 1134-5 with Olson's note); possibly the metaphor extended to 
other words in the same semantic range, and if so, the verb contributes 
to the initial impression that the speaker is fortified with wine rather than 
reason. ou6' cin1:poOµa1 "and I will not give up the fight"; cf. Plut. Lye. 
22.5, Pomp. 23.4, of soldiers and leaders desisting from battle. 

2[444] 8vf1TOS iwv: concessive; i.e. though fighting as a mortal against a 
god. µ111<h1: Eros has attacked the speaker on earlier occasions, per-
haps successfully. npoaayt: "approach." 

3[445] anay· i1<60Tov "lead me away in surrender"; cf. lyr. adesp. fr. 1.1 2-
14 Powell Ku,rp1s I EK60TOV &yet µe xw I ,roi\us "Epc.us ,rapai\a~wv. Contrast 2 
,rp6craye. 
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3-4(445-6] v,;cpw ... Aoy,aµov: for the connection between sobriety and 
rational decision-making, cf. Epicur. Menoec. 132 VT}cpwv Aoy1aµ6s, Plut. 
Mor. 656c (summarizing Arist. Prob. 871a11-13) "it is characteristic of 
the sober man to make rational decisions ( 1<pive1v Tov i\oyiaµov) well and in 
accordance with reality." Line 4 picks up 1 in ring composition, and Tov 
m:xpCXT~aµevov TIPoS O'E i\oy1aµov exw in 5 defines what the speaker means by 
eoo;ri\&. 1TC1pa-ra~ci.,-,vov "arrayed," a military term (e.g. Thuc. 1.29.5 
ircxpCXT~aµEVO\ ~VCXU!JCXXllO'CXV). 

THEOCRITUS 

Theocritus seems originally to have been from Syracuse and to have begun 
his literary career by the late 280s or early 270s. An appeal to Hieron of 
Syracuse for patronage (poem 16) probably dates to about 27 5. A connec
tion to Alexandria is suggested by several poems directly praising Ptolemy 
II Philadelphus, his wife Arsinoe, and his parents ( 14, 17), and by oth
ers honoring the Dioscuri (22) and Heracles (24), who were important 
for Ptolemaic self-representation. The bulk. of Theocritus' extant corpus 
consists of thirty-one "idylls" (the last preserved only in a papyrus frag
ment), short, highly refined poems mostly composed in dactylic hexame
ter, though 28-3 1 are in Aeolic meters. His works are generically diverse 
and innovative; they include hymns, encomia, and narrative poems on 
mythological subjects ("epyllia"), but the most innovative and influential 
of them are hexameter "mimes" set in the countryside or the city and con
sisting of dialogues or monologues by herdsmen, la borers, or city-dwellers 
of relatively low social standing. The refined and often elevated diction 
and meter of these poems contrast with the humble status of their speak
ers, whose words sometimes resonate ironically against literary models. 
The so-called "bucolic idylls" are written in an artificial poetic dialect over
laying Doric on epic morphology. These imagine an idealized country
side in which humans and the natural world are closely intertwined; the 
tranquility of this rural landscape contrasts with the lovesick anguish fre
quently experienced by its herdsmen, who seem more preoccupied with 
the composition of song than with pastoral duties. Though the bucolic 
idylls share common elements and themes, these are not yet treated as 
basic expectations of the genre, as they are in later pastoral. These poems 
sometimes seem to comment self-reflexively on their genre and its crea
tion, and indeed some non-bucolic idylls assume the existence of bucolic 
poetry and its themes (e.g. Theocr. 22.27-74). This is equally true for 
some of the epigrams ascribed to Theocritus. 

Twenty-two epigrams are appended to the Ambrosian manuscripts 
of Theocritus. These poems also appear in the Anthology, some with 
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ascriptions to other poets; a number of epitaphs are assigned to Leonidas 
in AP 7, apparently as the result of an error leading to the mis-ascription 
of an entire series (Gow 1952: n.525-7). The Anthology includes sev
eral others ascribed to Theocritus, and one without attribution appears 
in a sequence of epigrams bearing his name. Meleager does not men
tion Theocritus in his prefatory poem, and the epigrams included in the 
Anthology probably derive from a later collection. 

In the Ambrosian manuscripts, the epigrams are organized by theme 
and form three groups: those with bucolic themes; epitaphs and dedica
tions; and those in non-elegiac meters ( cf. Gutzwiller 1998a: 41-5; Rossi 
2001: 367-70). The boundaries between these sections are permeable: 
both the "bucolic" and the non-elegiac groups include epigrams that 
manipulate the conventions of sepulchral and dedicatory epigram in 
sophisticated ways. That fact is relevant for the question of authenticity; 
Suda 6166 locates the epigrams among the poems that "some ascribe" 
to Theocritus. At least one poem seems to reflect a post-Theocritean 
approach to bucolic themes (cf. Rossi 2001: 138-9), but for most there is 
no reason to exclude Theocritean authorship. Their style, form, and con
tent are typical of epigrams from the early third century. xc1v is almost 
certainly genuine. 

LXXXVIII. Theocritus I 9 Gow (AP I 3. 3 = I 3 GP) 

An epitaph for Hipponax. The choliambic meter, closely associated with 
Hipponax in antiquity (e.g. Call. fr. 191), assimilates the speaker to the 
poet. The epigram plays on fictive epitaphs for misanthropes by depicting 
Hipponax not as indiscriminately hostile ( contrast xxv1u), but as a dis
cerning judge of character and capable of kindness toward the deserving. 
It has been argued that Theocritus is participating in a broader debate 
about Hipponax by casting him in a positive light ( cf. Rossi 2001: 299-
301), but other depictions are not necessarily critical. Theocritus in any 
case articulates a nuanced vision of iambic abuse, which is directed only 
at those who deserve it (Rosen 2007: 4 70-1). 

1[447] µouaono1os: see 4 8 5. 

3[449] Kp,iyuos ... napcx XPTlaTwv: it is more common for forms of the 
same word to be used in similar contexts; e.g. CEG 54 7 "ATTtS ~v XP17<JT0S 
Kai xp17crTw [ v e~ey] ev [ 11617], Fehling 1969: 2 18-19. Kpiiyuos is here "good," 
though some ancient scholars believed it meant "true" in its single 
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Homeric occurrence (/l. 1. 106), and Hellenistic poets use 1 t m both 
senses. It was associated with Ionic speech, especially in choliambs ( cf. 
Phoenix 6.4, Herodas 4.46, Call. fr. 193.30); and it suits the voice of the 
Ionian Hipponax' tomb; it may have been used by him. XPTIO'TOS, com
monly applied to the deceased in epitaphs ( cf. 4 5 7-Bn.), is here trans
ferred to the passerby. 

4[450] 6apaiwv: cf. Leon. I 35 chpeµa, an adverb literally meaning "with
out trembling" ( < Tpeµc.v "tremble [ with fear]") but implying "without 
making a disturbance." ano~p1~ov "nod off." Elsewhere, passersby are 
cautioned against, or scolded for, awaking a "sleeping" misanthrope ( cf. 
IJ5-6, Zenod. or Rhianus AP 7.315). 2 Od. 9.151 derives J3pi~e1v, falsely, 
from J3apu Y~e1v, "sit heavy," or µETcx J3opcxv Y~e1v, "sit after eating," and its con-
junction with Ka6i~eu is thus perhaps a figura etymologi,ca. 

LXXXIX. Theocritus I5 Gow (AP 7.658 = 7 GP) 

An epitaph for Eurymedon, who claims that he can judge a passerby's 
character from his reaction to the tomb. Epitaphs sometimes urge the 
traveler to "know" something about the tomb or its occupant ( cf. 2 77, 
"Simon." APL 2.1-2 yv&61 0e6yvT)TOV irpocr16wv TOV 'OAuµmoviKav I irai6a), 
and many insist on the high moral character of the deceased. Here, the 
dead man will be the one to acquire knowledge, though the implication is 
that Eurymedon is good and thus deserving of a special greeting. In con
trast with epigrams in which the passerby is asked to greet the deceased or 
utter certain words ( e.g. IMEGR 1 o. 16 "xaipe" Aeyo1s "Kov<pT) 6' aµcpmeA01To 

K6v1s," "Erinna" AP7.710.3, Damag. AP7.355.2), here the speaker notes 
that only some will be wise enough to do so. Moreover, although it is 
conventional for travelers to wish that the dust might lie lightly on the 
deceased, here the discerning passerby recognizes that the tomb in fact 
does so. The point thus depends on the reciprocal relationship between 
the passerby and the deceased: the former's ability to recognize the lat
ter's character reveals his own. 

1[451] Tl viµns ... nAiov "you grant some greater honor (to)" (cf. Eur. 
Hee. 868, [Xen.] Ath. Pol. 1.4). o 6nAos "the coward," and thus, more 
broadly, "the bad man." 

2[452] waauTws Iaov 'Just the same amount"; foov contrasts with 1 irAeov. 

3-4[453-4] If the traveler can make distinctions between good and bad, 
he will congratulate the tomb for lying lightly on Eurymedon. ip,is: i.e. 
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when you recognize Eurymedon 's meritoriouscharacter. Eupu..-iSovTos: 
at Theocr. AP 7.659 (7 Gow) a cenain Eurymedon is said to have a seat 
"among divine men" and to be the son .. of a good father.'' Ktha, ... 
ump K1cpcxAfis: cf. 360n. For the application of Koucpos to the tomb rather 
than the soil, cf. SGO 08/05/ 01.8. Tits hpiis .•. K1q1cxAfis: a similar 
expression occurs already in an inscribed epitaph from the fourth cen
tury; cf. SEG XLI 2 2 6. 1 = l:HMA 2 361. 1 2 26 TflV \EpflV KEcpcxAflV ... exe1 yii, 

XC. Theocritus 20 Gow (AP 7. 66 J = I I GP) 

On a monument dedicated to a Thracian wet-nurse by her former charge. 
The theme is traditional: epitaphs erected in honor of nurses by those for 
whom they cared appear among fourth-century inscriptions ( CEG 534, 
571; cf. Rossi 2001: 305-13) and Hellenistic literary epigrams; in particu
lar, this poem resembles Call. Epigr. 50, an epitaph recording burial hon
ors given a Phrygian wet-nurse by a boy called Mikkos; cf. Diosc. AP7 .456. 
Whereas Callimachus' poem is in elegiac couplets, here a Phalaecian (see 
xcv introductory n.) alternates with an .. Archilochian asynartete" (four 
dactylic feet plus a trochaic tripody, with colon break between them: - ~ 
- !IOI! - Mlit - Mlit I - .., - .., - x) to produce an epodic structure in which the 
shorter verse precedes the longer (cf. Introduction section 4h[iii]). 

The epigram implies a monument on which the honorand's name 
appeared apart from the verse epitaph (e.g., in the form K:heha XP11CJiµa: 
3-400.). Nothing excludes its having been composed for inscription, 
but it is probably a fiction inspired by other poems on the relationship 
between nurses and their wards. The content is neatly partitioned: the 
first couplet records the dedications; the second its consequences for 
Oita's posthumous renown, which her name ("Famous") suits. 

1[455] 1,,11KK0s: an affectionate diminutive of •nKpos, often used of children 
(e.g. Aesch. fr. 47a.813), here perhaps reflecting what the nurse called 
the boy when he was young (cf. Call. AP 7.458.2) rather than indicat
ing his age at the time of her death. 8pataoa1: trisyllabic (cf. Herodas 
1. 1). Thracian slaves, commonly used as domestic workers ( cf. Theocr. 
2.70, Olson on Ar. Ach. 273), are often addressed simply by an ethnic 
designation. That the word is here not a proper name becomes clear only 
at the end of 2. 

2[456] hri Ta, 0Sw1 "alongside the road" (LSJ hri B.1.1 ); similar specifi
cations of place, usually with ,rapa and fyyvs, are common in epitaphs 
(e.g. CEG 16, 39, 74, 167, 171a = 727). Tat 66a,1 is scanned as a cretic, 
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with the anicle unshonened before the initial vowel of the next word; 
this has an analogy in Theocritean hexameters (e.g. 4.22), where long 
monosyllables sometimes do not stand in hiatus before a word beginning 
in a vowel. The cretic instead of a fourth dactyl was a feature of archaic 
Archilochians (Hephaest p. 50.4-5 Consbruch) but is found only here in 
Hellenistic examples of the meter. Kf1Triypa'fl1 KJuiTas "and inscribed 
it with Cli ta 's name." The verb is ordinarily used of prose rather than verse 
inscriptions in the Hellenistic period; the implication is that the (proba
bly fictional) stele contained the extra-metrical inscription l<AEiTa(s) in 
the nominative or genitive. 

3[457] itu Tav xapiv "will receive gratitude" (Eur. Hee. 830) rather than 
the more common sense "be grateful"; cf. Call. Ep-igr. 50.4 ii yp11vs µa<TToov 
ws crntxE1 xap1Tas. yuva avTi scans as three syllables; the middle sylla
bles experience crasis or aphaeresis ("prodelision"). 

3-4[457-8] civTi ... i8p1'fl1 "in exchange for the nunuring she provided 
the boy." Attraction of the relative pronoun (properly a. internal accusa
tive of l8pE\f'Ev) into the case of its antecedent (T,;vc,.:,v). Ti µav; "How 
could that not be the case?", a common elliptical use (cf. Denniston 332-
4); more probably a lively rhetorical question by the same speaker than an 
interruption by a second person. XP11oiµa KaMTTa, "she will be called 
'useful'." The future passive v..cmEiTal (for the middle in a passive sense, cf. 
e.g. Soph. EL 971) is used as at CEG 24 KopT) KEKAT}aoµa1 aiEl. Whether or 
not one imagines that Clita was called XP11<1fµa in an extra-metrical inscrip
tion (cf. 20.), the epigram- and its fictional monument- ensures that she 
will be so called even in death. The more common adjective in epitaphs 
is XP110"T6s (cf. 475-Sn.): the speaker focuses on Clita's beneficial services 
rather than on her character. 

XCI. [Theocritus] 25 Gow(AutomedonAP 7.534 =Automedon 12 GP= 
Alexa11der Aetolus Jr. dub. 2 5 Magnelli) 

An epitaph for the trader Cleonicus, who drowned while sailing out of 
season. The poem is similar in theme to un, though the advice, which 
mirrors Hesiod's (1-20.), is placed at the beginning rather than the end. 
Its position has generic consequences: recommendations made at the 
opening of epigrams sometimes occur in sympotic contexts, and urge the 
enjoyment of the present moment since life is short; at the end of the 
first couplet, a reflection on the brevity of life is convened into a reason 
for behaving with caution. In the remainder of the poem, the pathos of 
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Cleonicus' death is tempered by the speaker's implicit contempt for his 
commercial activity, and perhaps by the final play on words. 

The epigram is not transmitted in the Theocritean manuscripts, and 
Planudes writes only the first couplet with an ascription to Theocritus. P 
says the epigram is Ahc.uAou AuToµe6ovTos. Automedon, author of twelve 
epigrams in the Garland of Philip, is alleged to be from Cyzicus (AP 
1 1.46), not Aetolia; some have followed Jacobs in assuming that the origi
nal attribution was to "Alexander Aetolus or Automedon." There is in any 
case nothing that excludes a third-century date. 

1-2(459-60] A reworking of the instructions given at Hes. "'1J 618-30, 
where prospective sailors are advised to put up their ships during winter 
and wait for seasonable sailing. cxv6pw"Tn: so at the opening of epi
grams, e.g. CEG 28 cxv8pc.uq>' 8s cneixe1s. 1Tep1epd6eo "preserve," a rare 
compound (A.R. 1.620, Isyllus 26); the speaker treats life as a commodity 
to be risked cautiously, in implicit contrast to Cleonicus' hasty pursuit of 
profit. 1Tap' wp11v: i.e. outside the sailing season, ignoring Hes. "'1J 
630 OUTOS 6' wpaiov µiµve1v irA6ov eis 8 KEV eA8171, 641-2 epyc.uv µeµv17µevos eivai 
I wpaic.uv ircxvTc.uv, irepi vauT1Ai17s 6e µcxA10-Ta. Kai ws: i.e. even if one avoids 
sailing out of season. 

3[461] 6dAau: see 465n. A11TapT)v 8cxaov "wealthy Thasos." Thasos 
had gold mines (Hdt. 6.46-7) and was famous for its wine (Archestr. fr. 
59.15), which was traded in distant markets in the fourth and third cen
turies (Tzochev 2016). 

4-5[462-3] T)1Tdyeu: Cleonicus' haste leads him to ignore the danger. 
KoiA11s ... l:upi11s: the collocation regularly refers to the entirety of Syria 
except Phoenicia, but here it might refer more specifically to southern 
Syria below the Eleutheros river, as subsequently in Seleucid documents 
of the second century; cf. Cohen 2006: 27-41. iµ1Topos ... iµ1Topos: the 
epanalepsis (cf. 46711.) suggests surprise that Cleonicus has risked his life 
for financial gain ( cf. 2 5 711.). 

5-6[463-4] 6ua1v ... auyKaTi6us: chiastic, with the first and last words 
corresponding and TIAe1cx6os auTflV mirrored by auTfi1 TIAe1cx61. The 
morning setting of the Pleiades (i.e. the date when they appear to sink 
below the horizon just before daybreak) marked the start of astronom
ical winter and the end of sailing season (cf. 2 59-600., Aratus 265 with 
Kidd's note). 6ua1v ... auTT)v "at the time of the very setting of the 
Pleiades." The singular is commonly used for the constellation as a group. 
1TOVT01TOpwv: lTOVTOTIOpec.u is a Homeric hapax at Od. 1 1. 1 1 ( lTOVTOTIOpeuc.u 
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at Od. 5.277, 7.267). auTij1 TIAua61 "along with the Pleiades themselves." 
The singular TTAE1cxs sometimes stands for the entire constellation when it 
refers to the time of its heliacal rising; cf. Asclep. * 42 .1 with Sens's note. 
The comitative dative with auT6s (Smyth § 1525), here reinforced by cruv
( cruyKaTe6us), varies expected usage, since the construction is more typi
cally applied to ships and sailors in descriptions of naval misfortunes ( e.g. 
Xen. HG6.2.35, A.R. 2.749, Theocr. 22.18 auToicr1 vauTf\cr1). 

XCII. Theocritus 6 Gow (AP 9.432 = 22 GP) 

An address to Thyrsis, who has lost a young goat to a wolf. The epigram 
blends linguistic and thematic elements found in bucolic idylls (cf. 1, 3, 
5-6nn.) and in epitaphs, including those on pets and other dead animals 
(cf. v introductory n.) and cenotaphs in which the body of the deceased 
is absent. Its symmetrical structure emphasizes the parallel responses of 
the human and animal worlds to a death: the first and last couplets are 
linked by language ( 1 - 5 Ti To 1rAeov, 2 66up6µEvos - 6 oixoµevas) and by the 
idea that mourning is futile; 5-6 engage in the "pathetic fallacy" that the 
natural world is experiencing grief parallel to Thyrsis' ( 1-2), while 3-4 
report the death in elevated, even tragic, terms. 

1 [465] ex 6dAau:: a variation of the Homeric ex 6E1Ae ( e.g. Od. 14.361). 
Inscribed epitaphs often begin with expressions of sympathy directed at the 
deceased or a family member ( e.g. CEG 591.9-1 2). 8upa1: the name 
of a herdsman and master singer in Theocr. 1. Ti To nAiov "what is the 
use?" [double closing quote] (cf. 6I). For the idea, cf. Philemon, fr. 77, 
esp. 6-7 ecxv TE KACXfllS &v TE µ11, lTOpEUETOl. I Ti ouv lTOlElS lTAEOV; KaTaTCX~ElS 

"turn (your eyes) to liquid": cf. 66n. The compound, used of melting 
snow in a simile describing Penelope's tears at Od. 19.204-5, occurs of 
lovesickness at Theocr. 7. 76, 1 1. 14. 

2 [466] 61yA,ivous: a stylistically elevated hapax, functionally equivalent to 
"two," since the second element is otiose in context. wnas "eyes." 

3[467] oixiTa1 ... oixiT' is c1'16av: tragic language, as at Theocr. 4.26-7, 
where the coming demise of Aegon's cattle is treated in the language of 
human death (~acrEvvTai Kai Tai ~6Es ... I Eis J\i6av). The repetition ( epana
lepsis), here adding pathos, is a marked feature of Theocritus' style (cf. 
Dover 1971: xiv). a xiµapos "the young she-goat," slightly older than 
a kid; the article points to a specific animal recognizable in Thyrsis' flock, 
as at Theocr. 1 .6. To KaAov TEKos: the narrator speaks as if the kid were 
Thyrsis' own child. 
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4[468] Tpaxvs .. savage." xa:Acxts: perhaps .. jaws" rather than .. claws," 
since wolves seize with their mouths; the evidence is problematic for that 
sense, however, and it may be unnecessary to expect biological precision 
( cf. [Opp.] Cyn. 3. 3 13 ovvxeaow eµap'4}EV). Theocritus may have misun
derstood the use of the word at Eur. Hee. 90-1 ei\acpov AU1<ou aiµov1 X<XAcit I 
acpa~o1,1evav and Phoen. 1025 X<XAaiai T0 ooµoahots, where it probably means 
"claws" (cf. Mastronarde on Phoen. 1025, Gregory on Hee.. go) but could 
be interpreted as 1aws" (cf. I. ad loc.). 01,upnria~, "grabbed hold 
of," Doric aor. of aµcpm1e(c...>. The compound is otherwise unattested, but 
the uncompounded verb means "seized" at /l 16. 51 o xe1pl 6 · ti\C:.,v ht-ie~e 
f?,pcxxfova and Theocr. 4.35 aye 1r16:~as. of a herdsman bringing a bull from 
the mountains. 

5-6[469-70] The sounds made by Thyrsis' dogs (a natural response to 
a wolf) are interpreted as an act of mourning matching the human lam
entation in the first couplet. at Si Kvv,s K:AayydivTt: the verb is third 
person singular present indicative of the otherwise unattested 1<i\ayyec...>. 
Xenophon distinguishes between K~r\ and ui\ay1,16s, "barking," of dogs 
(e.g. Cy-n. 4.5, 6.17), and the verb may connote "making a wailing cry" 
rather than "bark," in which case the animals' reaction matches their 
human owner's (cf. 2 06up61,1evos). Tflvas I ... oixoµivas: reversing 
Theocr. 4. 15-16, of a neglected calf, Tfivas 1,1b s,; Tot TciS TropT1os aUTo: 
i\ei\e11TTat I Too<TTia; both passages evoke the language of epitaph. Tf\vas is 
Doric genitive singular= (~)Kelv11s. OCTTiov ouSi Ticppa "neither bone 
nor ash." ou6e with the second element of a negated pair sometimes 
implies an omitted ou before the first; cf. Denniston 194. The implication 
is that Thyrsis would have honored his goat with human funeral rites if its 
body was available: the Greeks buried the bones with the cremated ashes 
of a dead person (D I. IL 4.99); cf. 64. 

XCIII. Theocrilus 1 Gow (AP 6.336 = 5 GP) 

Rural offerings to the Muses and Apollo. Gow, citing epigrams accompany
ing frescoes in a house on the Via Stabiana in Pompeii, thought the poem 
accompanied an image ( cf. Gow 1952: n.527, GPh 11.527-8). The demon
stratives ( 1, 5), however, are as appropriate to the voice of a herdsman 
within a bucolic poem as to that of a viewer of a representation; the epi
gram is a generic experiment in which dedicatory features are integrated 
into a rustic scene playing on the conventions ofTheocritean bucolic. 

The diverse models for the poem's language include Sappho, Anacreon, 
and tragedy; there are several thematic and linguistic connections with 
Theocritus' bucolic idylls. It may plausibly be read as a programmatic 
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assertion of the poet's literary ancestry and influences ( cf. Gutzwiller 
1998a: 43, Rossi 2001: 125-9). 

1-2(471-2] Ta po6a ... Ta'is ~EA1Kwv1aa1v: for the connection of roses to 
the Muses, cf. I87-8n., Sappho, fr. 55.2-3 ~p66wv I Twv EK TTtepias. 6pocr6e1s 
too has Sapphic ancestry (cf. fr. 71.8, 95.12, Simon. PMG 519.52.5, Eur. 
Tr. 833). The goatherd of Lycophronides PMG 844.1 offers dedications 
of roses and other plants. KaTanuKvos: a prosaic adjective describing 
the dense mat formed by thyme. iKdva: "bucolic" speakers similarly 
use the demonstrative to describe their landscape; cf., e.g., Theocr. 1.1-2 
6. nhus, ain6Ae, TT)VO I ... µeAicr6eTa1, 7-8 To KaTaxes I Tfiv' ... KaTaAei~eTa1 ... 
u6wp. KE'iTa1: "has been offered" (i.e. cxvcxKe1T01}. 

3[473] µeAaµcpullo1 6acpva1: cf. Anacr. PMG 443 tµeAaµcpuMw1 6cxcpv01 
XAWp0'.1 T. eAai01 TOVTOAi~e1t. Tiv: see 293n. nueu Tia1av: this invo
cation of Apollo is otherwise attested only in a magical papyrus (PCM 

3.25o- 1, 259). 

4[474] AeAcpis ... nhpa: a tragic periphrasis (cf. Soph. OT 464, Eur. Andr. 
998, Ba. 306) for Delphi. TOUTo To1 ayAa1ae: probably "gave this to you 
as an adornment," with the verb used as in carm. pop. PMG 851 b.1 Page 
croi, BcxKxe, Tcxv6e Moucrav cxyAa"i~oµev. The close juxtaposition of the second 
person dative pronoun Tot with Tiv in the preceding verse is supported by 
the identical variation at Call. fr. 24.3-5 Tiv 6' wva yeAc.us cxveµicryETo AUTT111 I 
El<J0KE T0l TpiTTOAOV VEl0V cxvepxoµevw1 I ... cxvr,p cx~6A11cre; cf. GVI I 859.7. The 
verb might have the secondary, botanical sense attested by Hsch. 0595 
cxyAa·t~el" 6cxMe1 ( cf. Antiph. fr. 294), in which case the meaning would be 
"made this plant grow for you," but the point is essentially the same. TOUTO 
refers to the laurel, though the noun to be supplied is not obvious. 

5[475] ~wµov ... aiµa~n: i.e. will be sacrificed; e.g. Lye. Akx. 992, Steph. 
Byz. e92. KEpaos Tpayos: cf. 2 5n., Theocr. 1.4. 0 µaAos "the white 
one." The specification is typical of the way in which animals are identi
fied in bucolic poetry (e.g. Theocr. 4.20 6 Taupos 6 nuppixos, 5.99; of white 
goats, Theocr. 3.5, 5.14 7 ovTos 6 AeuKhas 6 KopvnTiAos}. µaA6s is other
wise attested in the compounds µcxAoup1s (Call. h. 6.110, Hsch. µ207) and 
µaAoncxpauos (Hsch. µ204). 

6[476] Similarly, a cow eats the shoots of an olive tree at Theocr. 4.44-5 
TO'.S yap eAaias I T0V 6aMov TpwyoVTl. TEpµiv8ou: the terebinth or tur
pentine tree. Apollo was worshipped as Termintheus at Carian Myous (cf. 
Lye. Akx. 1207), which was controlled by Miletus (for the importance of 
which, cf. 4 3 5-6n.) in the Hellenistic period. 
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XCIV. Theocritus 8 Gow (AP 6.337 = I GP) 

On a wooden cult-statue (~6avov) of Asclepius commissioned by Nicias. 
The poem commemorates a dedication in thanksgiving for the god's 
patronage, but its focus is on the commissioning and artistry of the object; 
in this sense, it combines features of both dedicatory and ecphrastic 
epigrams. 

The poem plays on the reciprocal relationships between Nicias and 
Asclepius and between Nicias and the sculptor Eetion: Nicias, who was a 
poet as well as a physician (above, p. 168), has benefited from the god's 
patronage in his medical art and is in turn a generous contributor to his 
cult; this relationship is emphasized by the ring composition of 1-3 ( cf. 
3n.). Through the god's benefaction, he can afford to pay the sculptor 
generously for an expensive artifact, into which the sculptor pours all 
his own skill: the ambiguous language of 5 calls attention to the analogy 
between Eetion 's skill as a sculptor and Nicias' as a physician, and the 
analogy is underscored by the parallel placement of the datives N1Kia1 and 
,Hnic.vv1 in 3 and 5. 

In focusing both explicitly (5-6) and by implication (3) on Nicias' 
resources and his lavish spending, Theocritus teases him for his wealth, as 
he does at the end of poem 1 1. The shift from the grand, epic language 
for Asclepius' arrival and Nicias' devotion ( 1-3) to the technical language 
of contracts (5) contributes to the playful tone. 

1-2[477-8] Beginning in the late fifth century, the cult of Asclepius 
spread rapidly through the Greek world; for the theme of the god's 
arrival, cf. Isyllus 65-6, 73, Aston 2004: 21-2. The prospect of friend
ship with Nicias is tendentiously represented as the motive for the estab
lishment of the Milesian cult, which must have predated him. o Tou 

TTaniovos uios: i.e. Asclepius, son of Apollo. TTanic.vv was originally a dis
tinct god (Hes. fr. 307), but the name came to be used of both Apollo 
and Asclepius himself ( cf. Headlam on Herodas 4. 1). iT1Tiip1 voawv 

av6pi: elevated phrasing with parallels in the description of Asclepius 
himself at HH 16. 1-2 lT)Tfipa v6crc.vv /\crKAT)lTlOV &pxoµ' aei6e1v I uiov 
,\,r6i\i\c.vvos TOV eyeivaTO 6ta Kopc.vvis ( cf. Pos. 97. 1 AB lT)Tflpla ... voucrc.vv) 
and /l. 11.514 iT)Tpos ... avflp. auvo1a01,11vos "to be together in friend
ship" ( cf. Hdt. 4.114.4). 

3[479] It is left unclear whether Nicias' daily propitiation is the cause of 
Asclepius' arrival or its consequence. iTT' T)µap "daily"; cf. Od. 18.137. 
Hellenistic inscriptions attest to daily offerings ( OGIS 332, Nilsson 
1945: 64), but the point is probably to emphasize Nicias' zeal and his 
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resources. 6uiEaa1v "offerings of incense," an epic form (/l. 6.270, 
9.499, A.R. 1.353, 860). iKvEiTa1 "beseeches," a common sense of the 
verb, with the idea of movement picking up Asclepius' arrival in 1 (~i\6e} 
and so suggesting their reciprocal relationship. 

4[480] a'TT· uiw6ous ... Ki6pou: the sweet smell of the cedar (from which 
~6ava were regularly carved; cf. Paus. 8.17.2) marks the quality and value 
of the offering (cf. Arist. Econ. 1353b26). yAu'flaT· "arranged to have 
carved." 

5-6[481-2] The lines are an elaborate development of the (typically brief) 
indications of the name of the artist sometimes found in inscribed epigrams 
(e.g. SGO06/02/05.4-5 a 6e Texva I 001viou} or, more frequently, appended 
separately below dedications. >HETiwv1: the artist cannot be identified 
securely with the Eetion of Amphipolis whose statue is the speaker of 
Call. Epigr. 24, and his probable dates do not align with those of the mid 
fourth-century sculptor or painter mentioned at Pliny, HN 34.19. xap1v 
yAacpupas XEPOS "in gratitude for (Eetion's) refined skill." The phrase 
overtly refers to Eetion 's artistic ability and suggests the elegance of the 
finished product (cf. 42 3n.), but it is equally applicable to Nicias' medical 
practice ("in gratitude for his (medical) art"). aKpov woaTas I 1,.na6ov 
"having promised him the highest payment," an unusual detail (though cf. 
"Simon." FGE 63) which suggests Nicias' beneficence and good judgmen t 
(cf. Theocr. 16.22-33), while slyly teasing him for his wealth (cf. Theocr. 
1 1.81 with Hunter's note). Physicians were notorious for charging high 
fees, and Asclepius himself was faulted for his greed (Pi. Pyth. 3.54-60, 
Wickkiser 2013: 627-31). ucpiCTTT)µ1 with an accusative is regularly used in the 
technical language of contracts and agreements. 'TTaaav acp11KE Tixv11v: 
cf. Himerius 68-4 "(Phidias) didn't always sculpt Zeus, or forge Athena in 
weapons, but he exerted his artistry ( cxcpfiKe T17v TEXVflV) on other gods." 

XCV. Theocritus 22 Gow (AP 9.598 = I6 GP) 

On a statue erected by the people of Rhodian Camirus in honor of their 
townsman Peisander, author of the epic Heracleia. Peisander's poem, said 
to date to the seventh or sixth century or earlier (cf. Suda 1r1465), con
sisted of two books and recounted some of Heracles' labors, including his 
killing of the Nemean Lion and encounters with the Lernaean Hydra, the 
Hind of Cyrneia, and the Stymphalian Birds (cf. Huxley 1969: 100-5). 
The regard in which it was held in the Hellenistic period is shown by 
Peisander's inclusion in the Alexandrian canon of epic poets; Clement of 
Alexandria, by contrast, claims that the Heracleia was wholly plagiarized 
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from Peisinus ofRhodian Lindus (Str. 6.2.25). The date at which Camirus 
erected a statue in Peisander's honor is unclear, but is likely to be 
Hellenistic and may have been conceived as a response to Peisander's 
treatment of the Ptolemies' alleged ancestor Heracles (for civic commem
orations of local poets, see Wallis 2016: 34-81, Rossi 2001: 92-8). There 
would then be an implicit analogy between Peisander's honorific treat
ment of Heracles, whose divine lineage is underscored in the first line, 
and the island's recognition of Ptolemy I, honored as a god and called 
LWTflP, "savior," by the Rhodians in thanksgiving for his role in relieving 
Demetrius' siege (D.S. 20.100.2-4). At the same time, Peisander's treat
ment of Heracles mirrors the poet's honorific treatment of him elsewhere 
(cf. 17.20-7, 24passim). 

The poem is composed in two parallel movements, the first recounting 
Peisander's treatment of Heracles ( 1-5), the second the Camirans' subse
quent commemoration of the poet (6-8). These are linked by the juxta
position of accusative object and nominative subject in 1 and 6 ( Tov Tou 

Zavos 86' uµiv uiov wvflp - To0Tov 6' auTov 6 6&µos}. Such juxtapositions are 
typical of inscriptions commemorating the erection of honorific portraits 
(Ma 2013: 24-30); but because the poem delays both Peisander's name 
and the main verb until 3-4, who 86' ... wvflp in 1 is and what he is doing 
to Heracles are not initially clear. The epigram thus sets up a parallelism 
between sculpture and poetry and blurs the boundaries between them 
( cf. Wallis 2016: 188--g2). It also implicitly reflects on Theocritus' poetry 
and its merit: its final line recognizes the posthumous honors that poets 
can attain even centuries later, and so emphasizes the continued vitality 
of the past in the present. 

The Doric dialect matches the language spoken at Rhodes; although 
the predominant coloring of the Heracleia was Ionic, Peisander seems to 
have included Doric forms (cf. fr. 12 Bernabe, Huxley 1969: 104). Unlike 
Theocritus' epigram for Hipponax, the meter differs from that used by its 
honorand: it is in stichic Phalaecians ( oo - vv - v - v - x, where oo repre
sents the "Aeolic base," i.e. - x, x -, or vv), elsewhere used in combination 
with other meters in Theocritus' epigrams (xc, AP 7.663; cf. Call. Epigr. 
38); SEGxxx1x 1334 is a learned, late third-century, inscription in stichic 
phalaecians from Pergamum ( cf. Kerkhecker 1991, Lehn us 1996). 

1[483] Tov Tou Zavos ... uic,v: Heracles' descent from Zeus, though a 
standard feature of his mythology, was emphasized in official Ptolemaic 
documents ( e.g. OGIS 54, linking Ptolemy II through his father's line to 
"Heracles, son of Zeus"). uµiv: i.e. the implied readers of the epigram 
and of the Heracleia. 
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2[484] Both epithets evoke the killing of the Nemean Lion, which 
as the first of Heracles' labors must have been related early in the 
Heracleia. AtovToµcxxav: attested only here; cf. i\eovTcxyx ( a) in 
293. o~uxnpa: the primary sense is "dextrous," in reference to the fact 
that Heracles killed the lion using only his hands, but the word commonly 
has the negative sense "quick with the fists," "rash" ( e.g. Lys. 4.8 o~uxe1p 
i\iav KOl 1TCXpo1vos, Nicom. fr. 1.33 o~uxe1p KOUK eyKpOTllS) and here playfully 
gestures at more negative depictions of Heracles as an ill-mannered and 
intemperate glutton and drunkard (e.g. Ar. Frogs 503-33). Strabo claims 
that the Heracleia was the first poem to represent Heracles wearing the 
lion-skin and carrying a club (15.1.9; cf. Suda 1r1465); Megaclides says 
that this outfit was first attributed to Heracles by Stesichorus and associ
ates it with bandits (ap. Ath. 12.512e-f; cf. Rossi 2001: 332-3). 

3[485] 'TTpaTos . . . µouao"1To1wv: interest in the person to introduce a 
particular feature into literature is a component of a broader ancient con
cern with "first discoverers" that is reflected in a number of fourth-century 
catalogues of inventions and that was a prominent feature of Hellenistic 
scholarship (cf. Kleingiinther 1933, Arnott on Alexis, fr. 27.1-2, Rossi 
2001: 88-9). The insistence on Peisander's primacy may respond to a 
competing view of its originality ( cf. introductory n.). i"TTavwe, "from 
the past"; cf. Theocr. 7.5. 

4[486] auviypaq,tv: the word appears in ancient biographies of writers and 
can apply to compositions in both verse and prose; e.g. Suda 01916 (of 
Anacreon) cruveypmye 1rapoiv1cx TE µei\ll Kai icxµf,ous; cf. K2 2 7, of Callimach us' 
Pinakes, "records of those who shone in all forms of learning and of what 
they composed ( cruveypa'+'av) ." 

5 [487] xwaaous i~t'TTovaa,v . . . ai8Aous "and he recounted all the labors 
that Heracles completed," not "and he specified the number of the labors 
that H. completed." Elsewhere in Theocritus, eK1rovec.v is used of the com
position of poetry (7.51). Ei'TT': often of poets; e.g. Ar. Peace 1096, Pl. 
Phaedo 1 1 2 a. 

6-8[488-90] "The people set up this man himself, making him bronze, 
many years and months later; I tell you this so that you may know it clearly." 
It is common in Greek inscriptions for statues to be treated as if they were 
the individuals they represent; cf. Mednikarova 2003. auT6v evokes the 
ecphrastic commonplace that the statue has thoroughly and accurately 
depicted its subject ( cf. I 7 3n.), despite being made of bronze ( cf. Theocr. 
AP 9.600.3-4 xcxi\KE0V VlV ClVTl ai\a61vou I . . . ave6T1KOV); cf. Tueller 2008: 
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179-80. o 6aµos: i.e. of Camirus. ws aacp' d6ii1s: whether the 
phrase is a parenthetic comment on the speaker's claim ("I tell you this so 
that you know it clearly"; cf. Theocr. 15.91 ws ei6'fi1s Kai TouTo, Kopiv6101 eiµes 
&vw6ev), or explains the Camirians' purpose in erecting the statue ("they 
set it up so that you might know him clearly," where the second person 
would be generalizing) is grammatically ambiguous, though the former 
fits the ecphrastic context well: the speaker assures his audience that the 
Camirians have captured Peisander in his entirety; cf. xcv1 introductory 
n. no,iaas: the verb with short first syllable (whether or not the iota 
was written) was characteristic of Attic drama and the Hellenistic koine but 
absent from early epic. It results from treating the original iota of 1ro1ew as 
a glide ("internal correption"; cf. Olson-Sens on Archestr. fr. 1); once so 
perceived, the letter was easily omitted. nollois 1-111aiv on1a6e K,;viauTois: 
the inclusion of µ17criv adds little in the case of a statue dedicated centuries 
after Peisander's death; perhaps the phrase is merely a generic expression 
for "a long time"; cf. [Gal.] Def. med. 19.389.12-14 Kuhn XPOVlOV v6cr17µcx 
EO"Tl TO µeTa~cxMov ... EV µ17cri Kai EVlaUTois. 

XCVI. Theocritus r7 Gow (AP 9.599 = r5 GP) 

On a statue of Anacreon. The poem blends aspects of funerary and ecphras
tic epigrams. The opening couplet addresses a passing ~evos and asks him 
both to pay attention to an artifact (cf., e.g., CVI 1254.1-2 6epKeo Tcxv 
apicraµov, 66om6pe, TCXV BepeviKas I ElKOVa TCXS µei\eas, &v TCX<pOS OUTOS exe1) and 
convey information about it to his own homeland, as in epitaphs in which 
the deceased asks the passerby to bring news of his death to his family ( e.g. 
LV). Subsequent couplets engage more directly with the ecphrastic idea that 
an artifact has almost fully represented a person, but transfer it to the mouth 
of the passerby, whose hypothetical reported speech in 3-4 lacks only one 
piece of information in order to provide a complete picture of the poet. 

The allegedly complete description of Anacreon is in fact partial. 
Anacreon was a popular subject for Hellenistic poets, who emphasize 
his interest in sympotic and erotic matters. Two ecphrastic epigrams by 
Leonidas (APL 306, 307) invite consideration of an unspecified image of 
the poet, drunk, missing one sandal, and singing of boys. This epigram, by 
contrast, provides no information about the appearance of the image and 
focuses on a small subset of the interests that the Hellenistic scholarly and 
literary traditions connect with him. The final assertion that a comment 
about the poet's interest in boys is all that is necessary to complete the 
depiction of him resonates playfully against ecphrastic descriptions that 
emphasize the verisimilitude of an image ( cf. Bing 1988: 121, Rossi 2001: 
284-5, Prioux 2007: 16-18). 
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The poem is composed of couplets consisting of an iambic trim
eter without resolutions (cf. Leon. APl 307, on Anacreon) followed by 
a Phalaecian hendecasyllable (xcv introductory n.), a meter used by 
Anacreon (PMG 397); the effect is to produce a couplet in which the 
first verse is one syllable longer than the second, and in which the iambic 
rhythm of the second half of the Phalaecian echoes the basic alternation 
of heavy and light syllables in the previous verse. The Doric dialect (cf. 1, 
2nn.) distinguishes the voice of the speaker from that of Anacreon and 
other natives of Teas, who spoke Ionic (cf. Ar. Thesm. 163). 

1[491] 8ciaa1: cf. 25, Leon. APl 306.2 (on Anacreon) 6cxeo. The Doric 
form (Attic/Ionic 6focr01) of the aorist middle imperative is metrically 
guaranteed. 

2[492] O""TTou6ci1 "seriously, attentively," though the ordinary epic sense "in 
haste" may lie in the background, evoking epitaphic addresses acknowl
edging the haste of the passerby and asking him to delay his journey 
only briefly (e.g. 37). Aiy' ... iv8f11s: cf. 265-6. ev6T}tS is the Doric 
equivalent to ei\6T}tS, but neither it nor e,rcxv, for which most witnesses have 
the Ionic equivalent e1r1iv, is metrically guaranteed. 

3[493] iv Tiw1: Anacreon 's birthplace ( e.g. Hdt. 3.12 1.1, Ar. Thesm. 161). 

4[494] "most extraordinary of earlier poets" (lit. "if there was anything 
extraordinary of earlier poets"). Here ei T11rep1crcr6v, in which the adjective 
is neuter in agreement with Tt ( cf. especially Theocr. 7 .4-5), is function
ally equivalent to a superlative. c~n60TT01c';,v: only here; for Anacreon 
as composer of w16ai, cf. Crit. 88 B 1.1-2 TOV 6e yuv01Keiwv µei\ewv ,ri\e~aVTCX 
lTOT' w16cxs I ri6uv ~VOKpEiOVTO Tews ElS CEi\i\66' cxvfiyev, Suda a 1916 "his life was 
directed at love for boys and women and at songs ( w16cxs)." 

5-6[495-6] These lines play on the idea that the absence of speech is all 
that keeps an image from being entirely realistic: here it is the speech of 
the viewer, and the focus is on the accuracy of the description rather than 
the accuracy and truthfulness of the artistic representation. TTpoa6ds: 

cf. 9I-2n. 1r0Te6T}K'. To'is vio1a1v a6ETo: Anacreon's interest in young 
men is an important feature but not the exclusive focus of his biography 
in Hellenistic epigrams (cf. Leon. APl 306.7-8, Diosc. AP 7.31.1, SGO 
08 I o 1/47), which often also mention his bibulousness. ipE'iS aTpEKiws 

"you will describe accurately." The phrase recalls epic uses of the adverb 
followed by a verb of speaking (e.g. Il. 2.10, 10.413), but epeis evokes the 
ecphrastic topos of imagining what a hypothetical viewer would "say" in 
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response to an image (e.g. Theocr. 1.42, Herodas 4.32-4). 
civSpa: cf. 92, 4I 3-I4n. 

DIOSCORIDES 

oAov TO\I 

Dioscorides flourished in the latter half of the third century. Several of 
his roughly forty extant epigrams have to do with Alexandria (xcvn, AP 
6.2go, AP 11.363). At least some points of contact between his epigrams 
and those of Damagetus, Rhianus, and Anti pater of Sidon are likely to be 
the product of engagement with his work by those poets. 

The epigrams cover a range of themes and creatively rework traditional 
forms and topics. Several erotic epigrams, though (pace Fraser 1972: 598) 
not so different from some poems by Asclepiades (6 Sens) and Posidippus 
(* 127 AB = Asclep. *35 Sens) in their "extravagant voluptuousness of 
expression" and ''highly sensuous vocabulary rich in compound adjectives," 
are explicitly obscene where his predecessors rely on innuendo; on these, 
see Iordanoglou 2003. A series of mock epitaphs for poets together con
stitute a cycle offering a mini-history of drama (c£ xcvi1, en introductory 
nn.). These combine features of funerary epigram with material drawn 
from the scholarly tradition (c[ Acosta-Hughes and Barbantani 2007: 439-
40). and treat the older style of archaic and archaizing poets as innovative; 
contrast LXX. Several epigrams deal with the cult of Cybele ( cf. c introduc
tory n.), and some others treat stories about Spartans (xcv1x, c1); both 
groups include poems incorporating dedicatory material in a wider nar
rative or dialogic context. There are also ecphrastic and satiric epigrams. 

Some poems are written in the Ionic /wine, others in Doric. Dioscorides' 
metrical practices, though less restrictive than Callimachus', resemble 
those of most Hellenistic epigrammatists in obsetving "Callimachean" 
norms for the hexameter, especially in the latter half of the verse ( cf. 
Introduction section 4h[i], Magnelli 2007: 181). Galan Vioque 2001 con
tains a full-scale commentary on the corpus. 

XCVII. DioscoridesAP 7.708 (24 GP) 

A mock epitaph for Machon, author of comedies in Alexandria in the 
first part of the third century. The poem belongs to a cycle of five epi
grams constructing a history of the theater (Fantuzzi 2007a); the others 
treat Thespis, Aeschylus (cv), Sophocles, and Sositheus. Athenaeus pre
serves fragments of Machon's comedies and substantial sections of his 
book of XpeTat, humorous anecdotes in iambic trimeter featuring para
sites, hetaerae, and other characters typical of comedy; see Gow 1965, 
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Kurke 2002. This epigram is modeled on Simias XLVIII, urging ivy to 
grow on the tomb of Sophocles in recognition of his literary excellence 
( euµa6h1). The reworking of a theme earlier applied to an Athenian play
wright enacts the contents of the poem, which argues that Machon's con
tribution lies in recreating elements from Attic Old Comedy. Machon's 
interest in the oldest comedy mirrors Dioscorides' focus on early drama 
(cf. CII introductory n.); the poem celebrates the reuse of ancient ele
ments in a novel context. The final lines set up an equivalence between 
Egypt and the cultural capital of the classical period, and so establish 
Alexandria as the heir of a still living ( cf. 1-2) tradition of comedy that 
originated in Athens. 

1 [497] 1<wµw160ypcxcpw1: a technical term used in the scholarly tradition 
(e.g. Lvct. Ar. Clouds 296), though Kwµw16(1)01r016s is more common (Pl. 
Ap. 1 8d, Phaedo 70c, etc.). 1<oucp11 1<ov1: epitaphs often express the 
wish that dust might lie "light" on the deceased (e.g. IMEGR 10.16), and 
the address (cf. Zenod. or Rhianus AP7.315.1 = Rhianus fr. incert. 76.1 
Powell \Va<pap-ri K6v1) implicitly assumes that this wish has come true for 
Machon. 

1-2[497-8] Tov ... cpipo1s: cf. 2 3 I-2n. The image is that of the earth 
awarding ( <pepo1s) a prize of victory to Machon. <p1Acxywv occurs only 
here. V"TTEP Tiiµ~ou (wvTa: the juxtaposition of the prepositional 
phrase and participle emphasizes the vitality of the ivy and, since the plant 
is a symbol of victory, the continued flourishing of Machon's poetry even 
after his death. 

3[499] 1<ucpwva: a playful double entendre. Ku<pwv literally refers to a 
wooden collar for criminals and was used as a term of abuse ("good for 
nothing") befitting Machon's own abusive manner (cf. Suda K2800, L Ar. 
Wealth476), but it was also an article of women's clothing (Posidipp. Com. 
fr. 45), a meaning subsequently confirmed by irai\iµiri\uTov and picked up 
by 4 riµ<piecras. "TTaAiµ"TTAuTov "rewashed." 

3-4[499-500] Tl ... Ad'f'avov: the precisely interlaced (ABABA) word 
order shows an artifice that suits the focus on TEXVT\ here. ti1-1cpiEaas 
"you cloaked"; cf. 506n. 

5-6[501-2] Machon's imagined response (epei) is directed at Athens. It 
anticipates and rejects the criticism that Machon is derivative by adducing 
the spontaneous growth (ire<puKe) of bitter Attic thyme on the banks of the 
Nile, but also asserts Egypt's ( occasional) competitiveness even in a genre 
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particularly associated with Athens. See introductory n. o -rrpia~us: 
cf. 4I7-I9n. ipEi: cf. 49, 4I8-I9. KiKpo-rros -rroA1: the periphra
sis for Athens finds close parallels in Attic drama of the classical period, 
including Aristophanes (fr. 1 1 2. 1 w 1r6i\1 cpii\11 KeKpo,ros; cf. Clouds 300-1, 
Wealth 772-3, Eur. Hipp. 34, Ion 1571); it is thus especially appropriate in 
Machon's claim to sharing features with Old Comedy. iaT1v oT· "some
times" (Smyth §2515), a crucial qualification: Machon is a member of a 
select group. iv Mouaa1s: suggesting "in the Museum"; cf. Herodas 
8.72. 6p1µu ... 6uµov: i.e. comedy. Thyme, sometimes described as bit
ter (Hp. Nat. Mul. 7.330.8 Littre) - the Attic variety was especially so (Arist. 
Prob. 925a9) - was associated with Attic style (Luc. Hist. Conser. 15, Quint. 
12.10.25). 6p1µu may imply that Machon's work includes some of the harsh 
personal abuse found in Old Comedy (I"ct. Ar. Clouds 64 6p1µfo ... Kai 
a<ITeia Tex TiiS Kwµw16ias crKwµµaTa, Gabathuler 193 7: 87--go) or obscene 
and scatological jokes, which were characteristic of fifth-century comedy 
but not of later periods (Konstantakos 2015, esp. 33-6). It is less likely 
that Machon has combined formal features of Old Comedy (choral songs, 
polymetry) with the content of New Comedy. Further discussion in Webster 
1963: 537-43, Gow 1965:4-5, Fantuzzi 2007a: 120, 2007b: 494-5. 

XCVIII. Dioscorides AP 7. 76 (33 GP) 

The tomb of Philocritus, a retired sailor, is flooded by the Nile so that his 
body is lost at sea. The poem is related to epigrams in which a drowned 
man complains about the location of his tomb in proximity to the sea 
( e.g. Asclep. 30 Sens), and to those in which sailors survive the sea but 
die paradoxically on land ( cf. xx1v); here Philocritus dies uneventfully 
on land only to end up as though shipwrecked. The change in his for
tunes is illustrated at the structural level by ring composition, with the first 
and last couplets corresponding in language and theme: 5 Kai ~wos µev 
ecpeuye mKpflv &"A.a restates the opening eµ,ropi11s Afl~aVTa <l>1A6Kpnov, while 
the remainder of each couplet describes Philocritus' "tombs," the first 
in the earth and the second in the water. The final clausula of the first 
and the last hexameter opens with a temporal adverb ( 1 apT1 6' - 5 viiv 
6e), 5 KaAucp6eis reframes the action of 2 EKPU4'E, and 6 vau11yov ... Taq>ov 
corresponds to ~eivw1 and Taq>w1 in comparable positions in 2. The central 
couplet narrates the disruption of Philocritus' first grave. 

1-2[503-4] The lines contain a compressed chronological account in 
which the moment of Philocritus' death is left implicit: having retired 
(Afl~avTa) from trading, he had just begun farming ( ap6Tpou I yeu6µevov) 
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when he (died and) was buried at Memphis. ~dvw1: Philocritus set
tled in Memphis as an expatriate, but the word also prepares for his 
subsequent reburial at sea, since in epigrams shipwrecked sailors are reg
ularly said to be washed up and buried on foreign shores (e.g. Leon. AP 
7.661.3). Miµcp1s: for the personification of the city in which a per
son is buried, cf. 24 5-6n. i1<pU'flE Tcxcpw1: this and similar collocations 
occur frequently in epitaphs; e.g. CEG 528.2, 607. 

3[505] NdA010 noAus poos: a variation of the more common Hellenistic 
expression µeyas p6os (e.g. Call. h. 2. 108 ~crcrupiou noTaµoio µeyas 

p6os). u6aT1 Acx~pw1: a Homeric collocation (/l. 16.385 Aa~p6TaTov ... 

u6wp; cf. 15.625, 21.270-1, A.R. 2.594 KVµOTl Aa~pw1)' but here the etymo
logical connection with Aaµ~avw is pointed. 

4[506] Tiiv 6My11v ~wAov "his small piece of earth," i.e. his grave; the same 
expression is used of a tomb at Leon. AP 7 .656. 1, but here the noun, with 
its basic sense "clod," picks up the reference to the dead man's time as 
a farmer ( cf. cxp6Tou). CXTIT1f.1cpiaa1 "disrobed," a development of the 
commonplace that someone who has been buried is "cloaked in earth"; 
cf. I27-8n. 

5 [507] n11<pT)v aAa: the standard term for "salt water," though here sug
gesting the bitterness of death at sea. 

6[508] vau11yov ... Tcxcpov "a shipwrecked (sailor's) tomb," i.e. in water. 

XCIX. Dioscorides AP 7.229 (30 GP) 

A Spartan father sheds no tears as he buries a brave son. The poem is 
one of a number of epigrams on the reaction of Spartan parents to their 
sons' actions in war, including several in which a Spartan mother kills a 
child who has failed to show valor. These regularly end with the mother 
repudiating her son's behavior; here, the father's endorsement of it sim
ilarly reveals his Spartan character. A set of oppositions emphasizes the 
symmetry between father and son. Lines 1 and 4, at the beginnings of the 
two halves of the six-line epigram, name the son and father respectively, 
with 4 eni nupK0°if\s matching 1 en' acrni6os. cx6aKpus at the end of the last 
hexameter poignantly echoes cxnvous at the end of the first. Finally, the 
first words of the poem, naming the son's home village, Pitana, corre
spond with the final word /\aKe601µ6v1ov, which reframes Spartan identity 
as ethical rather than merely geographical. 
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The dialect of the poem, despite its Spartan theme, is transmitted as pre
dominantly Ionic, with the exception of the opening words Tcxv TTncxvav. 

The epigram is the model for Aus. 24 Green. 

1 [509] Tav TI1Tcxvav: accusative of motion. Pitana was a village ( Kwµ11) 
on the banks of the Eurotas. 8paau~ouAos: a common Spartan name 
( though the local dialect form would be 0pacrul?,wi\os) appropriate for a 
man who has shown bold resolve in battle. hr' acnri6os: the son has 
lived up to the code famously embodied in the demand of Spartan moth
ers that their sons return from war either carrying their shields or on 
them (cf. Plut. Mor. 241f ii TavTav ii eiri TauTas, Stab. 3.7.30, Sen. Suas. 2.8, 
Val. Max. 2.7 ext. 2). ;;Au6Ev: the form, guaranteed by meter, is typical 
of epic/Ionic, though it appears occasionally in literary Doric ( e.g. Pi. 
Pyth. 3.99). cx'TTvous: cf. 289. 

2[510] 'TTpos :4pydwv: for the traditional enmity between Sparta and 
Argos, cf. c1. 

3[511] 6uKvus 'TTpoaEha 'TTCXVTa: the boy never turns his back to the battle, 
so that all his wounds (2 bncx) are in the front. 

3-4[511-12] o 'TTpia~us I 'TTai6': the juxtaposition, at the midpoint of the 
poem, emphasizes the gravity of the father's loss in old age; cf. 229-3on. 

5-6[513-14] Tynnichos' refusal to lament his son represents an extreme 
version of the common place that those who have died courageously in battle 
are blessed rather than unfortunate; e.g. Hdt. 1.30.4-5. da1ia6waav: 

third person plural present imperative passive ("let ... be lamented"). 
Media-passive imperatives in -cr0wcrav appear in Attic prose first in the 
fourth century (e.g. Xen. Cyn.4.11, Pl. Laws 6.760a) and become a fea
ture of the Ionic koine in the third century; cf. Abbenes 1990. cx6aKpus: 

that Tynnichus does not cry is both a mark of restraint ( cf. Plut. Agis et 
Ckom. 43. 7, where the public display of tears is treated as un-Spartan) and 
a reflection of his pride in his son's death on Sparta's behalf ( cf. Plut. Mor. 
241 C OU ... OUTOV EVEKEV ETEKOV, Yva u,rep TCXS 2,rcxpTOS cmo6cxv111, TOUTO µ01 
cruvel?,11). Tov Kai iµov Kai AaKE6a1µov1ov: perhaps playing on a tradi
tion of poems in which Spartan mothers disown their children; cf. Asclep. 
*48 with Sens's note, Tymnes AP7.433.8 To µ11 IircxpTas &~1ov ou6' freKov. 

C. DioscoridesAP 6.220 (I6 GP) 

A gallus, an emasculated priest of Cybele, is followed into a cave by a lion, 
but divine inspiration leads him to beat his kettledrum, and the beast 
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runs away. The lengthy narrative culminates in an "embedded" dedica
tion of both cave and instrument. At sixteen verses in length the poem 
is longer than most Hellenistic epigrams in the Anthology, and until 
the final dedication it is indistinguishable from narrative elegy. Several 
Hellenistic epigrams describe this encounter ("Simon." AP6.217, Ale. AP 
6.218, Antip.AP6.219, Ant. AP6.237) and others refer to the behavior of 
Cybele's adherents (e.g. Hermes. fr. 8, Leon. AP6.281, Rhianus AP6.173; 
cf. Call. frr. 193.34-6, 411 Pf., Alex. Aet. AP 7.709.3), including two by 
Dioscorides (AP9.340, 11.195). Although the goddess's rites were known 
and practiced already in fourth-century Athens (cf. Dern. 18.260, JG II/ 
IIf-\ .4 133 7), greater familiarity with the Near East in the Hellenistic period 
seems to have led to increased literary interest in them, perhaps stimulated 
by the publication around 300 BCE of a detailed discussion by a certain 
Timotheus (cf. Bremmer 2004). Hermesianax (fr. 8) tells the story of Attes, 
a Phrygian by birth and unable to bear children, who moved to Lydia, 
introduced the mysteries of Cybele there, and was killed by a boar sent by 
Zeus (for the alleged link between this story and Herodotus' account of the 
death of Atys, son of the Lydian Croesus, on a boar-hunting expedition, cf. 
Bremmer 2004); the movement of Attes from Phrygia to Lydia and the dis
creet phrasing with which his inability to procreate is described resemble 
features of Dioscorides' narrative (cf. 3n.). The encounter between gallus 
and lion may have Near Eastern roots (West 1969: 117-18), but the form 
it takes in Hellenistic epigrams may be inspired by Leon. AP6.221, where 
a lion enters a farmstead to escape rough weather and the residents pray 
to Zeus for protection; when the lion leaves without harming them, they 
dedicate an artistic representation of the episode to the god (for the rela
tionship of this poem to "Simon." AP6.217.1-2, cf. Bonsignore 2013-14: 
2 15-1 7). For the relationship of this and other Hellenistic epigrams on 
the theme to Catull. 63, see Harrison 2005, Harder 2005. 

Cairns ( 2016: 97-1 o 1) argues that the detailed geography of the poem 
suggests it was produced to advertise and explain the origin of a specific 
sanctuary of the Magna Mater on the road between Pessinous and Sardis, 
but the poem's complex literary affiliations and the fact that Dioscorides 
composed several epigrams featuring galli make it unlikely that it served 
this pragmatic function. Fantuzzi (2019) argues that it engages with 
Hellenistic discussions of the value of the music associated with Cybele: 
although the inspiration of the goddess is represented as savage (3 &yp1a), 
the poem ultimately treats her music as powerful and salvific. Speech and 
sound feature prominently, as does "wind," both metaphorical and literal 
(2, 4, 9). 

1[515] l:cxp61s: Ionic accusative plural ( cf. Hdt. 1. 15). ITEaa1voEvTos: 

Pessinous, on the border of Phrygia and Galatia to the north of the River 
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Sangarius, was the principal site of the cult of Magna Mater (cf. Str. 
12.5.3). 

2[516] Wild hair-shaking was a characteristic behavior of galli in ancient 
poetry ( cf. Diosc. AP9.340.3, Call. fr. 193.34-6, Leon.AP6.281.6, Rhianus 
AP 6. 173.2, adesp. AP 6.51.8). iKq,pwv µa1voµiv11v: the juxtaposition 
emphasizes the gallus' maddened state. µ01voµev11v is a transferred epithet, 
properly describing the man's condition but grammatically applied to his 
hair; cf. An tip. AP6.219.2 i\ucrcroµaveis TTAoKaµous. aviµo1a1: here literal 
"winds," but anticipating later references to divine inspiration. 

3 [517] cxyvos "chaste," a discreet allusion to castration; cf. Hermes. 
fr. 8 ou TEKV0TT016s (see next n.). ,,ATus: the name, which was borne 
by members of the Lydian royal family (Hdt. 1.7.3, 34.2, 94.3, 7.27.1, 
7 4. 1), here evokes Attis/ Attes, Cybele's divine consort whose name was 
used by priests at Pessinus. 8aAaµ11"TT0Aos: the word, originally used 
of female attendants, here refers to a priest in charge of the cave conse
crated to Cybele, generally identified in Greek with the Mother of the 
Gods, Rhea; cf. Nie. Alex. 7-8 (Pei11s ... 6ai\aµa1 Te Kai epyao-Tf1p1ov ,,ATTew, 

explained by the scholia ad loc. as sacred underground places dedicated 
to Rhea. 

3-4[517-18] cxyp1a ... 8Euq,opi11s "The savage inspiration of his harsh divine 
possession was cooled." The emphasis on the harshness of the experience 
discreetly points to the self-mutilation performed by galli. i'1'ux811 ... 
'TTVEuµaTa: playing on the basic sense of '+'uxw, "blow," and its common 
extended sense "cool." Trvew and its cognates are commonly used of divine 
possession ( e.g. Hes. Th. 31). xaAnriis ... 8Euq,opi11s: as applied to an 
emasculated and thus chaste gallus, the apparent reworking of Call. Epigr. 
30.4 xai\eTTfi1 6 · flVTeo 6euµopi111, of a lover reduced to skin and bone by 
desire, is perhaps ironic. 

5[519] aTdxovTos: modifying 3 auTou. 
ward from its mouth. 

KciTavTES: the cave slopes down-

6[520] vEuaas "diverging," an unusual sense (more usually, 
"nod"). ~a1ov: adverbial, qualifying aTTw6ev. 

7[521] TOU: object of wpoucre (cf. LSJ 6pouw 1.2). 

7-8[521-2] av6paa1 ... I 8apaaAio1s: i.e. even for brave men, by contrast 
with the emasculated gall us. 6Eiµa "source of fear"; cf. Soph. Phil. 927, 
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Eur. HF700 6e(µcrra 811p6'lv. yall.w1: the term .. gallus," first appearing 
in the third century, was ~ociated by Greek authors with the Phrygian 
river Gallus and the eponymous king Gallus who was castrated in an 
ecstatic frenzy at the wedding of his daughter ( cf. Call. fr. 411 , Bremmer 
2004). ous· ovoµaOTov axos "an indescribable source of grief'; the 
phrase resembles Od. 19.260, 597, 23. 19, where ovK ovoµaaT,;v means 
.. unmentionable." \t\llereas the reaction of a brave man can be described 
as .. fear," no suitable word exists to express the abject terror of the gallus 
( though it is in fact called 6fos in g). 

9[523] The reinspiration of the gallus and the consequent change in his 
fortunes occur at the poem's midpoint. avau6os . . . 6ious wo: the 
gallus' fearful silence develops the theme of speechlessness implicit in 8 
ov6" 0\/0J,IOC'TO\I. aup'll "inspiration"; cf. 4 1T\/Euµcrra. 

10[524] is Tov iov Tvµmxvov: the Suda (TI 167) cites this line to illustrate 
the rare use of masculine Tiiµ,ravos rather than neuter Tiiµ,ravov. 

11 [525] ou ... fJVICTlO"avTos "and when it made a deep bellowing sound" 
(genitive absolute), in contrast to the gallus' silence. µu~aoo, "bellow," 
is properly used of cattle lowing, and though its extended use includes 
the roar of lions (Nonn. Dion. 42.148-g) and other sounds (cf. e.g. n 
20.260), it may evoke the many encounters between lions and cattle in 
epic. The implication is perhaps that the drum had an oxhide skin. 

13[527] papvv: the reiteration of the word (cf. 11 (xxpu) might suggest the 
reverberation of the kettledrum. ou 1,1dvas "not tolerating." aKoais 
"in his ears," with ~apuv. iK 6' iPOTIO"IV: sc. Atys; for the phrase cf. A.R. 
3.631. The unmarked change of subject calls attention to the suddenness 
with which Atys' voice returns when the lion flees; cf. 161n. 

14-16(528-30] The final three verses contain an elaborate .. embed
ded" dedicatory epigram, spoken by the gallus in the present tense 
and thus imitating the act of dedication. J:ayyapiou: the Sakarya 
river in Phrygia, which features prominently in the Phrygian account of 
Cybele's rites as they are recounted by Timotheus. xdA.01 "banks," as 
often. 8aAa1,111v: i.e. the cave, now dedicated by Atys as a shrine ( cf. 
3n.) to Cybele. (wayp1a "(as) a reward for saving my life," a rare 
Homeric word (ll 18.407, Od. 8.462; cf. Call. fr. 516). AaAaY111-1a: 
i.e. the kettledrum (abstract for concrete). The noun, lit ... chattering," 
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may be inspired by Alex. Aet. AP7.709 Ao.Ao Tvµirovo (Ao.Ao Meineke: KoAa 
MSS). It is a hapax legomenon formed from AoAoyew, more typically used of 
the prattling of humans (Pi. Olymp. 2 .97) and the chirruping of insects 
and birds (Theocr. 5.48, 7 .139). It would be more appropriate for the 
cymbals of the galli (cf. Eryc. AP 6.234.5) than for the deep-sounding 
(J?>opu ... J?>opuv) drum. CXVTi8iµa1: i.e. OVOTi8eµ01. 

Cl. DioscoridesAP 7.430 (3r GP) 

Two Argives survey the aftermath of a battle. The epigram participates 
in a debate about the Battle of Thyrea (mid-sixth century) between the 
Argives and the Lacedaemonians. According to Herodotus ( 1.82.4-6, 
8), 300 men from each side fought to the death, and when the fight
ing was over, two Argives and one Spartan were left; the Argives, Alcenor 
and Chromius, returned to Argos on the assumption that only they had 
survived, whereas the Lacedaemonian survivor, Othryades, stripped the 
Argive corpses and returned to his camp. A dispute arose about who had 
won, since the Argives claimed they were represented by a greater num
ber of survivors, the Spartans that their opponents had fled the field. The 
poem is one of several epigrams on the battle ("Simon." AP 7 .431, Nie. 
AP7.526, Chaerem. AP7.720, 721, Damag. AP7.432, Gaet. AP7.244). 
"Simonides" and Nicander support the Spartans, but Dioscorides' poem, 
in rejecting the claim made by Herodotus that Othryades returned to 
his camp and remained at his post and by showing the Argives present at 
the site in the immediate aftermath of the fighting, seems to endorse the 
Argive position (Cairns 2016: 306-13). 

That the poem is meant as a dialogue is strongly suggested by the asyn
deton at the head of 5 and 7. Some editors mark a change of speaker 
before ex irp6iroTop Zeu (9), but this is unnecessary and removes significant 
structural symmetry: one Argive speaks the opening and concluding four 
verses, the other the central distich. The dialogic form is consonant with 
some aspects of the poem's diction, which includes several elements reso
nant of tragedy ( cf. 7-8n.). 

The poem enacts the process of reading and making sense of a dedi
catory inscription. Cf. cxxv1 introductory n., Herodas 4.21-4. Here, the 
opening queries are answered in chiastic order by 7-10, which pick up 
the language the first two couplets (3 v<p' oiµoTos,.., 8 oiµoTos, 2 ireATo Liwpis 
,.., 7 e,r' acriri6os). Without quoting the actual inscription, the Argive reader 
paraphrases the essential information contained in it: the name of the 
dedicator, Othryades; the intended recipient, Zeus; and the reason for 
the dedication ( cf. 1 on.). 
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1-2(531-2] The paired opening questions and the phrase Ka6&4'EV I evTea 
resemble Antim. AP9.321.1-3 (= fr. [205] .1-3 Matthews), on the Spartan 
Aphrodite in armor: ThTTE µ66c.uv CXTAT)TOS ,Evuai\io10 i\ei\oyxas, I Ku,rp1; TiS 6 

4'EUcrTas crTvyvcx Ka6a'+'e µcXTav I evTea; - but the relative chronology, like 
the identity of that poem's author, remains uncertain. vEoaKvAEuTa: 

a neologism. The stripping of corpses forms part of the story told 
by Herodotus ( 1.82.6 crKui\eucras Tous J\pyeiwv veKpous). Tw . . . 
avaypacpETa1; "Whose Dorian shield has been inscribed?"; cf. Introduction 
section 4e. The present is here used as a vivid equivalent of the expected 
perfect. The severe Doric form Tw ( = Tov = Tivos) is appropriate for either 
Lacedaemonian or Argive speakers (Introduction section 4g). -rriATa 

Awpis: the adjective would suit both Spartan and Argive shields and does 
not identify the side to which the shield belongs. The ireih11 was properly 
a light shield of Thracian origin that would have been inappropriate for a 
hoplite battle in the mid-sixth century (cf. Xen. Mem. 3.9.2), though light 
infantry armed with it (peltasts) were a feature of Hellenistic armies; cf. 
Fischer-Bovet 2014: 137-8. 

3[533] -rrAcx8n "is flooded" (iri\ii6e1), perhaps implying an image such as 
that at A.R. 3. 1391-2, where furrows are said to have filled ( iri\ii6ovTo) 
with the blood of the Earthborn; cf. Il. 21.218, Eur.HF1172. 8upEaT1s 

... a6E: sc. yo. Aox1Tav: both Sparta and Argos had i\6xo1, "companies" 
(i\oxh11s of Argives at Aesch. Ag. 1650, Ch. 768), though here the word 
may evoke Herodotus' claim ( 1.82.8) that Othryades ultimately killed 
himself out of guilt, TWV oi crui\i\oxlTewv 61ECp6apµevwv. 

4[534] xaµis = Kai aµis; the Doric form of the pronoun (Buck § 1 19) is 
metrically guaranteed. Tot = oi. 

5-6[535-6] "Search every fallen corpse, to make sure that no one left still 
alive has made a false claim to glory on Sparta's behalf." 6E6ou-rrcha: cf. 
Il. 23.679 6e6ouir6Tos Oi6m66ao, where ancient scholars debated whether 
the participle was used catachrestically to mean "having died" or referred 
to a suicidal leap. Here it means "having fallen in battle" (cf. Il. 13.426); 
some Hellenistic poets used the verb in the sense "die" without implying 
a martial con text ( cf. A.R. 1. 1304, 4. 55 7, Lye. Alex. 492). h' iµ-rrvous "still 
alive" (e.g. Eur. Phoen. 1442, fr. 936). An-rroµEvos: passive, as in 4; cf. 
Hdt. 1.82 .4 UlTEAEilTOVTO E~ cxv6p&v E~OKocric.uv Tpeis. KU6os iAat,1\fJE vo8ov 

"made his glory shine false (ly) "; cf. Pi. Nem. 8.34 "[Misrepresentation] 
does violence to the illustrious (To ... i\aµirp6v) and upholds (cxvTeive1) 
the rotten glory (Ku6os ... cra6p6v) of the obscure." ei\aµ'+'e is transitive 
( e.g. Eur. Hel. 1 131 cxcrTepa i\aµ'+'as), and the phrase as a whole is based 
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on the intransitive use in expressions such as Acxµ1re1 ... KAeos (Pi. Olymp. 
1.23). vo8ov: i.e. illegitimate. 

7-8[537-8] "Hold your step. For here on the shield the victory of the 
Spartans is proclaimed with Othryades' dried blood." iaxr ~cxa1v: the 
speaker has found the perpetrator and there is no need to continue search
ing. There may be a reminiscence of orders to stop addressed to passersby 
in epitaphs; cf. 2 5n. ~oats is characteristic of tragedy (cf. Olson-Austin on 
Ar. Thesm. 968) and appropriate to the dialogic form. cpwvriTa1: passive. 
For the idea, cf. Aesch. Sept. 434 (of the torch depicted on Capaneus' shield) 
xpucrois 6e q>CuVEl ypcxµµacrtv, ",rpflO"Cu lTOAlv." 8poµ~o1s aiµcrros: lit. "clots of 
blood," i.e. dried blood; the collocation is common in the medical writers, 
but cf. also Aesch. Ch. 533 8p6µ~ov aiµOTos, Antiph. fr. 55.8. 'O8pucx6a: 
genitive singular. The speaker has read Othryades' name on the inscription. 

9[539] xw To6r µox8iiaas "And the one who accomplished this with toil," 
answering the initial question. aTTaipn: cf. 5 eµ,rvous. a 1Tpo1TaTop 
Zru: a variation of the more common invocation of Zeus as TICXTEP (/l. 
1. 544, etc.). Othryades has dedicated the shield to Zeus ( cf. [Plut.] Parall. 
min. 306b), to whom the speaker refers as the father of the eponymous 
founder of Argos and thus his figurative ancestor. 

10[540] a.u~ov "reject with loathing." The request reverses the more usual 
prayer for a god to accept an offering favorably ( cf. 2 94n.). av11<cxTw 
... cpuA01T16os: as spoken by the Argive, the phrase must carry the unusual 
sense "strife that was not won by the man who claims victory." Its literal 
sense "strife that had no victor" self-referentially suits combat whose out
come remained controversial. Othryades may be imagined to have asked 
the god to accept the armor as crvµ~oAa viKflS• cpuAoms is markedly epic in 
color. auµ~oAa: i.e. the evTea. For the expression, e.g. 3 2 6n., Call. fr. 59.7 
Pf. viKT}S cruµ~o/\ov 'lcr8µ1cx6os. 

Cl/. Dioscorides AP 7.4I I (2I GP) 

On Aeschylus' innovations in the manner, language, and staging of trag
edy. The epigram's first phrase links it closely to Diosc. AP 7.410, which 
purports to represent the work of Thespis and his invention of tragedy; 
it initially gives the impression that this poem's subject will be the same. 
Only in 3 does it emerge that the focus will not be on the texts indicated 
by the demonstratives of 1-2 but on Aeschylus' development of them. 

The poem's account of the development of tragedy from insignificant 
amusements broadly mirrors late classical and early Hellenistic accounts 
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( cf. 5n.), and the diction recalls that of the biographical and literary
historical tradition ( cf. 1-2, 3nn.). But the representation of Aeschylus and 
his work more specifically evokes the treatment of him in Aristophanes' 
Frogs (for this play's effect on the subsequent treatment of Aeschylus, 
see Hunter 2009), though it modifies the opposition there between the 
archaizing Aeschylus ( cf. Vita 5, where he is said to view archaizing, heroic 
grandeur as a desideratum) and the innovative Euripides, by treating 
Aeschylus as simultaneously archaic (6n.) and innovative (5n.). 

This engagement with Aristophanes raises the question as to what lit
erary values underlie the poem. In the second couplet, Aeschylus' words 
are implicitly compared to the content of inscribed epigram, and evoke 
the inherent contrast between the refinement and limited scope of the 
epigram and the grand style of its honorand. Moreover, the praise of 
Aeschylean grandeur appears to be at odds with the values expressed in the 
prologue to Callimachus' Aetia, where the contrast between Callimachus' 
refined poetry and the bombast of his rivals is couched in language and 
imagery deriving from the opposition between Euripides and Aeschylus 
in the Frogs. The epigram also appropriates and inverts the critical lan
guage of Call. h. 2 .108-9, where the copious but dirty Euphrates contrasts 
with the limpid spring representing the poet's own work. 

1-2(541-2] The association of the earliest tragedy with rural games 
( iraiyv1a) and revelry ( Kwµous) reflects an evolutionary view of the genre 
resembling Aristotle's statement that as a consequence of its "satyric" ori
gins, it began with µ1Kpoi µ0601 and i\e~1s yei\oia but was ultimately made 
serious (Poetics 1449a19-21). See further Glucker 1973, Fantuzzi 2007a, 
Nervegna 2017. 8iO"TI"16os ... TOUTo recalls epigrams that begin by 
announcing "this is the tomb-/ grave-marker of so-and-so," but here the 
referent of the demonstrative is tragedy as a genre; for the fiction that 
the epigram marks a volume of poetry, cf. Asclep. 28.1 Sens 'Hpivvas 

ovTos ir6vos. EvpEµa evokes the Hellenistic interest in identifying 
the first inventors of individual forms (cf. 485n.; for Thespis as inven
tor of tragedy, cf. ~ Dion. Thrax p. 475.20-1 Hilgard, Clem. Alex. Str. 
1.16. 79). av· uAav: a Hellenistic line end (Theocr. 1.1 16, A.R. 4.1338, 
Nie. Ther. 499), here perhaps playing on the use of the noun in reference 
to literary "material." naiyv1a ... TEAnoTipous: Aeschylus' elevation 
of tragedy is couched in terms evoking biological maturation, beginning 
with child's play and becoming more fully adult (for TEAetoTepous in this 
sense, cf. Aesch. Ag. 1504). Toua6E: cf. 1 TovTo. TEAnoTipous "so as 
to be more fully formed," predicate with 3 e~u4'wcrev. The question as to 
whether Aeschylus "perfected" tragedy is implicit in the comment of the 
ancient Vita endorsing the view that Sophocles was a "more perfect" tragic 
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poet ( 16 Tei\ewTepos Tpayw16ias TTOlflTllS Ioq>oKi\fis; cf. Quint. 10.1.66-8), 
but adding that perfection was easier in the wake of Aeschylus. 

3[543] i~u'l'waev "elevated to stylistic grandeur"; cf. Arist. Poetics 1449a20-1 
OTTE<Jeµvuv8T), Ar. Frogs I 004 TTPWTOS TWV 'EM,;vwv TTupywcras pflµOTO creµvcx. 
The compound is novel, but the simplex elsewhere refers to "sublime" 
style ( {hyos); cf. Longin. 14.1 with Russell's discussion on pp. xxx-xu1. 

3-4[543-4] o ... KaTap6oµeva "the one who inscribed words not cut with 
a chisel, but as though drenched/swept downstream in a torrent." 1-'Tl 
aµ1~euTcx ... I ypaµµaTa: an idea drawn from Ar. Frogs 819, where crµ1i\euµaTa 
... epywv are mentioned as a Euripidean technique against Aeschylus, 
is here reimagined as an epigraphic metaphor (see introductory n.). A 
crµ1i\ii is a chisel of the sort used for cutting inscriptions ( cf. Arnott on 
Alexis fr. 223.8), xapcxcrcrw was the uox propria for cutting letters on stone, 
and Aeschylus is represented as a stonecutter grandly updating Thespis' 
"invention." Cf., in an inscriptional context, CEG 777.ii.3 xapcxyµacr1 
Moucrwv. xuµappw1 6' oia KaTap6oµeva: the language entails both that 
Aeschylus' words are grand and sweeping, not finely hewn - though the 
sense ("washed downhill") is not elsewhere attested for KaTcxp6w ( ordinar
ily "irrigate") - and that they are like inscribed letters "made obscure by 
the flood," i.e. as though under ( or worn by) water; for inscribed letters 
that are difficult to make out precisely, cf. Thuc. 6.54.7. Comparison of 
poetic language to flowing water is traditional ( cf. Pi. Olymp. 10.9-1 o), 
but the more specific image of the grandiloquent poet as a raging torrent 
resembles the characterization of Cratinus at Ar. Knights 526-8, proba
bly picking up Cratinus' own self-assessment (fr. 198). At Ar. Frogs 1005 
Aeschylus is said to have "sent forth a spring" (Kpouvov aq>ie1). 

5[545] Tex KaTcx crKf1VT)V "things having to do with the stage," a very general 
way of referring to the playwright's contributions, which were described 
variously by Aristotle (Poetics 1449a15-18) and in the subsequent bio
graphical tradition (cf. Them. Or. 26.316d, Suda 01357, VitaAesch. 14T11v 
... crKflVllV eK6crµT)crev). 1JETEKaiv1aev: a novel coinage, perhaps picking 
up the prefix of µeTa~ai\etv at Arist. Poetics 1499a20, of the development of 
tragedy (Glucker 1973: 87-8). aToµa: the personification is common 
in Hellenistic poetry, e.g. 559, Theocr. 7.37 eyw Mo1crcxv KaTTupov crT6µa, 
[Mosch.] 3.72. navTwv: i.e. "in every respect." 

6[546] 6e~1ov: of Aeschylus at Ar. Frogs 1 121 ( cf. 762); Dover ( on 
Aristophanes' Frogs, pp. 13-14) argues that the adjective was already 
becoming obsolete as an evaluative term in the late-fifth century; if so, 
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it may have an archaic flavor here. apxaiwv ... iun8iwv: in treating 
Aeschylus as one of the ancient heroes, the phrase links him with the 
"heroic" manner, subject matter, and dramaturgical practices for which 
he was known; cf. Ar. Frogs 1030-44, Vita Aesch. 5 apxatov eivm Kpivc.vv To 
µeyai\o,rpeires TE Kai ripc.v'iKOV. 

CIII. Dioscorides AP 5.55 (5 GP) 

A sexual encounter with Doris. Lines 1-2 provide a narrative summary, 
culminating in the assertion that the speaker has become immortal; the 
final couplet explains that claim by treating the climaxes of Doris and 
the speaker in language evoking religious practice. The poem offers an 
eroticized account of Doris' body that focuses first on her buttocks and 
legs, then her eyes and breasts. Although the speaker initially represents 
himself as the active partner ( 1 61aTEivas), Doris subsequently assumes the 
active role, before being represented again in passive terms (8 e~exu6fl). 

The poem belongs to a tradition of epigrams on sexual encounters, and 
picks up the horse-riding imagery of Asclep. 6 Sens; unlike that and similar 
poems (e.g. Asclep. *35 Sens= Pos. *127 AB), however, it makes the sex
ual character explicit before introducing the metaphor of horse-riding. 
The principal archaic model is the "Cologne Epode" of Archilochus (fr. 
196a), describing a sexual encounter with a young woman. Lines 1-2 
recall Archil. 196a.42-3 ,rap6evov 6 I ev &vee[ ow I TT}A] e66:ecrcn i\a~wv' while 
7 airecrireicr6fl i\euKov µevos seems related to the speaker's account of his 
ejaculation at Archil. fr. 196a.52 [ .... ]ov a<pf\Ka µevos (where i\euK]6v is a 
likely supplement). In Archilochus, however, the girl is a virgin; here she 
appears sexually adept. Moreover, in Archiloch us the speaker suggests 
that the pair might find pleasure "outside the divine thing" ( 15 ,rape~ 
To 6eiov xpf\µa), i.e. in acts other than vaginal intercourse; here the lan
guage anticipates the culmination of their intercourse as an apotheosis 
( 1-20.; cf. 5-70.). Finally, in Archilochus the focus is on the speaker's 
own orgasm; here the climax is mutual. 

1-2(547-8] The couple's position, the precise meaning of 61aTEivas 
and 066:vaTOS yeyova, and the relationship of UlTEp i\exec.vv to &v6ecr1v ev 
xi\oepois are initially unclear. po6chruyov "rosy-buttocked," a novel 
epithet formed on the model of po6o6cxKTui\os, the epithet of Dawn, and 
po66irflxus, used especially of nymphs and other divine figures in epic and 
elsewhere. This association prepares for the metaphorical deification 
in 2; for the attributive adjective establishing a theme developed subse
quently, cf. e.g. Asclep. 20.1 Sens ~6pK1ov ii <p1i\e<pfl~os. u,rip AExiwv 
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"on the bed" ( cf. Colluth. 3 7 5 UTTVWOUO"OV UTTEP i\exec.uv). 6taTdvas: 

both literally "stretching her apart" and metaphorically "straining her 
to the utmost." av8ia1v iv xAoipois: the meadow is a common place 
for sexual encounters in literature ( cf. Bremer 197 5, Henderson 1976), 
but here the flowers imply Doris' sexual appeal in a general way (cf. e.g. 
Solon, fr. 25.1 fo6' Tl~llS ep0Toicr1v eTT· &v6ecr1 TT016oqni\11cr111); the language 
may also suggest an obscene double entendre (cf. Archil. 196a.23-4 
crxiicrc.u es TT011[cp6pous I K]iiTTous, Sandin 2000: 345; cf. 67-Bn.). The botan
ical image picks up the first element of po66TTuyov. a6avaTos yiyova 

develops an idea already implicit in Sappho, fr. 31 .1, where the proximity 
of the anonymous man to the object of the speaker's interest makes him 
seem like a god. 

3-6[549-52] These lines reveal the sexual position to be the Kei\11s, in 
which the woman mounts the man. Nautical and equestrian images 
are often intertwined in sexual contexts; in a literal sense, Kei\11s could 
refer either to a trace horse or to a type of ship ( cf. Henderson 1991: 
164-5). UTl'Epcpuiiaa1 ... Troaaiv "with her very long legs." The focus 
on Doris' TT66es (here, as often, referring to the entire leg) prepares for 
the foot-racing imagery. µiaov: i.e. at the midpoint of the body ( cf. 
Henderson 1991: 1 56). The word for "middle" occurs in the center of 
the verse, straddled ( cf. 61a~acra} by tmepcpueecro-1 ... TTocrcriv; the rhyme at 
caesura and line end emphasizes the symmetry. ;;vuaiv . . . 60A1xov 

"she completed Aphrodite's long race without deviating from the course." 
For the sexual metaphor, cf. e.g. Anacr. PMG 417 .4 17vias 6, exc.uv crTpecp01µi 
er, aµcpi TepµaTO 6p6µou, Asclep. 6.5 Sens OKEVTllTOS TEAe66poµos. OKAlVEWS 
suggests single-minded focus on the task at hand. A 66i\1xos is properly 
a lengthy foot-race: the sexual act lasted a long time. oµµaa1 vw8pa 

~AiTrouaa "with a languid look in her eyes." Cf. Anacr. PMG 417.1 (of a 
girl represented as a mare) i\o~ov 0µµ00-1 ~i\eTToucra. Doris' look stands in 
contrast to the energy implied by what precedes, but vc.u6p6s is sometimes 
used of horses (e.g. Ael. NA 15.24) and is appropriate in a metaphorical 
equine context. 

5-6[551-2] Ta ... Tropcpupia: probably a reference to Doris' nipples, used 
synecdochically for her breasts. On this reading, Tex seems initially to refer 
to her eyes and is subsequently clarified only two lines later; some schol
ars, however, take the phrase to mean "eyes." flUTE TrviuµaT1 cpuUa: 

the epic conjunction ,ivTe and the theme of the simile evoke the numer
ous Homeric comparisons of humans to leaves ( e.g. Il. 2 .468, 6. 146-5 1); 
for the wind, cf. Bacchyl. 5.65-7 010 Te cpui\i\' &veµos ... 6ovet, A.R. 3.968-71. 
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7[553] aµcp1aaAtuoµiv11s "as she is made to move up and down on me"; 
cf. Asclep. 6.4 Sens Koucpa T1vacrcroµev11s. The verb is common in nautical 
contexts, and here Doris is treated as a boat tossed by the tide (cf. 562n.) 
as she sits astride ( cxµ<p1-) the speaker. a1Tt0"1Tda811 . . . aµcp0Tipo1a1v 
"was poured for both of us," as if a libation to deified figures, picking 
up the "apotheosis" mentioned in the first couplet, rather than "in both 
our cases." Both partners achieve orgasm (cf. Asclep. 1.3-4 Sens); some 
believed that women also ejaculated; cf. Arist. Gen. anim. 727b33-4, [Hp.] 
Genit. 7.4 74.16-17 Littre. cx,rocr,rev6w ordinarily denotes pouring wine, 
frequently in the context of religious rites, but here refers to the lovers' 
mutual climax and picks up the mock-divine depiction of Doris and the 
metaphorical apotheosis of the speaker in 1-2. 

8[554] 1Tapho1s ... µiAtai "with her limbs slack" picking up 3 tmepcpueecrcr1 
... ,rocrcriv. ,rapi11µ1, from which m:xpnos is derived, is sometimes used 
in nautical contexts ( cf. Ar. Knights 436 Tov ,ro6os ,rapie1, "slacken the 
rope!"), and the adjective is appropriate to the seafaring metaphor (cf. 
next n.). i~txue,, "was spread out ( on the bed)" ( cf. A.R. 2 .902, of 
sails), but the basic sense ("was poured out") continues the idea of pour
ing out liquid ( cx,recr,reicr611). 

CIV. Dioscorides AP 5. I 38 ( 2 GP) 

The speaker burns with love for Athenion as she sings of the burning of 
Troy. Her name would suit a hetaera (cf. 1n.), and the occasion may be 
understood as a symposium at which she provides entertainment. Like 
some lyric poems, the epigram applies heroic themes and language to 
erotic experience, drawing a parallel between Troy, destroyed by the 
intervention of Athena, and the speaker, ruined by a woman called "Little 
Athena"; it thus assimilates the speaker's account of his own suffering to 
heroic narrative. This parallelism is structurally reinforced by correspond
ences between the couplets. The clausula of 1 ev ,rupi ,rcxcra is picked up 
by ev 6' evi <peyye1 in the corresponding place in 3; lines 2 and 4 open with 
an enjambed word and conclude with parallel expressions with the first
person verb in final position (2 Kcxyw Keiv111 8µ' ecpi\ey6µav - 4 Kai Tp&es 
KCXYW CX1TWAOµe6a) . 

Crinag. APg.429 has a similar theme (Nauplius' fires inspire the speak
er's); cf. Iordanoglou 2003: 77-8. 

1 [555] ul1T1Tov ... fllatv "sang (the story of) 'The Trojan Horse'," with 
the first word of the epigram signaling the subject (and perhaps title) of 
Athenion 's recitation, as the opening word regularly does in epic. fltcrev, 
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"sang," suggests the performance of an epic or lyric narrative, and the 
remainder of the epigram implies a poem about the Horse like that rec
ommended by Odysseus at Od. 8.492-5. The contracted form of the aorist 
is not attested in epic or lyric. 1'611v10v: the name, formally a dimin
utive of t\8iiv11, evokes Athena's role in the construction of the Horse. 
Female names in -1ov are frequently associated with hetaerae, but are not 
restricted to them. iµoi KaKov: the personal pronoun can be retro
spectively understood not only with 1110-ev (cf. Od. 1. 1 av6pa µ01 evveire) but 
also with KaK6v, appropriate both to the Trojan perspective on the Horse 
(11nrov) and to the speaker's assessment of his response to it. 

1-2[555-6] naaa I "IA1os recalls the Homeric enjambment &iracra I "li\1os 
(/l. 2 2 .410-1 1). Feminine "li\1os rather than neuter "li\1ov is almost univer
sal in Homer. icpA1yoµav: metaphorical, as often (e.g. 82). The Doric 
form of the first singular imperfect passive is at odds with Ionic Keiv111 and 
is not persuasively explained by the fact that Hellenistic scholars recog
nized the existence of Doric forms in epic; if it is correct, there may be an 
evocation of lyric narrative. 

3[557] ou 6daas ... novov "though I did not fear the decade-long labor 
of the Achaeans." The speaker momentarily pauses to reflect on his narra
tive: his emotional state was generated not by fear for the fate of Troy, but 
by epc.vs (cf. Iordanoglou 2003: 85-6, 2009). Editors have offered various 
alternatives to the participle, but the text is probably sound. 

3-4[557-8] ivi cpiyyn I Tw1 TOTE "on that single day" ( cf. LSJ cpeyyos 
1 d), in contrast with the decade-long war ( cf. Eur. Or. 656-7 µiav irov,;cras 
f}µepav ... µ116eK' EKlTi\flO'OS eir11)' but also suggesting "in that blaze" (LSJ 2). 
Whereas epic routinely emphasizes the distance between the present and 
the heroic past ( e.g. Il. 9.558-9 av6pwv I Twv TOTE), here the expression 
effaces the temporal gap between the Trojans and the speaker, who shares 
their experience. anwA0µ16a: erotic hyperbole, though the claim that 
the speaker has already "died" plays on the common type of epigram in 
which the speaker is the deceased. 

CV. Dioscorides AP 5.54 (7 GP) 

Guidance on having sex with a pregnant woman. The speaker's authori
tative posture mimics Hesiodic didactic, and the epigram's structure, with 
a universal prohibition introduced by µ,;iroTE followed by an explanatory 
yap-clause and finally a contrasting ( ai\i\a) positive recommendation, 
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condenses features found at Hes. MD 388-404. The admonitory voice 
is also reminiscent of sympotic elegies offering instructions on proper 
behavior. At the same time, the poem probably evokes lost treatises on 
sexual positions like the notorious work of Philaenis ( cf. Aeschrion AP 
7.345, Diosc. AP 7.450, Archestr. T 4 with Olson-Sens's note); it may 
be a Hellenistic reconfiguration of prose didactic material ( cf. Aratus' 
Phaenomena and Nicander's Theriaca and Alexipharmaca). 

The last couplet recalls a tradition of texts in which the speaker claims 
to prefer boys over women (e.g. Thgn. 1367-8, Pi. fr. 123. 4-9, Eur. Cycl. 
583-4, Seleuc. p. 176 Powell, Asclep. *37 Sens= Pos. *134 AB). Here, 
however, the issue is limited to a particular circumstance, and the distinc
tion between heterosexual and homosexual epws is elided: sex that pro
duces children and sex with boys are both potential sources of pleasure; 
see further Goldhill 1995: 114-15, Iordanoglou 2003: 111-28. 

The epigram applies elaborate imagery and language to coarse subject 
matter. Its argument is neatly divided into three units that correspond to 
individual couplets: the first cautions the audience what not to do, the 
second explains the reasons, and the third gives a positive recommenda
tion. The first and third are verbally linked by 2 TEpir6µevos - 5 TEpireo and 
2 ir016oy6vw1 - 6 cxpcrev61r016a ( cf. 6n.). 

1 [559] yaCTTpo~apfi "pregnant," only here, on the analogy of adjectives 
such as yu1o~api}s. avT11Tpoaw1Tov "face to face." 

2[560] 1Ta16oyovw1 ... Ku1Tp161: i.e. "sex that leads to childbirth," in 
contrast with 6 cxpcrev61r016a Kuirp1v (where Kuirp1v means "sexual partner" 
rather than "sex"). 

3[561] 1,uaao81: the word's position at the head of the central couplet mir
rors its meaning; cf. 549-52n. µiya 1<u1,,1a: the Homeric phrase used 
in a Homeric verse-position plays on the double significance of KOµa as 
"wave" (thus setting up the nautical imagery of 4) and "fetus" (= KuT}µa; 
cf. LSJ Kuµa 2). ouK oMyos 1Tovos "a great deal of toil" (litotes). The 
use of ir6vos plays on its common application to childbirth ( cf. Aesch. fr. 
99.7-8) and to the experience of sailors in storms and shipwreck (e.g. HH 
33-17, Eur. Or. 343). 

4[562] " ... as she is rowed and you are tossed by the swell." The image of 
sex as a sea voyage in which the man is an oarsman and the woman the 
vessel is common ( cf. Ar. Eccles. 3 7-9, 1091, Pl. Com. fr. 3.4; Henderson 
1991: 161-6). For crai\euoµevou, cf. 502. The line falls neatly into grammat
ically parallel and metrically identical halves, the first treating the woman 
and the second the man (cf. Hes. Th. 704). 
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5[563] naA1v a-rpi'l'as "turning her around." po6on6i1 ... TI1Jy;;1: cf. 
547-Bn. TipnEo: present middle imperative. 

6[564] cxAoxov, related to i\exos, forms a ring with 1 ,rpos crov i\exos. The 
poem assumes that a pregnant woman with whom a man would have sex 
would be his wife. apaEvona16a Kunp1v: cf. 2n. The context demands 
the sense "a male lover," but the phrase also plays on Aphrodite's status 
as a mother "with a male child." The formal reversal of 2 1r016oy6vw1 (in 
which 1rais supplies the first rather than last element, as here) mirrors the 
physical reversal of the positions ( 1rcxi\1v a-rpe41as): the addressee should 
not have sex in the manner that produces 1rai6es, but in the manner one 
has sex with 1rai6es. 

EUPHORION 

According to the Suda (e3801), Euphorion was born in Euboean Chalcis 
during the 126th Olympiad (276-272); studied in Athens; was supported 
by Nicaea, wife of Alexander son of the Euboean dynast Craterus; and 
subsequently went to the court of the Seleucid king Antiochus III the 
Great (reigned 222-187), who put him charge of the public library in 
Antioch. His personal connection to Athens (Helladius ap. Phot. Bihl. 
279, p. 532b) seems to be reflected in his literary interest in Attica (cf. 
below); Theodoridas ( cxvu) claims that he was buried there as an initiate 
in the Eleusinian mysteries ( the Suda places his burial in Syria), though 
that poem was probably composed as a joke during Euphorion's lifetime. 

In addition to two epigrams preserved in the Anthology, Euphorion 
wrote numerous hexametric poems, including curse poems ( Thrax, Curses 
or Cup-thief, Chiliades), local Attic history (Mopsopia), an encomium ( The 
Greater Hippomedon), and a number of other works named after individu
als. His poetry is recherche and often difficult: his diction is replete with 
learned glosses, unusual forms, and neologisms, and he often includes 
obscure myths or tells familiar ones in novel ways; cf. Magnelli 2002: 
5-56, Lightfoot 2010: 191-9. He adheres to most of the Callimachean 
restrictions on word-end in the verse ( cf. Introduction section 4h [i]), but 
his hexameters are markedly more spondaic than those of most contem
porary poets. 

Euphorion's epigrams show traces of his interest in unusual diction, 
novel morphology, and learned local geographical references, but their 
language is not difficult to comprehend. Their interest resides in the com
plexity beneath their superficial simplicity, and in their innovative play 
with narrative voice and form. 
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CVI. EuphorionAP 7.65I (2 GP) 

A cenotaph for Polymedes in the land of the Dryopes. In the first and last 
couplets two types of tomb are set in contrast: first, a grave surmounted by 
a tree or a grave-marker, and later an empty mound, which is, somewhat 
surprisingly, revealed as the speaker ( cf. Bruss 2005: 130--2). In epitaphs 
the speaker usually professes not to know where the body is, but here the 
central couplet locates the corpse with precision, while the false tomb is 
placed in a vaguely specified land once visited by the deceased. 

1 [565] TP11XVS iAa1os: the passage is related to a fragment of Rhianus' 
Messeniaca (fr. 55 Powell) nap TE TPT)XVV ,EAatov VTTEP 6puµ6v TE /\uKOlO, 
where ,EA016v refers to the town; if Euphorion is the borrower, the allusion 
might point to a Messenian location of the Dryopes (6; see 5-6n.). For the 
marking of a tomb with wild olive, cf. A.R. 2.842-3. hr' ... KaA,hTTn: 

tmesis ( cf. Hes. Th. 798 KaKov 6 · e,rl Kwµa KaAunTEl). KEiva plays on 
the more typical use of deictic 86E in inscriptional epigrams; the speaker 
represents the bones as distant from him. 

2[566] KuavEov may imply the metaphorical sense "grim" ( e.g. Hes. Shield 
249) but is also appropriate in its literal sense, since letters on ancient 
grave stelai were painted in a variety of colors, including blue; cf., in a 
funerary context, RECAM II 338 ypcxµµacn Kuaveecrcr1 (Roman Imperial 
period). ypaµµa AaxoOaa TThp11: cf. Ale. AP 7.429.2 ypcxµµa AEAoyxE 
Ai6os. More often, Aayxcxvw denotes the lot that has befallen the deceased 
(e.g. Eur. fr. 360.33, Phal. 2I9, CEG 24.2 OVT1 ycxµou napcx 6EWV TOVTO 

Aaxoucr' ovoµa, 14 7, 172). 

3-4[567-8] "These [ sc. bones] the Icarian wave beats against the shore of 
Doliche and steep Dracanus." Dracanus was a hill in the northeast of the 
island of Icarus, which was originally called Doliche. The learned topo
graphical reference may play on HH 1 .1, where Dracanum and Icarus are 
juxtaposed as distinct places. For the structure of line 3, cf. Il. 2.573 oY a· 
'YnEp17cri17v TE Kai ainE1vriv r ov6ecrcrav. 1<po1<aAa1s: literally "pebbles" and 
thus "shore," a rare noun (before the Hellenistic period, only at Eur. IA 
21 o); there is a contrast between the word in its literal sense and 2 neTpT). 

5-6[569-70] "In exchange for Polymedes' hospitality, I, the empty earth, 
was heaped up in the thirsty pasture-land of the Dryopes." The cenotaph 
has been built by someone the dead man once hosted. avTi ... ~Evi11s: 

a variation of the more common trope that the deceased lies in a foreign 
land (~Eiv17). TT0Auµ116Eos: the name of the deceased; the Byzantine 
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lemmatist of the Anthology claims that the cenotaph is anonymous, and 
some editors have preferred Saumaise's iroAuKii6eos. TI Knv,; xewv: 
Ke1v,; is "empty," i.e. without a body. Hellenistic hexameters ending in a 
monosyllable usually have bucolic diaeresis and a dactylic fifth foot (e.g. 
539), but Euph. fr. 418.17 ~ouq>6VTflS ?\is and the common Homeric line 
end eupeia xewv make Reiske 's emendation Keve,; unnecessary; cf. Magnelli 
2002: 79. wy1<w8T1v "I was heaped up"; the verb and its by-forms are 
used in the sense "bury" in Euripides (Jon 388, Or. 402) and appear with 
some regularity in Hellenistic funerary contexts (cf. Alex. Aet. fr. 3.33 
with Magnelli's note). Apuchrwv ... ~0Tava1s: the Dryopes were said 
to have been expelled from their ancient homeland in central Greece 
(between Malis and Phocis) by Heracles and the Malians, and to have 
settled in Messenia, the Argolid and Euboea, and on Cythnus and Cyprus 
(cf. Finglass 2012: 40--2); the reference to their territory thus does not 
directly locate the tomb. 6u11aaw: i.e. "dry"; cf. A.R. 1. 114 7-8 ave~paxe 
614'a6os ... I EK Kopuq>fls. The botanical coloring of ~0Tav01s picks up the 
reference to the olive at the opening of the poem. 

MNASALCES 

Mnasalces is named as the author of eighteen epigrams; one other is 
doubly ascribed to him or Leonidas (AP 6.1 1 o). Two additional epigrams 
appear in an organized collection along with four of his known epigrams 
in P.Koln v 204 ( cf. Gutzwiller 1998a: 31). Little is known of his life, except 
that he was from Sicyon (Ath. 4.163a, Str. 9.142); he may be honored in 
a decree from Oropos (JG VII 395 = I. Oropus 1 7). He seems likely to have 
been a contemporary or near-contemporary ofTheodoridas, whose mock 
epitaph for him (AP 13.21) makes best sense if he was still active. 

Mnasalces' extant poems are all funerary and dedicatory; though cv111 
could have been composed for inscription, most are obviously fictive 
and experimental with those genres in various ways. Anyte's influence is 
particularly marked, but they also engage with epigrams by Asclepiades, 
Nicias, and others; the depiction of the bucolic world in c1x gains particu
lar point if it was produced against the backdrop of Theocritean bucolic. 
See further Bernsdorff 2001: 122-3. 

CVII. MnasalcesAP 7.I7I (8 GP) 

An epitaph for Poemandrus. The theme of the poem - that birds are 
now safe to rest on a plane tree where the dead man used to fowl - is 
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related to that of Call. Epigr. 62, where Cretan goats are said to be safe 
from weapons dedicated in the temple of Artemis. The opening couplet 
plays on epigrams in which the speaker invites a traveler to rest in a rural 
locus amoenus, with the bird's wings taking the place of the traveler's tired 
limbs ( cf. 1, 2 nn.). The epigram as a whole juxtaposes peaceful bucolic 
"rest" with death through the parallel position of aµ1raucre1 and wi\eTo at 
the heads of the two couplets. 

1[571] aµnauau ... 8oov "TTTEpov: cf. Anyte APL 228.1 ~eiv', UlTO TCXV lTTEAEOV 
TETpuµeva yu1 ava1raucrov. Kai Ta16E: cf. I 7Jl.· Kai. 8oov ,rnpov: by 
which the fowler would have caught the bird in the past; cf. 6o8n. upos 

opv1s: cf. 609(n.), where the phrase describes a captured blackbird and 
prepares for a particular allusion to Aleman; if the two passages are 
related, Mnasalces' poem, in which it has no such allusive function, might 
be thought the later. 

2[572] uni:p ... nAaTavou: a variation of the conventional focus on the 
area under a plane tree; the bird, sitting on the tree, takes the place of the 
resting traveler in epigrams such as Hermocr. APL 1 1. 1 Y~eu u1ro crK1epcxv 
1ri\chavov. cx6das: the tree is "sweet" - a key term in the bucolic locus 
amoenus (cf. Theocr. 1.1-3) - for the pleasure it provides to the bird and 
other visitors through its shade, its scent, or the sound of its leaves. 

3[573] TToiµav6pos o MaA1os: the rarely attested name, suggesting 
"Herdsman," befits the occupant of the rural setting here imagined; the 
ethnic might be a play on the word for sheep (properly µf\i\ov in Doric but 
sometimes appearing with hyper-Doric a in MSS). 

CVIII. Mnasalces AP 7.242 (7 GP) 

An epitaph for men who have died for their country in conflict. The 
poem touches with great elegance on several of the commonplaces of 
public memorials: that the deceased perished as liberators; thereby won 
praise; and should serve as examples for others. The words are ordered 
artfully ( 1-2n.), with attention to phonetic effects (3n.), and with the 
last verse picking up the first in ring composition ( 1 oY6e mhpav - 4 
Toucr6' ... u1rep 1raTpi6os); conventional expressions are varied in subtle 
ways ( 1-2n.). Nothing excludes it from having been designed for a real 
communal grave. 
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1-2[575-6] The structure of both verses mimics their content: other than 
the initial pronoun, the hexameter is chiastically ordered (ABCBA), with 
the noun 6mµ6v and its adjective iroi\u6aKpuv surrounding e,r' auxev1 like 
a bond on a neck; in the pentameter 6vocpepcxv ... K6v1v surrounds a verb 
meaning literally "put around." noAu6aKpuv ... 6taµov: the adjective 
is common in epic ( e.g. Il. 17 .544); the noun is used as at CEG 789.5-6 
~apuv cmo 6ecrµov ei\6VTES I q>poupas /\0Kpoicr1v TEU~av ei\eu6epiav. puoµEV01 
"while fighting to protect," standard language in public epitaphs for the 
war dead (e.g. CEG 131.4; cf. "Simon." AP7.442.2, "Aesch." AP7.255.1-
2). 6vocptpav ... Kov1v: a variation of archaic collocations of the adjec
tive with yfi/yai11 (Hes. Th. 807, Thgn. 243). The epithet is used of grief 
at 2. aµcpt~cxAovTo "they put on," as if the earth were an item of cloth
ing ( cf. I 2 7-Bn.); a variation of expressions with evvuµ1; cf. "Simon." AP 
7. 2 5 1. 2 6avchou cxµq>E~ai\ovTo vecpos. 

3[577] The line (for which cf. Il. 6.446 cxpvuµevos 1T0Tp6s TE µeya KAEOS 
116' eµov OUTOU) is assonant. allcx T1S CXaTWV: cf. Archil. fr. 13.1-2 (of 
civic grief) Ki}6ea µev crTov6evTa, TiepiKi\ees, ouTe TtS cxcrT&v I µeµq,6µevos 6ai\i111s 
TEP4'ETa1 ou6e ir6i\1s. cxi\i\a often introduces exhortations and commands at 
the end of speeches, where it marks the transition from the reasons for 
action to the action required; cf. Denniston 13-15. 

CIX. MnasalcesAP 9.324 (I6 GP) 

On a syrinx dedicated in a sanctuary of Aphrodite. The poem resembles 
a group of epigrams (e.g. Leon. AP9.320, APL 171) in which the speaker 
wonders about the apparent inappropriateness of a dedication. In par
ticular, it shares a close formal and verbal resemblance to an undated 
epigram attributed to a certain Antimachus (AP 9.321) on a dedication 
of armor to Aphrodite; that epigram similarly opens with a series of ques
tions, cites the elements appropriate to the goddess, and concludes with 
a set of commands. Here the speaker, who represents himself as located 
within the precinct ( 1 w6e), expresses surprise that the instrument has 
abandoned its pastoral home; in attributing agency to the syrinx, the 
poem omits the role played by the shepherd, who is mentioned only 
obliquely and may be supposed to have fallen in love and, abandoning 
his pastoral duties, offered the instrument to Aphrodite, like the shep
herd of Lycophronides PMG 844, who, distracted by love, dedicates his 
equipment to a god. 
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The epigram may be read against Hellenistic bucolic poetry and the 
pervasive presence of erotic suffering in Theocri tus' idealized landscape 
( cf. above, p. 191). The speaker's insistence on a stark divide between the 
worlds of the shepherd and of Aphrodite are, for the reader of bucolic, 
humorously tendentious. The speaker's pejorative characterization of the 
shepherd's Muse as o:ypia, however, is more likely to be ironic and playful 
than to represent hostility on the part of the poet. Instead the epigram, 
and especially its final restriction of the "rustic Muse" to the mountains, 
exploits tensions characteristic of contemporary pastoral poetry, includ
ing the tension between its rustic subject matter and its elegant language 
and between the calmness of nature and the turmoil of its residents (Sens 
2006: 165; cf. Fantuzzi 2016: 285-6). 

1 [579] a aup1y~: addresses in which the article plus the nominative takes 
the place of a vocative often mark the speaker's social superiority or are 
peremptory in tone (Sansone 1993: 205). Ti To1 "why, I ask you ... ?" 
(cf. Denniston 545); To1 appeals for the addressee's attention. 

1-3[579-81] w6E ... w6E ... w6': the emphatic epanalepsis is a bucolic 
mannerism (46'Jll.) and thus ironic in context. 1'cppoyivnav "to 
(the sanctuary of) Aphrodite." A Hellenistic name for the goddess (first 
attested here; cf. 683, Masch. Eur. 71, Bion fr. 11. 1) emphasizing her 
connection to the sea by birth and thus the incongruity of an instrument 
designed for the mountains in her precinct. opouaas suggests eager-
ness on the part of the personified syrinx. cx'TTo "TT011.uviou xdAEos: i.e. 
from the shepherd who used to play it; cf. Theocr. 1 .1 29 EK Kflp& cnip1yya 
KOAOV ,repi xeiAos EA1KTOV, "Pl." AP9.823.4, Ale. APL 226. 

3-4[581-2] The speaker defines the world of the syrinx by its physical 
features ( ,rpwves ... ayKea), but that in which he resides by emotions 
("EpwTES I . . . TT68os). ou . . . oiiT> ( = ouTe . . . ouTe) is common in 
poetry (cf. Denniston 509-10). i6' "any more," i.e. "here." 'TTCXVTa 

. . . TTo6os "love and desire are all there is"; cf. Theocr. 14.4 7 /\uKos viiv 
,ravTa. "'Epc.>TES: cf. 8 2n. a ... aypia Moua' suggests "rustic" song, 
but the adjective also implies "uncultivated, unsophisticated" in contrast 
with the more urbane world of the speaker. iv opn: the conventional 
home of shepherds (Theocr. 3.46; cf. Sens on Theocr. 22.36) and the 
locus for bucolic composition ( e.g. Theocr. 7.51). t,.uvhw: the text is 
uncertain. Pl's veµeT01 is possible, but an imperative finds some support 
from "Antim." AP9.321.5-6 Ka8es ... i81 (cf. introductory n.); the emen
dation µeveTw is suggested by P's µeveT01, though veµeTw "let the rustic Muse 
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drive her flocks," with the verb used absolutely (e.g. Od. 9.233), would 
make a neat bookend to the opening reference to the syrinx; cf. Call. fr. 
112.5 Tc';)\ Mouaa1 Tro"Ma vt~oVTl ~OTCX. 

RHIANUS 

The scholar-poet Rhianus seems to have lived in the second half of the 
third century. The Suda (p158) reports that he was originally from Crete, 
though some traced him to Messene, probably by conjecture from his 
work (see below). The Suda funher records that he staned as an overseer 
of the palaestra and a slave but became a grammarian, and that he was 
a contemporary of Eratosthenes. Neither his role in the wrestling school 
nor his servile status can be confirmed; the former claim may derive from 
epigrams that reflect an interest in well-oiled young men. That he worked 
in Alexandria at some time is likely. In addition to epigrams, he produced 
critical editions of the Homeric poems; the fragments preserved in the 
scholia are panicularly focused on matters of diction. He wrote substantial 
epics, including a Heracleiad in founeen books; a treatment of Achaean 
history, the Achaiika; and the Messeniaka, on the Second Messenian \iVar. 
The last likely narrated a night raid by Aristomenes (cf. FGrH 265 F 42), 
perhaps modeled on that of Odysseus and Diomedes in Iliad 1 o; like the 
Iliad, it treated only pan of the war. Rhianus' engagement with Homeric 
themes finds a complement in his style and diction, which seem more 
straightforwardly epic than those of poets like Callimachus; its novelty is 
marked less by the invention of new words and forms than "by the con
scious choice of words and style and by delicate allusions" (Pfeiffer 1968: 
149). Ten epigrams are unambiguously ascribed to Rhianus, and another 
(AP 7.315) is alternatively ascribed to him or to a certain Zenodotus. 
Some are dedicatory and sympotic, but the most notable are Rhianus' 
pederastic poems, which play on the contrast between epic language 
and erotic content. The literary models for these are wide-ranging and 
include epigrams by Leonidas, Callimachus, and Asclepiades (e.g. 605-
6n., Cameron 1995: 299). 

CX Rhianus AP 6. I 7 3 ( 7 GP) 

A dedication of hair by Achrylis upon retirement from service to Cybele. 
The links between the epigram and Diosc. c, on a dedication by a gallus, 
seem more likely to reflect reworking by Rhianus than the use of the epi
gram as a model. Unlike Dioscorides and other epigrams on priests of 
Cybele, Rhianus represents the cooling of Achrylis' madness as the end 
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of long professional service to the goddess; the epigram thus belongs to a 
group recording the dedication of tools on retirement; cf. cxxx11 intro
ductory n. Both the dedicator's name and the feminine forms that run 
through the poem suggest that Achrylis is female, but if, as is possible, 
3 yaMaic.v1 KuJ3ei\11s 6i\oi\uyµaT1 refers to her cry rather than that of male 
co-celebrants, the epigram may play with gender by using female forms to 
refer to a castrated priest, as perhaps in Call. fr. 761 y6:M01 µflTpos 6pei11s 

q>1i\66upcro1 6poµ6:6es, I aTs evTea iraTayeiTai Kai xo:i\Kea Kp6Tai\a, and subse
quently in Catullus' Attis poem (63). 

1 [583] ~xpuAis: no Greek names beginning in ~XP- are attested, though 
other female names in -ui\1s are. Emendation to the plausible Greek name 
~pxui\is (e.g. D.S. 14.52.5 ~pxui\os) is, however, perhaps not necessary in 
the case of a Phrygian. 8aAa1-111noAos: see 5 I 711. nt:pi nt:uKas: per
haps "among the pine trees," which played an important part in the rites 
of Cybele and Attis and were particularly connected with the castration of 
the latter (cf. Lancelotti 2002: 84-5, 89-90, Bremmer 2004), rather than 
"among the torches." 

2(584] Cf. Eur. Bacch. 455-6 (of Dionysus) iri\6Kaµos .. -1 yevuv ,rap' auTflV 

Kexuµevos. Unbound hair is a conventional attribute of Cybele's worship
pers ( cf. 5 I 6n.). It is iep6s because it is to be dedicated to the goddess ( cf. 
5). 1rollcxK1: epigrams often emphasize the regularity with which an 
object was used before its owner retired and dedicated it ( e.g. Mnasalces 
AP6.125.3-4, 128.3). 

3-4[585-6] A difficult phrase which might mean "adding (6oucra) the 
sound from her mouth, unpleasant on the ears, to the cries of Cybele's 
galli" or "with the cry of a gallus of Cybele, giving to the ears the unpleas
ant sound from her mouth"; see introductory n. The passage is closely 
connected to 5 2 7, where the literal sense of J3apuv seems more naturally to 
fit the sound of a kettledrum than it does the ecstatic cries of a celebrant 
here. For the aorist participle 6oucra, here also used in an unusual sense, 
cf. 6ous aveµo1cr1 Tpixa in 5 I 6. yallaiw1: first here. CXTTO CTTOIJCXTWV: 

cf. 238n. 

5[587] 61KAi61 "door." The word was originally an adjective modifying 
irui\01, 6up01, and the like; in the Hellenistic period it served as a noun in 
both singular and plural ( cf. Asclep. 1 2. 1 with Sens 's note). The reference 
is probably to a mountain cave ( cf. the note on 6pei111 below), and the 
humor lies in the application of a term suited to domestic architecture to 
a rural dwelling. opd111: Cybele is often so described ( e.g. Eur. Hipp. 
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144, Hel. 1301-2 6peia ... µcxT17p ... 6ewv, Call. fr. 761) and although the 
position of the word favors taking it with 61KAi61 rather than 6efi1, it logically 
applies to both the goddess and her home. 

6[588] 6Epµov: of the "heat" of divine possession; contrast 5 I 7-
1 Bn. Auaa11s represents the priest's ecstatic state as a negative, destruc
tive force. avi1TauaE 1To6a: i.e. ceased her frenzied leaping; for the 
expression, cf. Od. 23.298 lTOUO"OV ap' opx176µoio 1r66as. 

CXI. RhianusAP 12.93 (3 GP) 

Boys are like a maze. The speaker addresses an unnamed second per
son, who is imagined as a participant in the erotic viewing that the poem 
describes; second-person verbs (2, 7, 8) thus implicate the reader in a 
community of epacrTai (cf. Fountoulakis 2013: 295-6). The first couplet 
contains a generalized observation ( 1-2) that is balanced by a farewell 
to the boys in the last ( 1 1-1 2). The central section offers three exem
pla, the first two occupying a single couplet each (3-4, 5-6), the last two 
couplets (7-10). The epigram thus represents a simplified and miniatur
ized "Catalogue of Boys," reflecting a form more elaborately attested in 
Phanocles' elegiac "EpwTES fi KaAoi and the ,Hoto1 of Sosistratus or Sosicrates 
of Phanagoreia (SH 732; cf. Cameron 1995: 382), which recounted 
homoerotic myths. The first two exempla are introduced in parallel lan
guage (3, 5 Tfi1 ... Tfi1) that suggests the formulaic repetitions of catalogue 
poetry; there is variation at the opening of the third ( iiv). Each of the 
individual sections of this catalogue is metrically unified by enjambment, 
with a sense-pause after each one. Though the speaker expresses desire, 
he shows no trace of the erotic misery of many epigrammatic epaO"Tai, 

and despite the opening claim that boys are to be found at every turn, his 
final wish for their maturation treats the passage of time and their transi
tion from boyhood as positive events rather than as a threat to them ( cf. 
Murgatroyd 1989: 310-13). 

The poem seems to be the model for adesp. AP 12.88.3-4; Giangrande 
( 1967: 2 1) argues that it is the model for AP 1 2 .1 29, attributed to Aratus. 

1-2[589-90] The opening generalization is explained by the rest of the 
couplet and illustrated by the examples given in the body of the epigram; 
for a similar technique, cf. 85. Aa~up1v6os "maze"; the speaker cannot 
turn in any direction without encountering an attractive boy. T)l ... cxv 
"wherever." ws ... 1Tpoaaµ1TEXETa1 reverses the usual representation 
of the epacrTfiS as a hunter ( cf. LVIII, 2 99n.). Fowling is a form of hunt
ing appropriate for boys (cf. Bion, fr. 13.1-2; Long. 3.5-6), who here 
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captivate the speaker. i~c";n "birdlime," a sticky substance, commonly 
made from mistletoe, that was used to capture small birds; cf. 574, 607, 
Reed on Bion, fr. 13.5. For the idea that an attractive person was like bird
lime for the viewer, cf. Timoth. Com. fr. 2. 1 6 irTepwTos t~os 6µµcXTwv "Epws 
with Kassel-Austin's note. npoaaµniXETa1 "is held." 

3 [591] Ti;1 "on this side." "' " " (" ) ayn: sc. your eye oµµa . 

3-4[591-2] noTi niova aapKOS I CXKIJ11V: a highly compressed expression 
amounting to "to his body, which is at the height of its richness." av6os: 
here equivalent to "beauty," as e.g. HHDem. 108, Thgn. 994 irais Kai\ov 
av6os exwv; cf. the common &v6os 11~11s. Plucking flowers is a widespread 
metaphor for sexual intercourse ( cf. Bremer 197 5). aK11paa1ov "un
defiled," i.e. "unpicked," as at HHMerc. 72 (of real meadows). Ancient 
critics seem to have debated whether the word meant undefiled ( < Kf\p) 
or unmixed ( < Kepavvuµ1) in its unique Homeric occurrence ( Od. 9.204-5 
oTvov EV aµ<pt<popeucn 6uw6eKa ,racnv acpucrcras, I 116uv aK11pacr1ov, Seiov lTOTOV). 

5[593] xpuaEov pi8os "golden face"; cf. Alcm. PMG 1.55 apyup1ov irp6crwirov. 
The adjective may have the metaphorical sense "valuable," and thus 
"desirable"; sexual attractiveness is implicit in the conventional descrip
tion of Aphrodite as xpucre11 (e.g. Il. 6.220). Ancient critics treated singular 
pe6os in the sense "face" as an Aeolic usage ( cf. Pfeiffer on Call. fr. 67 .13, 
Gow on Theocr. 29.16), but it appears in tragedy (Soph. Ant. 529, Eur. 
HF 1204) and in other Hellenistic poetry (e.g. A.R. 2.68, Lye. Akx. 173, 
1137, Nie. Ther. 165). os TE: "epic" TE following the relative pronoun 
often appears in clauses denoting permanent or typical states or recur
ring actions (cf. Ruijgh 1971, Probert 2015: 108-10), but is not directly 
translatable. The use of the epic phenomenon paradoxically introduces 
grandeur to the description of the small, charming boy. Ka8' U'f'OS "in 
stature." 

6[594] oupavi11 "as high as the sky" (LSJ 11) but also suggesting 
"divine." aµcp1Ti811AE: cf. 6Ion. Sai\epai. 

7[595] ini AnnivEw O"TPE'f'TllS 6iµas "if you turn (your eye) toward 
Leptines' body." 

8[596] aAUTWl 6' ws a6aµavTl IJEVEIS "you will remain as if (fettered) by 
inescapable adamant," picking up the image of birdlime but also perhaps 
the language of erotic binding in magical spells; cf. Supp!,ementum magi
cum no. 45.42-5 (late antique) "seize Euphemia and lead her ... to me, 
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maddened with desire; and bind her with strong, inescapable ( ai\uT01s) 
bonds of adamant (a6aµavTivo1s) in friendship with me ... " 

9[597] ixv1a 1<0ll116ds "with your feet glued in place," evoking the open
ing image of birdlime. Toiov aiAas 01,,11,,1aa1v ai6n "such brightness does 
he blaze from his eyes"; crei\as is the direct object of transitive ai6e1, which 
also suggests the erotic burning experienced by the viewer; cf. Theocr. 
2. 133-4 ,,Epc.vs ... crei\as cpi\oyepwnpov ai6E1. 

10[598] 1<as vEaTous iK 1<opucpiis ovuxas: the burning affects the viewer's 
entire body; for ES ... ovuxa, cf. Eur. Cycl. 159 (the effects of wine), Asclep. 
8.2 ( of erotic suffering), 414. The phrase is a variation of the Homeric ES 
n66as EK Kecpai\fis (/l. 18.353, 2 3.169). 

11-12(599-600] Cf. 180n. xaipo1s ... µaK01pa. The couplet traces the 
development of the young men from boyhood (nai6es) through early 
adulthood ( ii~11v) to old age (i\euKf1V ... K6µ11v). Both verses have homoeo
teleuton at the beginning and the end; there is internal rhyme at the 
medial caesura of 1 2; and the optatival clauses are phonetically and gram
matically parallel. is a1<1,,1ai11v . . . -ii~11v "may you reach the prime of 
your youth." AEVKflV a1,,1cp1iaa1a6t 1<01,,111v "may you cloak yourself in 
white hair." The good wishes previously expressed now take on a new 
meaning, since the speaker's hope that they will reach old age is simul
taneously a wish that they grow beyond allure ( cf. Anacr. PMG 358.6-7). 

CXII. RhianusAP 12.121 (4 GP) 

The Graces encounter Cleonicus. The epic language with which the poem 
opens and closes evokes divine initiations (e.g. Hes. Th. 22-34, Theocr. 
7 with Hunter's introductory note) and other encounters between gods 
(usually disguised) and humans, often on ajourney (e.g. Il. 24.322-472, 
Od. 7.14-132). In 4 Cleonicus, who wholly embodies "grace," has been 
turned into a Grace himself, and the wish that he will rejoice "from afar" 
(5) may be read as inverting prayers for divine figures to approach and 
bring benefits (e.g. 437'1.). The poem thus plays on the form of a cletic 
hymn, with an opening vocative followed by an account of Cleonicus' 
"deification." 

Call. Epigr. 30 also contains an address to a Cleonicus, the expression 
Tl pa, and an apostrophe in the final line, but these links do not justify 
Ludwig's view (1968: 317-18) that Callimachus' poem is a model; cf. 
Murgatroyd 1989: 307. 
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1-2(601-2] TI pa vu Toi: a Homeric verse-opening (/L 3.183, 10.401). Tot 
has its full pronominal sense ("to you"). 81' aTpaTr1TOio ... crTuvfis: 
"narrow" implies that the path is remote and little used. As is traditional 
in divine epiphanies, the Graces encountered Cleonicus in an isolated 
and unfrequented spot. chparr1T6s occurs a single time in Homer ( 0d. 
13.195), who otheJWise has chap1Tos or CXTap1TtTos, and its rarity made it 
popular with Hellenistic poets (Call. h. 4.74, A.R. 4.123, 1173, Pos. 96.2 
AB, Rhianus, fr. 1.15). Annxpai Xcip1ns: the Graces are i\11Tapo'<p1i6eµvo1 
("having bright headbands") in early epic (/l. 18.382, Cypria fr. 5.3-4). 
i\11Tap6s has a variety of connotations, but the opposition between it and 
cxvxµT)p6s "dry, withered" (cf. 5-6n. aVflp11v) at Xen. Mem. 2. 1.31 suggests 
that here it should be taken to mean "vibrant with life." Cf. 61on. 8ai\epat. 

3[603] iron ... hr11xuva11To "embraced." ,roTi is probably a preverb in 
tmesis (for the compound, cf. Call. h. 1.46) rather than a preposition gov
erning the dative. For the idea, cf. Meleager's reworking at AP 12.122.1-2 
00 XaplTES, TO\I KaA01' :A.p1cn-ay6pT)V fo1600acn I cxniov Eis TpVq>Epcxs 'i}yKaA{craa8e 
xipas. In this context the verb evokes the second element of the tradi
tional epic epithet po661TflXVS (e.g. Hes. Th. 246, 251). po601aaw: cf. 
547-80. po66e1s is ordinarily a three-termination adjective, but the restric
tion of adjectives in -6e1s to two terminations is common (e.g. Nie. Ther. 
502, Alex. 473, 604). po6e111a1 of the apographa is therefore unnecessary, 
though it is supponed by Musaeus 116 oia TE xoooµeVT) po6E11v ~~ea,raae 
xetpa. xipcacnv "arms," as often ( lSJ 1. 2). 

4[6o4] "You have been made Grace throughout the whole of your body 
[lit. 'as big as you are']"; cf. 594. For the treatment of an attractive person 
as the god whose qualities he or she embodies, cf. lbyc. PMG 287, where 
an attractive man is treated as Eros, and Call. Epigr. 51, where Berenice is 
a founh Grace. \\nether or not one capitalizes xap1s, the larger point is 
that Cleonicus' encounter with the Graces is a son of apotheosis in which 
he himself joins their number. 

5-6(605-6] The boy's sexual appeal is a fire that will bum those who 
come near him (cf. c1v). That the speaker is at risk because he is "dried 
up" with old age reverses an idea in Asclep. *41 Sens, where the speaker 
sympathizes with those who came into contact with the courtesan 
Archeanassa when she was younger and even more capable of burning 
them. .,acila xatp,: in the same metrical position, also with nominative 
q>li\os for vocative, at Od. 8.413 Kai au, q,{71.os, µ&Ji.a xaipe, 8eo\ Se TOI 571.f?,ta 
6oTev. TrVpos: with &aaov. The separation of the word from av6ep{KT)V 
at the end of the next verse matches the distance he seeks. ipTruv: 
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cf. 3 711. 1tapep1twv. au'lpflv ... av81piKT1V "dry asphodel-stalk," used 
metaphorically for one who has gone beyond the prime of youth, as e.g. 
Asclep. * 46.3-4 "who would say that dry stalks ( auxµ11pcxs) are better than 
corn-ears?" Both words are unusual. au11p11v, if it is not a corruption of 
auxµ11p11v, serves as a doublet of auaAfos on the analogy of such pairs as 
614111p6s/6141aAfos. av6epiK11v could be emended to av6ep1Ka or, less plausibly, 
av6paK1,;v (Renehan 1964: 3 7 5-6), but should probably be retained as a 
feminine doublet of av6ep1~. which is elsewhere masculine. a cpiAos: cf. 
4 1-2n. a expresses strong emotions of a variety of sorts, and the apostro
phe reflects the speaker's complex feelings for Cleonicus, whom he both 
desires and urges to keep at a distance. Eustathius (1.133.34 Stallbaum) 
cites Od. 3.375 in the form a q>iAos ou cre foA1ta KTA., and it is conceivable 
that Hellenistic uses of the expression (Leon. AP9.318.2, Parth. fr. 2.12) 
evoke that Homeric variant. 

CXIII. RhianusAP 12.142 (10 GP) 

The speaker wishes to be captured by Dexionicus. The poem is composed 
in two thematically linked movements of three verses ( cf. 2 Kocrcruq>ov 

- 5 KOO"O"Uq>OS, 3 avao-Tevcxxwv 01TEKWKUEV - 6 Kai q>6oyyriv Kai yAuKU 6cxKpu 
~cxAw). The first recounts Dexionicus' capture of a blackbird, the second 
the speaker's wish to become a bird so as to be captured in the same 
way. The poem seems initially to be about fowling and would fit a dedica
tory epigram after a successful hunt; the second half comes as a surprise, 
and plays on the commonplace representation of courtship as a hunt (cf. 
LXIII). The lover is typically analogized as the hunter or treated as the 
victim of Eros' weapons (cf. Barringer 2001: 86--g). Here, by contrast, an 
epao-TllS wishes to be caught by Dexionicus so that he can plead his case, 
lamenting and weeping like a captured bird, in close proximity to him 
(Murgatroyd 1989: 303-4). 

Fowling was a common activity of boys. That the speaker is considerably 
older than Dexionicus is also suggested by the epigram's literary affilia
tions. It transforms a passage of Aleman (PMG 26) in which the speaker, 
addressing a group of maidens, asks to become the bird called the K11puAos 
so that he can fly with the females of his species. Antig. Car. Mir. 2 3 intro
duces that fragment by observing that, when those birds become old, 
the females take them on their wings and carry them ( q>epoucr1v auTovs ai 
611Ae101 e1ti T&v 1tTep&v Aa~ouo-01). The fragment's precise meaning and the 
relationship of its context to Antigonus' claims are uncertain, but Rhianus 
may be both reversing the gender of the addressee and evoking a now-lost 
wish in Aleman 's poem that the girls lay hold of him. 
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1[607] i~w1: see 589-900. uno xAwpii1 nAaTavia.w1: cf. Il. 2.307 Kai\171 
u,ro ,ri\aTavicnc.u1, 572n. In this verse position u,ro xi\c.upfi1 has a model in 
the Homeric line end u,ro xi\wpov 6fos eTi\ev (ll. 8. 77, etc.). 

2 [608] KaTa rrnpuywv "by its wings from above." Birdlime could be 
smeared on a perch so that a bird's feet became stuck, or applied to a 
cane that was extended out and then down onto the bird's wings, as here. 

3[609] avaa.tvaxwv: cf. Il. 23.211, Bion, Ep. Ad. Bo. CX'TTEKWKUEV: a rare 
compound ( elsewhere at Aesch. Ag. 1 544). itpos opv1s: the blackbird 
is not elsewhere so described, but the adjective prepares for the evocation 
of Aleman in 5; the point may be that from the speaker's perspective, the 
captured bird seems to be the possession of a god. For the expression, cf. 
5 7 I' Call. fr. dub. 803 TTetpf}T16os iepos opv1s. 

4[610] w cpiA' "Epws: the speaker appeals proleptically to his friendly 
relationship to Eros. 6aAtpai "burgeoning" with charm and beauty; cf. 
601-2n. i\mapai Xap1TES and descriptions of attractive young people as 
shoots (6ai\os) of the gods oflove or of the Graces (e.g. Ibyc. PMG 288; cf. 
above, introductory n., Philox. PMG 821, Hedyl. AP 6.292.3-4, Sens on 
Asclep. 34.2). 

5[611] Ei11v ... Koaaucpos: cf. introductory n. The wish for metamorphosis 
so as to be close to a beloved is an erotic topos; e.g. PMG goo, go 1, Theocr. 
3.12-14. Here the speaker's wish to become a bird is not for escape (as 
commonly in tragic choruses, cf. Barrett on Eur. Hipp. 732-4), but for 
constraint. Thrushes and blackbirds frequently appear together in Greek 
literature, though here Kai ... Kai separate two distinct possibilities ( = 
"or"); cf. Denniston 292. 

5-6[611-12] ws av iKdvou I . . . 6aKpu ~aAw: the phrase reworks 
79-80. Kai cp6oyyf1V Kai yAUKU 6aKpU ~aAw: cf. 3 CXVO<JTEVOXWV 

cx,reKwKuev. The phrase is a zeugma: although 6aKpu(a) J?,ai\i\c.u is a com
mon poetic expression for "cry" (e.g. Eur. Hipp. 1 396), the verb is not 
normally used with nouns denoting sound as object (though forms ofYf\µ1 
are regularly so employed, e.g. Eur. Hipp. 418). yi\uKu 6aKpu evokes the 
idea, first and most famously expressed by Sappho (fr. 130.2), that Eros 
is bi ttersweet. 

CXIV. RhianusAP 12.38 (1 GP) 

On the beautiful buttocks of Menecrates. The wit depends on the contrast 
between style and content. The opening line is couched in epic language 
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and recalls scenes in which the Horae and Graces endow young people, 
especially women, with beauty (cf. 1-2n.). That the addressee is buttocks, 
as is revealed in the pentameter, is humorously bathetic. The deflation 
is reinforced in the second couplet, in which the buttocks are the recip
ient of divine favor - or perhaps deified - and responds to the speaker's 
queries; the boy's name is delayed until the end. The buttocks' response 
might be understood as taking the form of a fart, as in passages treating 
farts as divine utterances (HHMerc. 295-6, Ar. Knights 638-42). 

1-2[613-14] For similar scenes in which the Horae and Graces adorn a 
person, cf. Hes. RV 73-5 with West on 75, Cypria fr. 4.1-2 eYµaTa µev xpoi 
E(J"TO, TCX oi XcxplTES TE Kai 7 u)p01 I 1Toi11crav Kai er,a4'aV EV av6m1v eiap1voia'lV, 

Theocr. 1.150, Asclep. *34 Sens = Pos. * 1 26 AB. KaTa ... iAa1ov: the 
expression overlays the language of Od. 18.188 KaTcx yi\uKuv u,rvov exeuev on 
the word order of Il. 17.619, Od. 15.527 KCXTcx 6' rivia xeuev epa~e. iAa10v: 
a surprise at line end, where a word denoting physical beauty or charm 
might have been expected. Instead, the Hours and Graces pour olive oil 
on Menecrates as if preparing him for athletic competition; the impli
cation is perhaps that the speaker has seen the boy naked and glisten
ing with oil at the palaestra (cf. Theocr. 2.79). At Call. fr. 7. 13-14 the 
poet asks the Graces to wipe their hands, anointed with oil, on his ele
gies. Kvwaauv: insomnia is a conventional symptom of lovesickness 
(e.g. Phanocl. fr. 1.5, Thomas 1979: 195-205). The verb is a Homeric 
hapax ( Od. 4.809). ou6i yipovTas: even old men, ordinarily past the 
point of sexual desire (cf. Pl. Rep. 329a--d), are affected. For the idea, cf. 
Archil. fr. 48.5-6 foµup1xµevas K6µ11v I Kai O"Ti;6os, ws &v Kai yepc.vv 17pcxcrcraTO, 

Long. 3.13.3, Ov. Am. 3.7.41. 

3[615] Ai~ov µ01, Tivos iaai: perhaps playing on epitaphs in which the 
passerby is imagined as directing an inquiry to the tomb; cf. 369-7on. 
µcx1<a1pa Tu: because these buttocks are the recipient of divine favor ( cf. 
1-2n.). 

4[616] 1<oaµiis "decorate, adorn," as if the ,ruy,; were an item of jewelry 
or clothing. a nuya 6' dni: an unusual intrusion of the voice of a 
third-person narrator into a dialogue poem, where changes of speaker 
are normally left unmarked. Miv11<pchios: the genitive responds to the 
first of the speaker's questions (5 Tivos). 

THEODORIDAS 

Of Theodoridas of Syracuse (cf. Ath. 15.699e-f) nineteen epigrams 
are extant. He also composed a dithyramb, KeVTaupo1, of which a single 
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fragment survives (SH739), and a µei\os in honor of Eros (SH741 ). There 
are several other short fragments of uncertain provenance (SH 742-
7), including traces of local dialect forms from Syracuse ( SH 7 42) and 
Tarentum (SH745). 

A striking feature ofTheodoridas' epigrams is their humorous tone and 
witty use of language. One (AP 13.21) pokes fun at Mnasalces, another 
(cxvu) at Euphorion. These were probably composed during the life
times of those poets. Theodoridas' literary relationship to Euphorion 
seems to have been competitive. Their epigrams share verbal and thematic 
points of contact (cf. cxv introductory n., Magnelli 2002: 104-5). If the 
transmitted form 0ewpi6av at Clem. Alex. Str. 5.8.47.2 is to be emended 
to 0eo6wpi6av, Euphorion composed a set of responses ( cxvT1ypacpai) to 
Theodoridas; the sole surviving fragment suggests a disagreement over 
the meaning of the rare gloss ~041. There are also signs of engagement 
with epigrams of Callimachus (e.g. AP6.224, which reworks LX). 

CXV. TheodoridasAP 6.I55 (I GP) 

Four-year-old Crobylus dedicates his hair after having it cut for the first 
time. The epigram, which involves an onomastic joke (1-2n.), may be 
read as a jocular rewriting of Euphorion's apparently serious epigram 
on the same theme (AP 6.279); the humorous tone is reinforced by 
the elaborate, comic language of 3-4. The first and third couplets are 
linked by language and theme (5 ,,lu,roi\i\ov - 1 <l>oi~w1, 5 Tov Kpw~ui\ov -
1 6 Kpw~ui\os; 5 6eills ... eis Tei\os &v6pa stands in contrast with 2 Kwpos 6 
TETpaETflS), while the central couplet recounts an accompanying sacrifice 
and provides the name of the boy's father. 

1-2(617-18] Crobylus' hair has never before been cut and so is the 
same age as he; there may be an allusion to Call. h. 4.297-8 i;i\1Ka xahllv I 
,rap6ev1Kais. The couplet is framed by &i\1KES and 6 TETpaETflS, the latter pro
viding the specific information left open by the former. o Kpwf?,uAos: 
a rare though securely attested proper name, but in context a joke, since 
Kpw~ui\os was a way of arranging long hair so that it was bound in a bun 
behind the head (Thuc. 1.6.3; for a similar joke, cf. Ar. Wasps 1267 with 
Biles-Olson's note), and after ai ... K6µ01 it would initially have been so 
understood ("the hair and the man-bun ... "). ano ... I ni~aTo "had 
cut off' ( tmesis). Applied to humans, ,reKw ( ordinarily "comb") has the 
sense "cut" only at Euph. AP6.279.1; the phrase thus varies the use of the 
verb at Call. h. 5.31-2 cx,ro xahav I ,re~llTat, where it has the expected sense 
"comb." For a different view, cf. Cairns 2016: 304-5. µ0AnaCTTci1 "the 
minstrel," an epithet pointing to the god's role as patron of singing and 
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dancing; songs, including those sung by boys, were important in his cult. 
Pl. Tim. 21 b mentions songs by boys at the Athenian Koureion (cf. next 
n.). The word is otherwise unattested in literature but it is glossed "play
mate" ( cruµiraiKTflS) at Hsch. µ 1581. TETpaEnis: there is little detailed 
evidence for the dedication of hair by young boys, but at Athens, three
or four-year-olds seem to have had their hair cut and offered to Artemis 
on Koureotis, the second day of the Apaturia, when they were enrolled 
in their phratries and became citizens (~"et. Pl. Tim. 2 1 b, Lambert 1998: 
143-89). 

3-4[619-20] The grandiose language for the boy's simple sacrifice is 
almost parodic. aix1JT1Tixv ... aAiKTopa "a fighting cock"; cf. Nie. Alex. 
294 atxµflTT\lO'lV ... veocrcrois. nAaKOEVTa . . . TUpocpopov: lTAOKOUS was 
a generic term for a variety of sweet or savory unleavened cakes. The 
description of the cake, including the neologism Tupocp6pos, is characteris
tic of elaborate accounts of flatbreads in comic and parodic contexts; cf. 
Ar. Ach. 1125 iri\aKouvTos Tup6vwTov 66s KuKi\ov, Matro, fr. 1. 116-18 with 
Olson-Sens's note. 

5-6[621-2] "Apollo, grant that Crobylus protect his household and pos
sessions as a full-grown man." For the prayer that a boy grow into adult
hood, cf. 599-6000. XEipas unEp8Ev ixnv: cf. Solon, fr. 4.4 TTai\i\cxs 

:A.8flVOifl XEtpas U1TEp8ev EXEL 

CXVI. Theodoridas AP 6.222 (4 GP) 

Dedication of the rib of a fantastic sea-creature. The opening couplet, 
focusing on the beaching of the creature in rough seas, evokes and distorts 
the conventions of epitaphs for drowned sailors ( cf. 1 n.). The epigram 
thus initially appears to be a fictive epitaph for a beached sea creature ( cf. 
e.g. Anyte AP 7 .2 15) and so to play on cenotaphs for drowned sailors; but 
in the second couplet it unexpectedly becomes a dedication. The identity 
of the animal, too, is delayed until 3, where it is revealed as a gigantic, 
shark-like creature rather than a worm. This fictitious animal is discussed 
by Ael. NA 13.23, who reports that it is the largest of sea-creatures and 
terrifying even when beached on shore; he compares its locomotion to 
that of an oared boat ( VflXOVTat ... ,roi\i\ois Tois irocri ... Kai eKei8ev oiovei 

crKai\µois irapflpTflµevo1s ... eauTois epETToucr01}. That account, though late, 
fits the contrast between the "twenty-oared" lapygian ships and the "many
footed" scolopendra, underscored both by their positions at the opening 
and close of the epigram and by the fact that ships' oars could be repre
sented as feet (e.g. Lye. Alex. 23 1oui\6,re~01). 
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1 [623] µupionouv aKoAon,v6pav: the noun usually denotes a millipede or 
a slightly smaller, stinging marine worm ( cf. Arist. Hist. anim. 505b 13-17, 
62 1 a9). The implication that a small creature is at issue is consonant with 
µup16irous, which is said by I Nie. Ther. 80 5-1 2 to be a type of worm. un 
,6>piwv1 seems initially to refer to the constellation Orion and its role as 
marker of weather bad for sailing, but it subsequently emerges as a refer
ence to Mt Orion (cited as a boundary of Iapygian territory by Pseudo
Scylax, Periplus 14) . 

2[624] 1a-miywv: residents of southern Italy (modern Apulia), compris
ing three groups, the Daunians, Peucetians, and Messapians. i~paa' 
"washed up." The rare verb, which some ancient critics thought lay behind 
f3pacrcrwv at Il. 1o.226 ( cf. IA ad loc.), attracted the interest of Hellenistic 
poets (A.R. 2.323, Nie. Alex. 137, 359), especially Lycophron, who uses 
it frequently in this sense in the simplex (461) and, more often, in the 
compound (cruv)eKf3pacrcrw (e.g. 66,377,396,717,749, 1240). 

3[625] ~Aoaupou "terrifying"; cf. Ael. NA 13.23 EK~pao-8eicrav µev 8eacrao-8at 
OUK &v TlS 8pacruvotTO. a,Aax,us: a generic term for sharks and 
rays. avrj'l'av "dedicated" (cf. Od. 3.274, Lye. Alex. 853). 

4[626] 6aiµoa1: unspecified, in imitation of real votive poems in which 
the divine recipient was unnamed because it was given elsewhere on the 
monument (e.g. CEG 769), or because the location made it obvious (e.g. 
CEG 327, 363). In Antipater's imitation, the dedication is to the 6aiµoo-1 
eivai\iois Palaemon and Ino (AP 6.223.7-8). ~oucpopTwv Koipavo1 ... 

dKoaopwv: i.e. owners of large merchant ships; a grand circumlocution 
for "traders." f3oucp6pTos is a novel and unique adjective, probably mean
ing "filled with a lot of cargo," with f3ou- intensifying ( cf. Suda f34 76 
,roi\ucp6pTwv), rather than "cattle-carrying." eiK60-opo1 are twenty-oared 
cargo ships (cf. Dern. 35.10, 18). 

CXVII. TheodoridasAP 7.406 (I4 GP) 

A mock epitaph for Euphorion (cf. p. 224). The poem formally resem
bles the many Hellenistic epigrams honoring dead poets, but here the 
implication that Euphorion was buried in Athens as an initiate in the 
Mysteries gives way to a sexual joke whose point reaches a climax with 
the final word, which calls attention to his status as a lover. Dickie ( 1998: 
54-8) argues that the poem is a literal tribute honoring his status as an 
Eleusinian initiate, but Crates AP 11.218.2-4 similarly deploys obscene 
puns to mock his interest in sex. It is none the less unclear whether the 
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poem should be understood as hostile toward him or as a mocking tribute 
to an admired poet (cf. Cairns 2016: 144-5). 

1 [627] o ... noijaa1: an ambiguous phrase admitting the positive sense 
"the one who knows how to create extraordinary poetry" (cf. Thgn. 
769-70 XPTl Moucrwv 8epa1TOVTO Kai cxyyei\ov, ei Tl lTEplO"O"OV I ei6ei11, crocpi11s µ11 
cp8ovepov TEi\e8e1v, Simylus SH 728) and also "the one who knows how to 
do/ create excessive things," whether in reference to overly fussy poetry 
or to unusual sexual activity. 

2 [628] TTupa11<0is ... a1<iA1a1v: the primary reference is to the Long Walls 
( crKei\11: e.g. D.S. 13.107 .4) connecting Athens to the Piraeus, but the lan
guage is also appropriate to the legs of a lover. The adjective, though nor
mal in form (Steph. Byz. ,r85), is not usually applied to the Walls, and has 
here been deployed to evoke the use of ,re1pac.v in the sense "attempt to 
seduce"; the association of the Piraeus (and other ports) with prostitutes 
may also be operative (cf. Ar. Peace 165 with Olson's note). 1<£iTa1 suits 
a corpse and a lover lying in bed. 

3[629] µuaT111 poiiiv seems initially to refer to the ritual importance 
of pomegranates: the fruit played an important role in the myth of 
Persephone (HHDem. 372), and initiates in the Eleusinian Mysteries were 
forbidden to consume it. Retrospectively, however, the phrase may be 
reinterpreted as referring to Euphorion 's sexual activity, here couched 
as participation in the "rites" of Aphrodite ( cf. the obscene double enten
dre at Ar. Ach. 7 4 7, 764 xoipous µucrnKas). For the sexual implications of 
the pomegranate, cf. Ar. fr. 623 6~uyi\uKe1av Tcxpa KoKK1eis p6av (parodying 
Aesch. fr. 363), where the seeding of fruit is a metaphor for destruction 
of a hymen (cf. "cherry" in English). µijAov: apples are a common 
metaphor for breasts ( e.g. Ar. Lys. 155-6, Eccles. 903). anap~a1 "offer," 
in a generalized sense without the more usual implication of a gift of first
fruits ( cf. Jim 2011). 

4[630] µupTov: the myrtle-berry was slang for female genitalia (cf. Hsch. 
µ1926). (wos iwv: a common Homeric juncture (e.g. Il. 2.699, 
17.153); cf. Tyrt. fr. 10.29-30 epaTOS 6e yuvai~i I ~c.vos ewv. icpiAu: pos
sible senses include "he loved (them)," "he kissed (them)" and "he was a 
lover." 

ALCAEUS OF MESSENE 

The Greek Anthology contains twenty-two epigrams by Alcaeus; 
some are falsely ascribed in the lemmata to "Alcaeus of Mytilene," 
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the archaic lyric poet. Fragments corresponding to Alcaeus AP 
9.588 are preserved in P. Tebt. 3. 13-20. Porphyry ap. Eus. Praep. ev. 
10.2.23 records that Alcaeus wrote abusive iambs as well as epigrams, 
and assigns to him a parodic work attacking the historian Ephorus 
for plagiarism; that attack probably had some political significance 
(Momigliano 1942: 57). One poem features the athlete Clitomachus, 
victorious at Olympia in 216 and 212; another the citharode Pylades, 
whose activity includes a performance of the Persians of Timotheus in 
205. An epigram critical of Philip V of Macedon can be dated to the 
period 197-191; for Alcaeus' relationship to Philip, see cxv111 intro
ductory n. His political poems include several set at a symposium. He 
also composed erotic, ecphrastic, funerary, and dedicatory epigrams 
(all probably fictive). 

Alcaeus engages in innovative ways with earlier poetry, including 
epigrammatists such as Asclepiades, Leonidas, and Callimachus (cf. 
Bonsignore 2013-14: 2 2-6), and he uses language of various stylistic 
registers from a range of genres. Like Perses and Anyte, he draws on 
Homeric language more directly than do Asclepiades and Callimachus, 
though he rarely reuses it without variation. Alcaeus is strict in his 
observance of "Callimachean" restrictions on the hexameter; only 
Meyer's First Law is infringed ( cf. Introduction section 4h [i], Magnelli 
2007: 181). 

CXVIII. Alcaeus AP 9. 5 I 8 ( I GP) 

Zeus is warned to prepare for an assault on Olympus by Philip V. The 
theme of the epigram - the relationship between a Macedonian king 
on earth and Zeus on Olympus - has its roots in XII, where a statue of 
Alexander by Lysippus seems to be about to announce that Alexander 
holds the earth under his sway but that Zeus should keep Olympus; a sim
ilar distinction is drawn by an anonymous epigram celebrating a Thracian 
victory by Philip, APl 6. Both those poems contrast the king's power on 
earth with Zeus's sway over the heavens. In APl 6, however, Philip's glory 
is said almost to have reached the heavens ( 6 66~a Trai\01 6eic.vv ayx1 J3eJ3aKe 
6p6vou), whereas in Alcaeus, Philip is on the verge of challenging Zeus's 
sovereignty on Olympus itself. 

This fact is important for gauging the tone of the epigram. Elsewhere 
Alcaeus scathingly attacks Philip (cf. AP 7.247, APl 5, AP 9.519), but 
some take this epigram as sincere flattery and suppose that it belongs 
to an earlier period in his career. The epigram does not claim, how
ever, that Philip will be able to conquer Olympus, only that Olympus 
should prepare for his assault, and its evocation of the doomed Otus and 
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Ephialtes (cf. 2n.) suggests that his ambitions will meet with failure. It 
is, moreover, an encomiastic trope that Hellenistic rulers ascend to the 
heavens on their death, and the final verse may thus be understood as 
bitingly ironic. 

There are points of contact with adesp. AP 6.1 71, on the Colossus of 
Rhodes ( 1 - AP 6.171.1 aUTWl croi ,rpos "Oi\uµ,rov eµaKUVaVTO Koi\ocrcr6v, 3-4 
- AP 6. 171 .8 mhp1os ev ir6vTw1 K17v xaovi Ko1pavia). Most have considered 
Alcaeus the borrower, but this is uncertain ( cf. Jones 2014: 45). Alpheus 
of Mytilene adapts the epigram in a poem (AP9.526) celebrating, appar
ently without irony, Roman dominion of the entire world. For further 
discussion of Alcaeus' relationship to Philip, see Edson 1948, Vertsetis 
1988: 132-4, Bonsignore 2013-14: 30-66. 

1[631] µa1<uvou Tdx11 "raise your walls" rather than "extend your walls." 
µf\Kos is a standard term for height, including that of buildings and walls 
( e.g. Ar. Birds 1 130, JG 112 1682), and the verb µT}Kuvw has this sense at 
adesp. AP6.171.1 (cf. introductory n.). Olympus is already convention
ally µaKpos; cf. Il. 8.41 o, 15.193. 

2(632] aµ~aTa "accessible" < ava~aivw. The adjective in its context evokes 
Od. 11.315-16, where Otus and Ephialtes are said to have desired to stack 
Mt Ossa and Mt Pelion on Olympus, Yv' oupavos aµ~OTos eiT}; they are killed 
by Apollo. The implication is that a similar fate awaits Philip's arrogance. 
Cf. Pi. Pyth. 10. 2 7 6 xaAKEOS oupavos OU lTOT, aµ~OT0S aUTWl. xaAKdas ... 

miAas: cf. Il 1.426 ~10s lTOTi xai\Ko~OTES 6&, 17.425 xaAKEOV oupav6v. 

3[633] x8wv ... 'TTOVTos: that a ruler controlled both land and sea was 
a conventional idea in Hellenistic encomia; cf. Theocr. 17.91-2 6ai\acrcra 

6e ,rcxcra Kai aia I Kai lTOTaµoi Kei\a6oVTES avacrcrOVTOl TTToi\eµaiw1, Call. h. 
4.166-8. 

3-4[633-4] u"TTo aKT)'TTTpo1a1 (1)1Ai'TT'TTou I 6i6µ11Ta1 reverses Il. 6. 159 Zeus 
yap oi uiro crKiiirTpw1 e6aµacrcre, where Zeus is explicitly represented as 
responsible for the territorial conquests of human kings; cf. A.R. 3.353, 
395. The crKf\irTpov marks its bearer as a representative of a god ( cf. West 
on Hes. Th. 30), and the implication that Zeus's dominion too will come 
under the scepter of Philip is thus paradoxical. Plural crKf\irTpa for "royal 
scepter" is especially characteristic of tragedy; cf. Chiasson 1982: 159-
60. Ao1"TTcx . . . o6os: the ordinary way for Macedonian rulers to ascend 
to Olympus was to die (cf. Theocr. 17. 16-19). The image was much devel
oped by Roman poets; cf. Virg. Georg. 1.24-5, 503-4, Hor. Odes 1.2.45-9, 
Ov. Met. 15.868-70, and with similar tonal ambiguity, the address to Nero 
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at Lucan, BC 1 .45-7 te, cum statione peracta I astra petes serus, praelati regia 
caeli I excipiet gaudente polo. The road to Olympus or to the heavens in 
general is a conventional image; cf. Sappho, fr. 27.12, Hegesander, fr. 9, 
[Luc.] Dem. Enc. 50. 

CXIX. AlcaeusAP 7.247 (4 GP) 

On the dead at the battle of Cynoscephalae. The epigram allegedly irri
tated the victorious Roman general, T. Quinctius Flamininus, because 
it awarded credit to the Aetolians in spite of their poor behavior at the 
conclusion of the battle (Plut. Flam. 9). The version preserved in the 
manuscripts of the Anthology lacks lines 3-4, which are transmitted only 
by Plutarch. Those verses are not easily explicable as a later addition. 
More probably, they were in the original version and were subsequently 
removed by Alcaeus himself in response to Flamininus' displeasure. This 
alteration would be consonant with the reuse of line 4 in an epigram justi
fying the invasion of Greece as an act ofliberation (APL 5). A Latin version 
(Epigrammata Bobiensia 71) is six lines long but does not credit the victory 
to the Aetolians (for the problem of its textual history and the nature 
of its model, see Kuijper 1972, Mondin 2011-12, Bonsignore 2013-14: 
54-5). Philip Vis said (Plut. Ram. 9.4) to have composed a distich paro
dying the opening couplet ( &cpA01os Kai &cpuMos, 66onr6pe, Tw16, e1ri vwTw1 I 
J\AKaiw1 cnaupos 1r11yvuT01 iiAif?,aTos "barkless and leafless, a crucifix stretch
ing to the sun is fixed here to Alcaeus on this ridge"); another, perhaps 
related, couplet attacking the poet is preserved as adesp. AP 9.520 (cf. 
Cameron 1995: 100-2). 

Formally, the poem resembles epigrams for people who have died at 
sea and been washed up and left unburied on shore (e.g. xu introduc
tory n.). Here the unburied dead speak in the conventional language of 
epitaphs for the mass casualties of battles (cf. 1-2n.); part of the conceit 
is that the speakers address a passerby not from the tomb, but from the 
plain on which they lie rotting. 

Epic diction and phraseology contribute to the larger distinction 
between the heroic Macedonian dead and the cowardly Philip. The pre
dominantly epic/Ionic dialect suits the Homeric background; in line 6 
6o&v, in a context without epic resonance, is an isolated Doricism; the 
related epigram APL 5 has more Doric forms. 

1-2[635-6] The Macedonian dead of Cynoscephalae lay unburied until 
the year 191 (Livy 36.8, App. Syr. 16). cx1<AauCTTOl Kai cx6a1TTOl: a 
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Homeric phrase, recalling the verse-opening of Od. 11.54 aKAauTov Kai 
&601nov ( of the body of Elpenor), a line which Callistratus is said to 
have athetized; cf. Il. 22.386, Od. 11.72 aKAauTov a601nov. It is uncer
tain whether Alcaeus wrote aKAauo-To1 or aKAauT01: both forms appear in 
Homeric manuscripts (cf. Eust. on Od. 11.54, 1.399.32-3 Stallbaum); the 
former is the vulgate reading. Tw16' hri vwTw1 I 8,aaaMas "on this 
Thessalian hill." It seems likelier that the phrase was designed as a vari
ation of eiri Tuµ~c.v1, a Homeric clausula (ll. 11.371; cf. Thgn. 1203) that 
was frequently reused in Hellenistic epigrams ( e.g. Perses AP 7 .445. 3, 
An tip. AP 7 .353.1), than that Alcaeus wrote eiri Tuµ~c.v1 in order to treat 
the place where the dead lie unburied as a sort of figurative tomb. vwTc.v1 
I 0eo-o-aAias may phonetically evoke the common Homeric e,r' eupfo v&Ta 
6a/\OO"O"T'}S (ll. 2. 159, etc.). Tpiaaai Kdµ,ea µupux6is: though Livy cites 
a similar figure (33.1 o), the number is almost certainly inflated for enco
miastic purposes (cf. Plut. Flam. 8-g); the effect is to locate the poem in 
the tradition of epitaphs honoring victims of major battles such as the one 
cited by Hdt. 7.228.1 for the Greeks who died at Marathon (µup1ao-1v iroTE 

Tf\16E TPlflKOO"ia1s eµaxoVTo I EK TTEAOTIOVVCXO"OU x1A1cx6es TETOPES). Cf. An tip. AP 
7 .246.2, on the Persian dead at Issus (TTepo-wv Keiµe6a µup166es). 

3-4[637-8] The couplet resembles the end of an oracle reported by 
Pausanias (7.8.9) and Appian (Mac. fr. 2). In Pausanias' version, the 
Macedonian defeat is attributed to forces from the west and the east: 
''You Macedonians who take pride in your Argead kings, Philip's rule 
will be both a benefit and a pain for you; for the first Philip will make 
you lords over cities and peoples, but the younger one will destroy all 
your honor when he is conquered by men from the west and the east" 
(6µfl6eis eo-irepio10-1v uir' cxv6pamv flw101s TE). Appian's version attributes 
Philip's defeat only to westerners (6µ116eis 6' EO"TIEpio10-1v u,r' cxv6pao-1v ev6a6' 

oAeiTai). That this version avoids giving credit to easterners (i.e. Attalus' 
Pergamene forces) may reflect a desire to avoid irritating a Roman audi
ence. The historical realities that underlie the oracle are uncertain; if it 
was really issued before the battle, Alcaeus is probably alluding to its lan
guage and content. 6µ116ivTES: whatever its relationship to the oracle 
received by Philip, the phrase perhaps resonates against 633-4 (of Philip) 
xewv u,ro O"KflTITpOlO"l ... 6e6µT'}T01. ,;si: a markedly epic conjunction. 
ous Thos iupd11s ;;yay' an' 1TaM11s: the phrase recurs with Kai for ous at APL 
55, on Titus' liberation of the Greeks. It evokes epic relative clauses such 
as Il. 15.530-1 TOV TIOTE <l>uAEVS I iiyayev e~ ,Ecpupfls, TIOTaµou a,ro ~EAAflEVTOS. 

5[639] ,Hµa6i111: properly the area of the central Macedonian plain that 
included the capital Pella, but here as often ( e.g. Simias, fr. dub. 2 2 .6) 
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a synecdoche for Macedonia and its king. µiya nijµa: a Homeric 
expression (e.g. Il. 3.50, 9.229), mostly in this verse-position. 

5-6[639-40] To ... i~acppchtpov: the brevity with which Philip's flight 
is described suits its speed and contrasts with the greater focus on the 
sacrifice of his troops. To ... I Trveuµa means "that famous ( Keivo) bluster 
of Philip," but is tantamount to "that bold Philip," a sardonic, high-style 
periphrasis formed on the model of Homeric expressions such as cr6evos 
,16oµevfios (/l. 13.248); the grandiosity of the phrase matches the arrogance 
attributed to Philip. For Trveuµa suggesting "spirit, arrogance," cf. the use 
of Trvew at Pi. Pyth. 10.44 6pacrei01 6e Trvewv Kap6i01. Deer are timid animals, 
and the comparison implies cowardice on Philip's part; cf. 5 2 6. eAaq,p6s 
was regularly explained as deriving from eAaq,os, and the etymological fig
ure is thus tantamount to "more deer-quick than quick deer." 

CXX. AlcaeusAP 7.55 (r2 GP) 

On the burial of Hesiod, washed and entombed by the Nymphs and given 
funeral honors by shepherds. The washing of Hesiod's corpse (1-2) is 
picked up by the reminiscence of his initiation in the final couplet, with the 
Nymphs' springs balanced by those of the nine Muses (2 Nuµq,01 Kp11vi6wv 

... cmo O"q>ETEpwv - 5-6 Moucrewv I ... Ka6ap&v ... A1~a6wv). Both these 
couplets depict Hesiod in conspicuously Hellenistic terms, the first cast
ing him as a bucolic/Theocritean figure washed by the Nymphs from the 
springs of a locus amoenus, the second evoking his initiation by the Muses 
as represented in Callimachus' Aetia. The couplets, representing the con
clusion and initiation of Hesiod's literary activities, frame his poetic career 
while suggesting two different if complementary poetic modes. 

1-2(641-2] The account of Hesiod's burial includes conventional fea
tures of a locus amoenus, including shade and spring water ( cf. VIII intro
ductory n.) and so suits his characterization as a bucolic poet (see below). 
The spondaic rhythm of the first hemistich of 2 is solemn. AoKpi6os: 

Hesiod is said to have been killed and buried in Locris, at Oeneon 
(Thuc. 3.96.1) or Oenoe (Certamen pp. 224-36 Allen). Subsequently his 
bones were transferred to Orchomenos (Mnas. AP 7.54.1-3, Plut. Mor. 
162c). iv viµE1 aKupw1: in a different verse position at Il. 11.480, a 
disputed line in which Zenodotus read yAaq,up&1 for crK1ep&1. Nu1,,1cpa1: 

Nymphs associated with springs (Od. 17.240, Theocr. 1.22 with Hunter's 
note) are the patrons and inspirers of poets in bucolic: cf. Theocr. 7.91-3, 
a passage modeled on Hes. Th. 22-3 but with the Nymphs rather than 
the Muses as inspiring deities (Fantuzzi in Fantuzzi and Hunter 2004: 
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153-4). Kp11vi6wv: a rare diminutive of KpflVTl, found in earlier litera-
ture at Eur. Hipp. 208, of a pure spring, and at Call. fr. dub. 751 Pf. 

3[643] u'l'waavTo: the verb may refer to architectural construction (e.g. 
/G v.2 268.45) but, along with its compounds, may also be used of the 
production of literary grandeur; cf. 543n. Here it may be read against 
ancient attempts to define Hesiod's "sweet" poetry in opposition to the 
sublime style of Homer (cf. Hunter 2014: 282-315), a distinction which 
the poem confounds. 

3-4[643-4] yaAaKTl ... µiA1T1: libations (xoai) offered to the dead in 
literature often include milk; cf. Io5, Aesch. Pers. 611, Soph. El. 895 with 
Finglass's note. This was frequently mixed with a variety of other liquids, 
including honey (cf. Eur. Or. 115). For ~av6&1 ... µei\1T1, cf. Simon. PMG 
88, Emped. 31 B fr. 128.7, Philox. PMG 836b.37. aiyi:>v: with ycxi\aKTt; 
cf. Hes. l-tV 590 ycxi\a T0 aiywv. ippavav: i.e. sprinkled a drink offering; 
cf. I05. 

5[645] Toi11v ... yijpuv: i.e. Hesiod's song has the qualities of honey 
( cf. µei\iy11pvs, e.g. Od. 1 2. 1 87). CXTI'ETI'vuv: commonly used of smells 
but here with special resonance, since the Muses of the Theogony inspire 
Hesiod by blowing into ( eveTTveucrav) him their divine voice ( 3 1), which he 
is now represented as blowing out in performance ( cf. Pi. Pyth. 4. 1 1, of 
Medea's prophecy; Diosc. AP 7.407.3). The imperfect is appropriate to 
Hesiod's composition of numerous poems. Cf., e.g., "Simon." AP 7.24.9-
1 o 6p6cros iis 6 yepa1os I i\ap6TEpov µai\aKwv eTTveev EK crToµcxTwv. ivvia 

Mouaiwv: dependent on i\1~cx6wv. 

6[646] o Tl'pia~us: "Hesiodic old age" was proverbial (App. prov. 4.92, Suda 
T7 3 2, Scodel 1980), but the representation of earlier poets as old men 
was also conventional (cf. 4I7-I9n.). Ka8apwv ... A1~a6wv: a draught 
from Hippocrene seems likely to have featured in the poetic initiation in 
Callimachus' Aetia, but there is no such scene in extant Hesiodic poetry; 
in the Theogony, the Muses give Hesiod only a branch of laurel. Here the 
spring is described in Callimachean terms: cf. h. 2. 1 1 1-1 2 ai\i\' llTlS Ka6ap,; 
TE Kai axpcxaVTOS avepTTEl I TTi6aKOS E~ iepf\s 6i\iy11 i\1~cxs OKpov OWTOV. 

CXXI. Alcaeus AP 7. I (II GP) 

On the death and burial of Homer. A number of cities made claims to 
Homer; Ios' claim goes back at least to Bacchylides (fr. 48). The epigram 
draws heavily on epic language and imagery (2, 3, 5, 6nn.), but avoids 
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reusing Homeric diction unchanged. It also plays on the contrast between 
Homer's banal death and his great reputation, here suggested by his 
assimilation to his own heroes (3n.). At the same time, by associating him 
with the Graces as well as the Muses as implicit sources of inspiration, the 
poem represents poetic composition in Hellenistic rather than Homeric 
terms and thus retrojects contemporary literary values upon the archaic 
past (cf. Bolmarcich 2002: 71). cxx111, by Antipater, is an imitation. 

1[647] The verse contrasts Homer's heroic subject matter with his un
heroic death. This is emphasized both by the placement of ripwc.vv and 
0 Oµ,ipov and by the juxtaposition nai6es 0 Oµ,ipov. ,,lw1 iv1: the anastro
phe evokes epic (e.g. Il. 7.221 °YA111 ev1, Od. 9.505 '106:K,it ev1). nai6Es: 
according to a story told in the biographical tradition (e.g. Certamen 321-
39, pp. 237-8 Allen, Paus. 10.24.2), some boys who had been fishing 
posed a riddle to Homer on the shore of Ios, and having been unable to 
answer it, he slipped in the mud and died (cf. Levine 2002-3). 

2[648] f1Kaxov: transitive ("caused grief'). This Homeric word is play
fully used in a pseudo-epitaphic account of a death. The grief of survi
vors would be more typical, just as in Homer a warrior's death aggrieves 
the family or larger community (e.g. Il. 16.822 6oun,icrev 6e necrwv, µeya 6' 
'flKOXE Aaov J\xmwv, Od. 15.357). Instead, Homer's grief is the cause of his 
death. iK Mouaiwv ... ucp11vcxµEvo1 plays on the literal and extended 
senses of ypicpos and ucpaivc.v: the noun is properly a "fishing basket" but 
metaphorically a "riddle," while the verb may refer not only to actual 
weaving or to the arrangement of words in speech (e.g. the vulgate read
ing of Il. 3.212, where ecpmvov is a variant) and song (cf. Pi. Pyth. 4.275, 
Call. fr. 26.5 with Harder's note); at Archestr. fr. 16.6-9 an actual fishing 
basket is described via a riddle. In a literal sense, then, the phrase refers 
to the boys' fishing, but figuratively they are cast as inspired poets (cf. Hes. 
Th. 94-5 EK Moucrec.vv ... I &v6pes cxo16oi focr1v) who have bested the poet of 
heroes with their song; cf. Bonsignore 2013-14: 7 5-7. For the association 
of children with poetic composition, cf. Il. 18.569-61, Call. fr. 1.5-6. 

3[649] The involvement of the Nereids in Homer's funeral rites mirrors 
the roles played by them and Thetis in lamenting the deaths of Patroclus 
(/l. 18.35-69) and Achilles, the latter mourned also by the Muses ( Od. 
24.4 7-9, 58-61). viKTap1 . . . ixpiaavTo: the gods use nectar and 
ambrosia, alone or in combination, as unguents to preserve or immortal
ize dead humans (e.g. Il. 16.680, Theocr. 15.108, Bion, fr. 1.3 with Reed's 
note). The choice of nectar rather than ambrosia (perhaps a variation of 
Il. 16.680 xptcrev T 0 cxµ~pocri111) reflects the association of the notoriously 
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sweet substance (e.g. HHDem. 49, Nossis AP6.275.3-4) with poetic sweet
ness (cf. I7I-2n., Pi. Olymp. 7.7-8, fr. 94b.76). dvcxA1a1 N11p11i6is: the 
noun and adjective are both Homeric, but their collocation is not. 

4[650] aKTai111 ... uno o,nAcx61: the phrase continues the assimilation of 
Homer to a hero, since conspicuous tombs by the sea were a heroic honor 
(e.g. Il. 23.125-6, A.R. 1.585-6; cf. Pearce 1983). Homer was worshipped 
as a hero in various locations; cf. Clay 2004: 7 4-6, 136-43. cnni\as, origi
nally any rock over which the sea crashes, here implies "tomb," as at An tip. 
AP7.2.3. 

5[651] The line evokes Il. 13.350 ai\i\a 0ET1V Ku6a1ve Kai uifo KapTEp60uµov, 
where the subject is Zeus, to whom Homer is here implicitly assimilated. 
Thetis' privileged place in the description of the Iliad reflects the Nereids' 
priorities. The Homeric unicum uiea is picked up by Hellenistic poets ( cf. 
Call. h. 6.79, AP7.520.3, A.R. 2.803, 4.1493, Rhianus, fr. 66.6). µ60os is 
an Iliadic word; it is absent from the Odyssey, and is otherwise rare and 
restricted to hexameter poetry. 

6[652] 18aKou ... ipy.,.aTa AapT1cx6tw: a periphrasis for the Odyssey that 
avoids naming Odysseus directly. The expression uses un-Homeric forms 
of the hero's ethnic and patronymic, for which Homer has ,l6aK,icr1os ( Od. 
2.246) and J\aepT1a611s (/l. 2.173, etc.). epyµaTa appears first in Hesiod 
and the Homeric Hymns. 

7[653] oA~iOTl'l v,;awv: contrast HHAp. 38 Kai Xios, ii v,icrc.vv i\mapc.vTOTll eiv 
ai\i Kehm. novTw1 "in the sea." 

8[654] The wholly spondaic opening of the pentameter suggests gran
deur. ~a1,; "despite its small size." For the contrast between the dimen
sions of the burial site and the grandeur or physical size of its occupant, 
cf. Hermes. fr. 7.27-32, Kimmel-Clauzet 2017. The small size of the island 
that contains Homer matches the brevity of the epigram in which Alcaeus 
has reworked the language of his epics. Mouacxwv . . . XapiTwv: cf. 
2 3 5-6n. The morphological and prosodic variation Movcrec.vv ... Moucrac.vv 
appears early (Hes. Th. 93-4). aa.ipa: the metaphorical use is com
mon ( e.g. Pi. Pae. 6. 1 26, Call. fr. 67 .8 Pf.), but here the source is perhaps 
Leon. AP9.24, where the relationship of Homer to other poets is like that 
of sun and stars ( 1 acrTpa ... 3-4 ··0µ11pos I i\aµirp6TaTov Moucrwv q>eyyos 

avacrx6µevos); cf. An tip. AP 7.6.3. 
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CXXII. AlcaeusAP I2.30 (8 GP) 

The speaker reminds Nicander that time is fleeting and he will soon be 
unattractive. The poem resembles others in which the speaker adduces 
the carpe diem motif to seduce a resistant person (cf. xv introductory n.); 
here, the speaker's intentions are unmistakable, but his request is left dis
creetly unstated. That the arrival of body hair marks the end of a boy's 
desirability as an eromenos is implicit already at Thgn. 1327-8 (w ,rai, ec.vs &v 
EXT\IS i\eiav yevuv, ou,roTe cr' aivwv I ,raucroµai) and becomes a topos in Greek 
epigram, which treats it either as an already present feature that renders 
a boy unappealing (cf. Taran 1985: 90-4) or mentions it as an impending 
outcome, as here. 

The basic observation with which the poem opens leads to two injunc
tions, introduced by ai\i\a and beginning after the bucolic diaeresis of the 
hexameter; the first of these ( 1) urges caution for the future, while the 
second, beginning in the equivalent position of the second hexameter 
(3), advises action for the present. Adesp. AP 12.39 seems to represent 
the unhappy outcome of a similar situation; cf. 1 fo~fo6T\ NiKav6pos ... 4 
eicri Tpixes; cf. Taran 1985: 95-100. 

1 [655] 1<vf1.,i11: as often, the word (literally "shin") stands for the entire 
"leg." Ni1<av6pt: an extremely common name, here perhaps suggest
ing the boy's current power to "overcome men" and resonating poignantly 
against his future inability to do so (cf. Taran 1985: 95). 6aauvETa1 

"is getting hairy"; cf. Ar. Eccles. 66 and compounds like 6acru,rwyc.vv, 
6acru,rpc.vKTOS, and esp. 6acru,ruyos (below). 

1-2[655-6] cpuAa~a1 I ... Acx6111 "take care that the same thing does not 
happen to your buttocks without you noticing." TavT6 is a crasis of To 
auTo. nuyT): cf. 447. At re1. Theocr.5.112/113b, 6acrtmuyos is paired 
with evfii\1~ "mature." 

3[657] Kai yvw0'111: the connective suggests that this might be not a future 
indicative but a rare thematic aorist middle subjunctive (cf. Manetho 2.51 
yvwaaa6ai), parallel to i\a6T\1 in the µ11-clause. If so, the speaker frames 
the prospect that the boy will reach maturity without a companion as a 
contingency rather than a certainty, suggesting that if he grants his favors 
now, their partnership will continue into the future. In Strato's imitation 
(AP 1 2. 186.6 Kai TOT0 emyvwcrT\1 Ti cr,rav1s eaTi q,ii\wv), where the rhetorical 
context is somewhat different, the verb is future indicative, and it may 
be here as well. qnAiovTos 00'11 O""TTcxv1s: cr,rav1s may denote an objective 
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lack of something or a su~ective desire for it, and the phrase thus allows 
"how complete is the lack of anyone to love you" and "how great is your 
(unfulfilled) desire for someone to love you"; cf. Bonsignore 2013-14: 
154-5. a~· in Kai vuv: i.e. "but even at this late moment," a Homeric 
clausula (e.g. IL 9.111, 259, 11.790) that suggests the loss of prior oppor
tunities and the need to seize the moment 

4[658] ci1,1rraKAt1Tou "which cannot be called back," a prosaic word that 
perhaps evokes the use of 1<cxAEc.> and compounds in erotic and sympotic 
contexts (e.g. 56, Asclep. 13.3 Sens); just as it is impossible to retrieve 
one's youth, so too the boy, once past puberty, will not be sought by lovers. 

ANTIPATER OF SIDON 

Antipater of Sidon was probably born in the first third of the second 
century and seems to have died at an advanced age around 100 BCE; in 
Cicero 's De oratore (3.194), set at the fictional date of 91, he is treated 
as a prodigious improviser of epigrams from the recent past. A late sec
ond-century Delian inscription containing an epigram by him confirms 
his connection to Sidon (lnscr. Del 2549 = 42 GP); Meleager's assertion 
that he was from Tyre (AP 7.428.14) may be a generic reference to his 
Phoenician background. See Argentieri 2003: 29-33. 

Assessment of Antipater's work is complicated by difficulties of ascrip
tion. The Greek Anthology contains a number of epigrams by Antipater of 
Thessalonica, whose work, dating from the second half of the first century, 
was included in Philip's Garland. Forty-six epigrams are specifically attrib
uted to the poet from Sidon, but more than twice that number are ascribed 
to .. Anti pater" without ethnic adjective; and for some that are assigned spe
cifically to one or the other, the ethnic may be mistaken. In many cases, 
the position of a poem within sequences apparently drawn from one or 
the other Garwnd is a more helpful index than style or content 

Antipater's work is notable for the way it engages with the Greek artistic 
past He composed a number of epigrams on earlier poets, especially of 
the archaic and cla~ical period; some of these appropriate and confound 
"Callimachean" aesthetic polarities. He imitates a range of earlier poets, 
especially Leonidas. Rather than broadly innovating on a theme found in 
a model while gesturing at that model's language and structure, as poets 
like Callimachus, Posidippus, and other earlier epigrammatists typically 
do, Antipater often adheres very closely to his models' form and diction. 
Indeed, he seems to have been interested in variation as a poetic mode. 
In one series of epigrams, he treats Myron's famous cow from a range 
of perspectives (cf. cxxvn introductory n.). Another sequence consists 
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of mock epitaphs in which the reader attempts to make sense of images 
accompanying the tomb; these poems explore the process of interpreta
tion involved in reading epigrams ( cf. cxxv1 introductory n.). 

Antipater's language is highly ornate (Argentieri 2003: 59-67, Magnelli 
2007: 173-4). He follows but extends Leonidas' use of elaborate, recher
che diction, and he deploys adjectives, many of them novel compounds, 
abundantly and even superfluously. Repetition of individual words is com
mon, and individual conceits are sometimes reiterated within a poem. In 
his metrical practice Antipater shares with other epigrammatists a pro
nounced preference for dactyls and for the feminine caesura. Hexameters 
with more than two spondees are rare; no verse contains four. He adheres 
to Callimachean norms, especially in the second half of the verse. He is 
the first epigrammatist to avoid accented final syllables in the pentameter. 
See Argentieri 2003: 53--g. 

CXXIII. Antipaterof SidonAP 7.2 (8 GP) 

On the tomb of Homer. The epigram reworks Alcaeus cxx1, and simi
larly concludes by contrasting the small size of Homer's resting place with 
the greatness of his poetry. Here the identification of the island with the 
epigram is particularly striking: the speaker claims to be the sole heir to 
Homeric inspiration, and demonstrates this by producing a recast and 
miniaturized version of the Iliad. The final couplet, in which the speaker 
adduces a story found in Callimachus, sets up an implicit analogy between 
the epigram itself and the Aetia. The recast version of the Iliad in 5-8 may 
thus be read against the backdrop of Callimachus' refusal in the Aetia 
prologue to produce a long poem on kings and heroes. 

1 [659] 1,u:pc,,.rwv "mortals"; objective genitive. TTn8w "Persuasive 
Charm" ( cf. 2 Od. 8.1 70, of the admiration people feel for the man whom 
the gods have endowed with speech: "they delight in looking at him 610 
T'flV EK Twv i\6ywv ,re16w); there is a suggestion of poetic authority ( cf. 
Aesch. Ag. 106). 1-1iya OT01-1a: the expression most obviously refers to 
the size and grandeur of the Homeric poems, but the evocation of Il. 10.8 
1TToi\eµo10 µeya crT6µa TIEVKe6avoio, where the phrase was understood by the 
D-scholia to refer to the "beginning" of the war, perhaps suggests Homer's 
primacy in the literary tradition. 

2[660] Ma1ovi61w: Homer, thought to be son of Maeon (cf. Hellanicus 
FGrH 4 F 5b-c); the identification of the poet by patronymic alone has a 
Homeric flavor (e.g. Il. 1.223-4), as does the synizesis in the final syllable 
(e.g. Il. 1. 1 ) . 
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3[661] vaaiTlS is extremely rare. 111

lou cnr1Aas: see 6 5 on. 

4[662] iv iµoi ... iAnnv "he left his divine breath in me and no other." 
Beyond endorsing Ios' claim to Homer's body, the passage tendentiously 
asserts that the speaker, and by implication the poem, is sole heir to 
Homer's inspired voice. hpov ... 'TTVEuµa: i.e. the inspiration that he 
has received from the Muses; cf. Democr. 68 B 18 irotT}T'flS 6e 8.crcra µev &v 
ypaq>T}l µET' ev6oucr1acrµoO Kai iepoO ,rveuµaTOS, Kai\cx KOpTa ECJTlV. 

5-8[663-6] Having claimed to be the recipient of Homer's inspired voice, 
the speaker gives its own version of the Iliad, evoking but varying Homeric 
language and diverging on one important detail. The events enumerated 
may be read as covering, in order, important moments in the plot, begin
ning with Zeus's agreement to favor the Trojans (/l. 1.528 veOcre Kpoviwv) 
and the resulting strife on Olympus, followed by the Trojan attack on the 
Greek ships, and concluding with the death and attempted mutilation of 
Hector. viuµa . . . "TTayKpaTis: neither the noun nor the adjective is 
Homeric. AiavTos . . . ~iav: the form of the periphrasis is familiar in 
Homer ( cf. Il. 1 7. 1 87 TlaTpoKi\010 ~iT'l, 18. 1 1 7 ~iT'l (HpaKi\fios), though never 
used of Ajax. vauµaxov: a reference to Ajax' defense of the Greek 
ships in the Iliad, especially 15.677, where he brandishes a ~ucrTov µeya 

vauµaxov EV ,rai\aµT}lCJl. TOV • • • 6pU'TTTOIJEVOV "and Hector, torn to his 
bones by Achilles' Thessalian horses on the Dardanian plain." The claim 
pointedly diverges from the Iliad, where the gods protect Rector's corpse 
so that Achilles "might not tear him by dragging him" (/l. 23.187, 24.21 
cmo6pvq>o1 ei\KuCJTa~wv); Lye. Al.ex. 266-7 similarly asserts that the corpse 
was desecrated. 1'x1lldo1s ... "TTwAois is resonant of tragedy; cf. Soph. 
Ajax 41 /\x1Meiwv 8,ri\c.uv, Eur. Andr. 1 169-70 TOV /\x1Meiov I CJKuµvov, IA 
241 /\x1Meiou crTpaToO. Cl>apaaAiaiv: i.e. Thessalian, with reference to 
Achilles' home town of Phthia (cf. Eur. Andr. 16). oa-ria: the accusa
tive indicates extent. 

9[667] d ... ia8' 0T1: the protasis involves an ellipsis ("If (you are both
ered by the fact that) I, though small, hold one so great, know that 
... "). oAiya: cf. 654n. ~an;. 

9-10[667-8] KEu6n I . . . "IKos: probably a reference to Callimachus' 
treatment of Peleus' death and burial on Icus in the Aetia (frr. 178.24, 
185a Harder). The speaker here has information not included in the 
Homeric poems, where Odysseus tells the shade of Achilles that he has no 
knowledge about the death of his father; cf. Harder on Call. fr. 178.23-
6. ~paxu~wAos: cf. 506n. The adjective is first attested here; contrast 
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Homeric epi~c.uAos (i.e. "with large clods"; cf. Hsch. e5806), referring to 
fertility rather than size. 

CXXIV. Antipaterof SidonAP 7.34 (I8 GP) 

A fictitious epitaph for Pindar. The epigram plays on the Pindaric associ
ation of poetic composition with other forms of craftsmanship and con
cludes with an auditory ecphrasis that evokes epigrams describing art. The 
poem is connected with An tip. APl 305, lemmatized without ethnic in the 
Anthology and attributed to Anti pater ofThessalonica by GP but probably 
by the Sidonian poet (cf. Argentieri 2003: 166-7); there, the poet is sim
ilarly treated as a trumpet and associated with bees. Pindar, whose work 
exerted a powerful influence on Callimachus and his programmatic lan
guage, is here praised in terms that evoke but confound the Callimachean 
opposition between the "light" poetry that he admires and the "heavy" 
poetry of his rivals, whom he associates with workers in bronze. 

1-2 [ 669-70] Pindar is identified first as an instrument that would have been 
made of bronze, then as a bronze worker, and finally by name. The poem 
may thus initially appear dedicatory; that it is nominally funerary emerges 
at the end of 2. aaAn1yya: see 3 3 on. Tov .•. xaAKEUTav: an elevated, 
almost Pindaric, phrase; cf. Nern. 3.4-5 µeA1ypauc.uv TEKToves I Kwµc.uv, Pyth. 
3.113-14 e,rec.uv KEAa6evv&v, TEKTOVES ofo crocpoi I &pµocrav, Crat. 70.2 TEKToves 
eu,raAaµc.uv uµvc.uv. Euayiwv: perhaps "pure" ( cf. Xenophan. 21 B 1.13-
14 XP'Tl ... 6eov uµveiv ... µu601s Kai Ka6apoicr1 A6yo1s) rather than "well-turned" 
( < 11yfoµ01), an unusual sense ascribed to the adjective here by Suda e3360; 
elsewhere perhaps at Leon. AP 6.204.3, of a craftsman's plane. Antipater 
appropriates for Pindar's heavy song a quality that Callimachus associates 
with his own verse; cf. Cairns 2016: 150-1. ~apuv is used of the poet/ 
trumpet in reference to the sound he produces (for ~opus, cf. 5 2 5, 5 2 7); 
contrast Callimachus' wish to be "the light one" (fr. 1.32). xaAKEUTav 

"bronze smith"; cf. Pi. Pyth. 1.86 "he forged (xaAKeue} his tongue on a true 
anvil." In Antip. AP 7.409 (attributed to Antipater of Thessalonica in P 
but probably by Antipater of Sidon), the description of Antimachus' verse 
as "forged (xaAKeuT6v} on the anvils of the Muses" (3) and the claim that 
those with a "clear" ear will appreciate it probably respond to Callimachus' 
criticism of Antimachus' work as ou Top6v (fr. 398). 

3-4[671-2] " ... hearing whose song, you would say that the swarm [i.e. 
of bees who famously inspired Pindar] copied it from the Muses in the 
marriage chambers of Cadmus." The implicit point is that Pindar's song 
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appears to the listener to be the Muses'. The passage, which has been vari
ously understood, plays with ecphrastic tropes and develops the language 
of craftsmanship introduced in 1-2. The object of cnreir~aaa-ro is Pindar's 
song. The couplet is highly compressed and depends on knowledge of the 
story that Pindar, who refers to himself as a bee (e.g. Pyth. 10.54), began 
his career after bees flew upon him while he slept and formed wax against 
his lips (Paus. 9.23.2; cf. Vita Pindari, p. 1.8-9 Drachmann, Philostr. /111. 
2.12), an act that setves as a poetic initiation. The story is explicit in 
An tip. APl 305.3-4. Ancient techniques for bronze<asting involved apply
ing wax to a clay-form; the wax melted as the molten metal was poured 
in; cf. 42 5n. The bees' activity thus belongs to the same realm as that 
of Pindar, a XcxAKeuTiis- dadiwv cp8iy~10 KIV plays with the ecphrastic 
convention of reporting what a viewer would say about an object after 
seeing it (cf. 495-6n.). Iv Kas..-ou ecxAa..-01s: i.e. in Thebes, home of 
Pindar, though with a specific reference to the Muses' performance at 
the wedding of Cadmus and Harmonia. At Pyth. 3.88-91, Pindar reports 
that those who heard (ciiov; cf. eiaaioov) that performance were the most 
blessed of mortals. The implication is that Pindar's audience is equally 
so. a"fflnAaaaTo: literally, "took an impression of' it in wax. 

CXXV. AntipaterofSidonAP 7.218 (23 GP) 

An epitaph for Lais. The epigram reworks Asclep. *41 Sens, on 
Archeanassa, by featuring a more famous and beautiful hetaera (3n.). 
In the model, the speaker could be the dead woman's lover or her tomb 
(cf. Thomas 1998); here the speaker is clearly the tomb, but it describes 
its occupant in highly eroticized language. Gutzwiller 1998a: 255-7, 
pointing to the epigram's insistence on the continued sensuality of the 
tomb, reads it as reflecting nostalgia for a past lost with the destruction of 
Corinth in 146 (cf. Antip. AP9.151). 

The poem is structured around a series of hyperbolic comparisons in the 
first three couplets (2 6~ponp1111, 4 cpa16ponp1111, 61rM(oves). The last of these 
develops the first, in which Lais is said to be more luxurious than Aphrodite; 
the claim in 5 that she is .. the mortal Aphrodite," a status usually associated 
with Helen, leads to a comparison between the number of suitors each of 
the two mortal women attracted. That comparison plays on the ambiguous 
representation of Helen as a virtuous bride or a harlot in the literary tradi
tion; it elevates Lais and her customers to a heroic status that is humorously 
undercut in the final couplet, where her sexual activity is treated as servile 
(13 6ou~r111). The final point, that Lais's promiscuity has saved Greece from 
conflict, entails a humorous comment on Helen: had she been (even) less 
chaste, the Trojan War could have been avoided. Cf. Kanellou 2016. 
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1-2[673-4] " ... the woman haughty with both gold and purple and with 
Eros as a companion, more luxurious than tender Aphrodite." The resem
blance of the sumptuous clothing and jewelry of courtesans to the attire 
of the gods prepares for the comparison. Kai auv "EpwT1: Antipater 
may have known the famous "Sardanapalus epigram" ( = Choeril. SH 
335.4-5) in the form cited by Athenaeus (8.335e), Keiv' exc.u ocrcr' e<payov 
Kai E<pv'3p1cra Kai O'UV epWTl [µET' epWTOS alii] I Tep,rv' eira6ov. An allusion 
would account for the slightly awkward pairing of the phrase with what 
precedes. 8pu'TTTOIJEVT1V entails the same combination of luxurious 
decadence and haughty conceit (e.g. Ael. VH 1.19) denoted by cx'3p0Tep11v 
at line end. cnraMis: the adjective is common in erotic contexts. 

3[675] Aai'8' ixw: cf. Asclep. * 41.1 J\pxecxvacrcrav exw. At least two famous 
Corinthian courtesans bore the name Lais, and the many anecdotes about 
them in fifth-century and later comedy (cf. Strattis fr. 27 with Orth's note, 
Ar. Wealth 179) are inextricably intertwined. 'TT0A1i;T1v: a rare feminine 
form of epic/Ionic ,roi\tflTllS (A.R. 1.867, Pos. 1 18.1 AB; cf. Eur. Hipp. 
1 1 26). aA1twvo10 Kopiv8ou: cf. Call. fr. 384.9-10 cxi\1~wvo10 ... I O'TElVEOS 
(the Isthmus of Corinth), the only earlier attestation of the adjective. The 
reference to a woman's girdle is appropriate to the sensualized con text. 

4[676] TinprJVT'IS: the famous central fountain of Corinth. AtuKwv ... 

A1~cx6wv "clear waters"; in a difference sense, cf. A.R. 4.1735 (of milk) 
AEUKf\10'1V ... i\1'3cx6ecrcr1 ycxi\aKTOS. 

5[677] T11V 8vT1T1lV Ku8ipnav: the hyperbolic praise is belied by the 
generic context; the "mortal" version of the goddess is already dead. 

5-6[677-8] icp' Tis ... Tuv6api6os "over whom there were more illustrious 
suitors than there were aiming to get Helen as a bride." The application 
of the Homeric formula µv,icrTf\pes ayauoi (e.g. Od. 2.209) - used only of 
the suitors of the chaste Penelope - to the promiscuous hetaera humor
ously elevates Lais 's customers to the status of epic nobility and equates 
marriage with a commercial transaction. e<p' ris is to be preferred to e<p' ri1 
for the symmetry it creates with 9 ris em. GP, objecting to the prepositional 
phrase in a copulative sentence of this sort, proposed µv,icrTf\pes ayep6ev, 
which would be a reworking of the Homeric µv,icrTf\pes ayT}vopes f}yepe6ovTo 
( Od. 1 7 .65), with the substitution of a different epic form of the verb ( cf. 
ll. 23.287). 

7[679] " ... reaping the benefit of her favors and purchased sex." The par
ticiple modifies Lais's suitors but the structure of the sentence elides the 
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distinction between them and Helen's suitors, and between the fees paid 
to the former and the bride price given to the latter. 6pe1n6µevo1 evokes 
Asclep. 41.3 Sens cmo6pe41avTES and suggests the act of picking flowers, a 
common sexual metaphor (e.g. Pi. Pyth. 9.109-11, Aesch. Supp. 663-4, 
Archipp. fr. 50; cf. 142). The present participle suggests the ongoing 
character of the activity. For xap1s as a generic term for sexual favors, cf. 
Henderson 1991: 160. The metonymic representation of sex as J\cppo6hT}v 
(e.g. Od. 22.444) picks up other references to the goddess throughout 
the poem. 

8-10(680-2] These lines cap Asclep. *41.3-4 Sens, where Archeanassa is 
said to be attractive even in old age; even Lais 's corpse and tomb still smell 
sweetly of sex. Lais' supposed tomb was still visible on the eastern edge of 
Corinth in the time of Pausanias (2.2.4). Kai qualifies Tuµ~os. U'TT 

... 1<po1<w1 "is redolent of sweet-smelling saffron." uir6 + dative is unu
sual with o~w. which is typically accompanied by a genitive alone or as the 
object of a preposition. 1<T)wtvT1: a rare epic epithet, generally applied 
to bedchambers (/l. 3.382, Od. 15.99). oaTtuv: i.e. oo-Teov (cf. Leon. 
AP 7 .480.1, Diosc. AP 7 .31.1); here, her skull. aa&µa "TTvioua1: though 
the language is not unusual of smells, the reference to breath suggests 
continued life after death. 

11-12(683-4] The lamentation of the gods lends Lais the status of a hero 
like Achilles, mourned by the Nereids and Muses, or like Adonis (cf. Bion, 
Ep. Ad. 2 5-7). aµu~t Kc.ha "scratched" her face in grief ( cf. Theocr. 
6.14 KOTCX 6e xpoa Kai\ov aµu~T}l); tmesis with anastrophe of the preverb ( = 
KaTaµu~e), a Homeric feature that contributes to the ennobling of Lais. 
The second syllable of KaTa is treated as heavy before p-as in Homer ( e.g. 
Il. 21.147). pi6os: see 593n. 1'cppoyivna: see 579n. yotpov 
Au(wv "choking out mournful sobs"; cf. Ar. Ach. 690 with Olson's note. 

13-14(685-6] "If she had not made her bed a common slave of profit, 
Greece would have struggled for her sake, as for Helen." d 6' ou: the 
Homeric use of ou rather than µT} in the protasis (e.g. Od. 2.274) suits the 
reference to the Trojan War. "TTay1<01vov: the evocation of Aphrodite 
Tlav6T}µos, who was associated with prostitution (cf. Philemon, fr. 3.8-9) 
deflates the grandiose comparisons that precede: Lais is a common pros-
titute. 6oUAT)V ... Kip6tos: cf. Eur. Hee. 865 t; XPT}µCXTWV yap 6oui\6s EO"TlV 

ti TVXTlS· iaxi "TTovov: an epic collocation ( Od. 8.529, 13.423). 

CXXVI. Antipaterof SidonAP 7.427 (32 GP) 

An attempt to interpret the meaning of nine knucklebones on a stele. 
The epigram, transmitted as part of a sequence by Antipater on similar 
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themes (cf. AP7.423-6), reworks Leon. AP7.422, in which the tomb is 
marked by a single knucklebone thrown on the least valuable roll, called 
Chios. It does so through a '"window" rewriting of Ale. AP 7.429, which 
shares Leonidas as a model ( cf. Gutzwiller 1998a: 267-71). In Leonidas 
the speaker, addressing the dead man by name in familiar tenns (4 
~ya6E), contemplates two obvious (cf. 3 fo1Kev) and literal explanations 
about the dead man's ethnicity and about his gaming habits, but rejects 
them in favor of the less obvious conclusion that the man died while 
drunk on Chian wine. Alcaeus deliberates between two ways of under
standing a double phi as a symbol for the deceased's name; he first spec
ulates that it could be understood as a mathematical representation for 
the name Chilias (cpcp = 500 + 500) but then changes his mind and con
cludes that it is a rebus (i.e. a representation of a word by symbols) for 
Pheidis (i.e. cpel 6fs); the poem ends with praise for the creator of the 
riddle. 

Antipater corn bines elements from both poems. His speaker explicitly 
observes that the monument lacks an inscription, and like Alcaeus', he 
knows nothing about the deceased; he similarly concludes by praising 
the conceit of the monument. He draws the theme of gambling from 
Leonidas, but his speaker's interpretation follows a different course: he 
first canvasses an allegorical reading in which knuckle bone-throws signify 
the vanity of power and youth, but he ultimately arrives at a literal one in 
which the symbols provide the basic information expected of an epitaph. 
In the final couplet, however, the tomb's symbolism adds a further meta
phorical dimension in which the knucklebones suggest the randomness 
of human fate. 

The epigram gives voice to the act of interpreting a monument and ver
balizes the process involved in making sense of an epigram. The speaker, 
a passerby looking to identify the deceased by reading an inscription, 
must instead interpret non-verbal symbols; that these are paradoxically 
represented as engaging in speech reflects the mediation of the narrator 
who describes them. Goldhill (1994: 199-201) suggests that the poem 
analogizes the randomness of human fate, the throwing ofknucklebones, 
and the process of reading and interpreting symbols, "aleatory all.'' Such 
an interpretation overstates the randomness of the speaker's interpreta
tion: though his first, allegorical, suggestion is plausible in the abstract, 
he ultimately opts for one that reflects his understanding of generic 
expectations. 

1 [687] ex ... vi1<vv "Come, let me see what corpse this gravestone holds." 
The speaker initially imagines that he will be able to identify the deceased 
by inspecting the writing on the grave. OTaAa ... ixu is a variation of 
the more common usage with the tomb as subject. The stele holds the 
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deceased in the sense that it would ordinarily contain his name; there is 
no need to emend to Epei. 

2[688] The surface point is that the tomb bears no inscription (ypcxµµa; 

cf. Euph. 566), but the line plays on Ale. AP7.429.2, where a double phi, 
"the only letter" inscribed on the stone (6icrcrcxK1 <pei µouvov ypcxµµa ""Ae""Aoyxe 
""Ai6os}, is what the speaker must interpret. V'TTEp6E Ai6ou is inspired by 
Leonidas' virep ""Ai6ou but appears to have the unusual sense "on the face 
of the stone" rather than "above" it. 

3[689] aaTpayaAous: knucklebones are commonly found in Greek 
tombs and were associated with the dead; cf. 84, Kurke 1999: 288-
90. 'TTE'TTT110Tas "fallen" (i.e. "thrown"); epic perfect participle of 
iriirTw. The word is as appropriate to dead bodies (e.g. Od. 22.384) as to 
dice and anticipates the analogy established in 13-14. maupEs: gam
bling with four knucklebones was standard Roman practice; the evidence 
from the classical and early Hellenistic periods suggests that it was usual 
for Greeks to gamble with five (Kidd 201 7a). 

4[690] 1'AE~av6pou ... ~oAov: nothing is known about the throw called 
"Alexander" (cf. Hsch. 02869), though it must have had a high value. 

4-6[690-2] µapTupioua1 ... µavun: forensic language casting the speaker 
as a juror making sense of testimony. oi 6i: i.e. a second group of 
four knucklebones. To Tas vEoTaTos icpaA1Kos cxv6os "the flower of 
late youth," a rewriting of the common vfov av6os rt~TlS and a gloss on 
the name of the throw, "Ephebe," which is otherwise unknown. E<pfiA1~. 

elsewhere unattested in literature, anticipates the prefix of E<pfl~ov. ds 
. . . acpaupoTEpov "one, the Chios, announces a less distinguished out
come." Chios was the name of the lowest-valued face, worth a single point; 
because of the shape of the knucklebone, it was also least likely to be 
thrown, and thus particularly unlucky. 

7-8[693-4] For the tomb as a messenger, cf. 2 59-600. The symbols "speak" 
in elevated language. ayyillovT1: Doric third-person plural present 
indicative. o aKaTITpo1a1 µEyaux,;s "grandiose in his royal power"; the 
speaker initially suspects a reference to Alexander the Great. 6allwv 

ii~a1: cf. Pi. fr. 171 .1 KOTCX µev <piAa TEKV
0 

ETIE<pVEV 6cxMovTOS Tl~Ol. TEpµa 

... ixn "ends in naught"; cf. Eur. Hee. 622 ws ES To µfl6ev rtKoµev, Hdt. 1.32.1 
11 6' 11µETEPfl eu601µovifl ... cmeppmTat ES TO µfl6ev. 

9-10[695-6] are modeled on Leon. AP 7.422.5-6 "Or are these guesses 
not even close? ... yes, I believe, with this one we've come close" (ii Tex µev 
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ou6e cniveyyus: ... vai 6oKec.u, Tw16e irpocn1yyicraµev). The metaphor of the 
interpreter as archer shooting straight at his target picks up and reverses 
the Pindaric image of the poet as bowman, as at Olymp. 2.83-5, where 
Pindar claims to be shooting arrows which speak to those who understand 
but generally need interpreters. Kp11Tamis . . . 01CTT0~0Aos: Cretan 
archers and their bows were famous. The rare noun o°io-To~6i\os sets up a 
contrast between the speaker's straight shot and the gambler's random 
throw (~6i\ov: cf. Leon. AP 7.422.4 iri\e10-To~6i\os). 

11-12(697-8] The speaker's revised interpretation takes the form of an 
epitaph providing the identifying information he sought at the begin
ning of the poem. ijs: see 9 I-2n. AtAoyxws: the verb appears in 
epitaphs (cf. Ale. AP 7.429.2, Euph. 566), but here the implication of 
chance is particularly appropriate. wAtT' iv cxA1Kia1: the speaker uses 
the conventional language of epitaph; cf. CEG 662a.2 ev rii\1Ki01 irveuµ· e[i\] 

mev ~16Tou. 

13-14(699-700] "How well did someone say with unspeaking knuckle
bones the (idea of) the young man dead at random and life's breath 
gambled!" A reworking of Ale. AP 7.429.9-10 aivETos ouK 610-croio Kaµwv 
aiv1yµa TU1T010, I cpeyyos µev ~UVETOlS CX~UVETOlS 6' epe~os, with a form typical 
of ecphrastic epigrams in which a viewer praises the creation of a realistic 
image (e.g. Leon. APl 182.5-6). cxKp1Ta: probably implying the arbi
trariness of fate, though the ambiguity of the word, whose senses include 
"without judgment," "at random" ( cf. Theodoridas AP 7 .439.1) or "in a 
way that it is impossible to judge," "uncertain" (e.g. Thuc. 4.20.2, Arist. 
Meleo. 361 b30), ironically undercuts the speaker's confidence in his inter
pretation; cf. Goldhill 1994: 200. GP suggest "rashly," but see next n. The 
word plays by sound (though not prosody) on Leonidas' speculation that 
the deceased marked by the Chios throw has died ev cxKpflTC.Ul, "drunk on 
unmixed wine." Ku~tu8iv refers broadly to gambling without any refer
ence to a particular game; cf. Kidd 2017b. The point is probably that life is 
generally like a game of chance (cf. Alexis fr. 35 To1ouTo To ~fiv foT1v wcrirep 
oi Ku~o1 with Arnott's n.; adesp. epica fr. 4.9-13, p. 79 Powell) rather than 
that the deceased has engaged in particularly risky behavior. 'TTvtOµa 
is occasionally so used in inscriptional epitaphs; e.g. CEG 662a.2, 646.2 
irveuµa i\nroucra. acp8iyKTc.>v ... aaTpayaAwv: unlike Alcaeus' symbols, 
whose interpretation depends on their pronunciation (see introductory 
n.), An tipater's are silent. El'TTE T1s: cf. 24 7. The expression encom
passes both the monument's creator and the speaker who has interpreted 
it in words, to whom the mask of anonymity has shifted now that the hon
orand has been identified. 
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CXXVII. Antipatero/SidonAP 9.720 (36 GP) 

On Myron's cow; for the theme, cf. xxx introductory n. This and the 
following four epigrams appear in the Anthology as a sequence, proba
bly deriving, via Meleager's anthology, from a collection of Antipater's 
epigrams; AP 9.728, ascribed to "Antipater" without ethnic and separ
ated from the others by three anonymous epigrams, may originally have 
belonged to the same group (cf. Gutzwiller 1998a: 247-50, Argentieri 
2003: 14<r2). Unlike Posidippus' av6p1aVToiro11Ka ( cf. pp. 182-3), which 
produce the effect of passing through an epigrammatic gallery of differ
ent sculptures, Antipater's sequence treats a single work from different 
perspectives (cf. Gutzwiller 1998a: 246-50, Squire 2010). In each epi
gram, the relationship of the speaker to his addressee is unique. Individual 
poems develop and vary themes introduced earlier in the sequence. The 
first is the most closely modeled on Leonidas' epigram on the cow (xxx), 
and imagines that a living cow has been captured by the artist; the fourth 
picks up that idea, but represents the stone and metal that constrain the 
representation as independent from the artist. Similarly, in the second, 
the cow advises a calf that the artist has not endowed it with milk, but in 
the third, the speaker imagines that the statue nurses a calf. As a group, 
the poems explore the mimetic capacities and limitations of art, including 
sculpture and epigram. 

The first poem plays with the contrafactual form of ecphrastic epigrams 
that claim that a representation would have fully captured its subject if a 
feature such as a voice had been added (cf. 92). Here, by contrast, the art
ist's activity is all that prevents the cow, here endowed with a voice, from 
joining the herd. As in the Leonidean model, the artist's role is to affix 
the speaker to a base, but unlike that poem, this epigram leaves unstated 
whether he was involved in the creation of the image in the first place. 

2[702] The hemistichs are symmetrical, with aAA<XIS picked up by J3oualv 
and the verb veµoµav by its subject 6aµai\1s. 

CXXVIII. Antipaterof Sidon.AP 9.721 (37 GP) 

Myron's cow addresses a confused calf; cf. cxxvn introductory n. The 
poem emphasizes art's ability to deceive and its limitations: art has not 
given the cow milk. In asking why the calf approaches and moos, the cow 
resembles the speakers of epitaphs for misanthropes who urge passersby 
to move on in silence. At the same time, the poem places the calf in the 
position of a viewer of art, and its mooing replaces expressions of aes
thetic appreciation in ecphrastic contexts. 
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1[703] is 6i Ti:Jacobs' emendation of transmitted Thne avoids a violation 
of Naeke's Law (Introduction section 4h [i]). 

2[704] µatois: cf. Io6n. µacn6v. ivi8111<1:: the verb is used ofHephaestus 
forming scenes on the shield of Achilles (/l. 18.541, 550, 561, 607 ev 6' 
hi8e1). 

CXXIX. Antipaterof SidonAP 9.722 (38 GP) 

The speaker urges a cowherd not to disturb the cow, who is or will soon be 
nursing (cf. 2n.). That the reference is to Myron's statue (cxxv11 introduc
tory n.) emerges only from the poem's position in the series. Otherwise, it 
appears to be a piece of advice from one herdsman to another. The poem 
casts as a reality what the preceding epigram represented as impossible, 
but the implication that the sculpture has transcended the limitations 
of its material form is undercut by the evocation of epitaphs for misan
thropes. That the heifer takes the place occupied in those poems by the 
tomb suggests its artificiality. 

1 [705] ~oucpop~i: a rare word, principally attested in Euripides before the 
Hellenistic period (cf. El. 252, IT 237, 265, 462). napipxio evokes 
addresses to passersby in epitaphs. 

2[706] aupia·6111s: if correct, a rare example of a present subjunctive 
used prohibitively, but this like most other instances is easily amended 
( e.g. Eur. IA 1 143 with Stockert's note), and Boissonade 's crupi~111s may 
be right. un1:1<6ix1:Ta1 "is receiving." GP prefer P's a1reK6exETa1, "is 
awaiting," on the grounds that Myron did not sculpt a calf, but this is 
hyperrealistic. 

CXXX. AntipaterofSidonAP 9.723 (39 GP) 

On Myron's cow, who would be pasturing if not bound to the stone. The 
epigram shares the theme of cxxv11 but here represents the physical 
media that constrain it as at odds with the artist, thus ignoring the reality 
that it was he who attached it to the stone. 

1 [ 707] a µ0A1~os: molten lead poured through holes in the feet of bronze 
statues secured them to their bases; cf. Mattusch 1996. KaTixn is com
monly used of the earth containing the body of the deceased in epitaphs 
( e.g. 670). 1:iv1:1<a ... a,u: i.e. "as a result of your work." The protasis ei 
6e µ,;, i.e. if the lead did not constrain the statue, is implied. 
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2[708] TTAaa-ra: see 42 3n. AwTov Kai 8puov "clover and rush," recall
ing the plants burned by the banks of the Scamander at Il. 21.351 KaiETo 
6e AC.UTOS TE i6e 0puov 1i6e KVlTElpov. 

CXXXI. Antipaterof SidonAP 9.724 (40 GP) 

On Myron's cow; cf. cxxv11 introductory n. The epigram reworks Erinna 
xx1, where the point is that the absence of a voice distinguishes repre
sentation from reality. The viewer here suspects that this limitation will 
be transcended; the idea that the cow will moo varies the motif in which 
a representation of a human seems about to speak (cf. 49-50, 4I7-I9). 

I [709] a 6aµaA1s •.• IJUKT}aETal: cf. Herodas 4.32-3 TOupyov, I epeis, AOAT}<J"El. 

2[710] ouxi µovos: sc. 1rAaTTe1. TTAaTTns: the verb is a technical term 
for the formation of the mold used to craft a statue, but it may also denote 
the creation of a fiction (LSJ v). -TT-is a feature of Attic. Mupwv: the 
name, postponed to final position, may in context evoke the sound of a 
cow lowing (cf. Phld. On Poems 1.106.8, on µuKaoµ01 as onomatopoeic) 
and thus effects the vocalization that the speaker anticipates; cf. Squire 
2010: 612. 

PHANIAS 

Almost nothing is known about the life of Phanias, whose work was 
included in Meleager's Garland (cf. AP 4.1.54), though his use of an 
apparently Latin word (Ath. 2.56a, Pliny, NH 12.130, 15.6) for olive, 
6pu,r,ra (Greek 6pu1re1rf1s), suggests a date in the second century. The 
lemma of one poem calls him a ypaµµaT1K6s. One of the eight extant epi
grams is an erotic exhortation, modeled on poems such as cxx11, another 
a cenotaph; but the majority are dedicatory or para-dedicatory. Like the 
epigrams of Leonidas, these are characterized by their use of difficult, 
elaborate language, including many novel compound adjectives and rare 
nouns, to describe humble objects. 

CXXXII. Phanias AP 6.307 (7 GP) 

On a barber who has given up his trade to pursue Epicureanism, only to 
fail at philosophy. The poem seems initially to be one of the numerous 
epigrams (many by Leonidas) in which the dedications of professional 
implements by simple working people on the occasion of their retire
ment are described in elaborate, metaphorical language. At the halfway 
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point of the poem, however, the language becomes more straightfor
ward, as the speaker reports that the barber has almost starved and thus 
returned to his trade. Beyond ridiculing the barber's failure as a phil
osopher, the poem pokes fun at Epicureanism. The Garden was open to 
people of any social standing, and the point is that although life there 
initially seems attractive for a humble tradesman, its crushing poverty 
(cf. 1n.) proves intolerable: the epigram thus undercuts the Epicurean 
dictum "cheerful poverty is an honorable thing" (Sen. Ep. 2 .6). In an
tiquity, Epicureanism was caricatured by its critics as being excessively 
interested in gourmandizing, but here its adherents cannot even gather 
enough food to survive. 

1[711] Euyci6T)s Aa1r18av6s: whether Euya8T1s is an otherwise unattested 
proper name (as printed here) or a predicative adjective (cf. Eur. HF 
792) having adverbial force ( .. gladly"), the word suggests a happy dis
position appropriate to a man abandoning his trade in order to reside 
with Epicurus. So, too, Acnn8cxvos could be understood as a novel adjective 
or an unattested proper name, but in either case it is probably to be read 
as a combination of intensifying Acx-("very"; cf. Ar. Ach. 220 Acn<pCXTEi6T)l 
with Olson's note) and 1Tl8av6s ("credulous"; cf. LSJ 11); the result
ing sense, "excessively credulous," is appropriate for a naive would-be 
philosopher. iao1TTpi6a .. mirror," a unique variant of eaoirTpov/ 
KCXToTITpov. qnM9npov: only here; presumably the al\16~v is "fond of 
hair" in the sense that it catches it as it falls, but the precise point of the 
word, one of Phanias' several novel adjectives in cplA-, is less important 
than the elevated tone it produces. 

2[712] 01v6ova: a napkin placed around the customer's neck and shoul
ders to catch the cut hair. irnaaou q>apaos wo~p1ov: a felt cloth cut 
by the frugal barber from a broad-brimmed hat, apparently to be used as 
a mat for the razor. cpapaos ... fragment, piece" (e.g.Jos. Ant.Jud. 3.126), 
is generally rare in verse (Nie. Ther. 664) but a favorite of Phanias (cf. AP 
6.297.2, 299.1). The hapax v,ro~up•os seems to mean .. under the razor," 
though it could mean "sheared with a razor," like u1t0~upos. 

3[ 713] 'fl'lKTpav 6ovaKiT1v: a brush or comb with bristles made from reeds; 
elsewhere a \f/TlKTpa is a curry comb for grooming horses ( e.g. Eur. Hipp. 
1174). amTrTua1 .. rejected" (LSJ 2), instead of the expected verb of dedi
cation. A11r0Kw1r0us "without handles," a novel coinage; Al1ToK01TTous 
"which have stopped cutting," is possible. 
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4[714] cpaayavi6as "shears," not elsewhere; probably a neologism created 
on the analogy of the ordinary term for a barber's shears, µax01pi6es ( cf. 
Eup. fr. 300). TOUS auAovuxas aTovuxas "points that rob the nails"; a 
stylistically elevated, riddling periphrasis for some ordinary object, per
haps picks for cleaning the fingernails. The novel adjective creates a jingle 
with cn6vu~. a very rare poetic noun (Eur. Cycl. 401, A.R. 4.1679, Lye. Alex. 
486, 795, 1 181), denoting anything with a sharp end, including fingertips 
(Hsch. cn927). 

5[715] hTTuaE: i.e. a1re1rTuo-e; it is common in Greek and other Indo
European languages for compounded verbs to be followed by the sim
plex with the same force as the compound (Watkins 1967, Renehan 1976: 
11-27). 'l'aM6as ... 6povov: the end of the list of barber's implements 
is more straightforward and unadorned than what precedes. A 41ai\is is 
a knife used for grooming (Poll. 2.32, 10.140), a 6p6vos a barber's chair 
(Alciphron 3.30.2). 

5-6[715-16] >En1Koupou I Koupiiov: the pun depends on the possibility 
of understanding ,E1ri-Koupos as "after (being) a barber." aAaTo ( < 
&i\i\0µ01) suggests a hasty, metaphorical leap into a new life. K'lTToAoyos 
"a garden-picker": as a student in Epicurus' Garden (D.L. 10.10), he will 
live by gathering its produce; picking fruits and vegetables replaces his 
previous work as a haircutter. 

7[717] Aupas TJKOUEV onws ovos: i.e. "he understood as much as an ass 
listening to odes," a proverbial expression to denote uneducated people 
(Diogen. VII 33, Crat. fr. 247, Eup. fr. 279 with Olson's note, Men. Mis. 
296, fr. 418). 

8[718] A1µwaawv "starving," a prosaic verb that deromanticizes the pov-
erty of the Garden. aTip~E: in pointed contrast to his earlier abhor-
rence ( cx1re1rTuo-e). naA1v6poµiav: despite his failure as a philosopher, 
the barber makes a wise choice by returning to his former career ( cf. 
[Luc.] Asin. 18 1rai\1v6poµf\o-01 µai\i\ov f} KOKWS 6paµeiv); whether or not there 
is a more specific reference to a philosophical precept, the language may 
evoke the metaphorical use of 1rai\1v6poµ- to denote intellectual activity 
(e.g. Philopon. in Arist. Analyt. post. p. 26.13-14 Wallies ei yap cx1r6 ToO 
ah10ToO ETri TO ah1ov 1rai\1 v6poµT}o-oµev) . 

SAM (I) US 

Meleager in the prefatory poem to his Garland mentions a poet called 
Samius (AP 4.1.14), but AP 6.116 is ascribed to Samus (Simmius, 
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implausibly, in Pl). Since that epigram purports to record a dedication 
by Philip V, its author was probably the Samus who grew up with Philip, 
produced a witty parody of Euripides at his expense (Polyb. 5.9.4), and 
was later killed by him (Polyb. 23.10.9): Meleager may be mistaken about 
the name, or the text of AP 4.1.14 may be corrupt. 

CXXXIII. Sam(i)usAP 6.I I6 (2 GP) 

A dedication by Philip V to Heracles. The epigram engages with the 
Antigonid connection to Heracles, from whom the royal family claimed 
descent (cf. Edson 1934), and who had a temple in their native Beroea 
(/.Beroia 3), where he was worshipped as a patron of hunting, a favorite 
pastime of Macedonian royalty (cf. Polyb. 31.29.3-5). In the central coup
let, the bull killed by Philip is said to have been "glorying in its hybris" 
( uJ3pe·i Ku616wvTa). That term is appropriate to the behavior of unruly 
animals, but also has negative moral connotations (cf. avxlievTa in AP 
6.114.3); the king is both a hunter and a civilizing force. The killing of the 
unruly animal is thus analogous to his honorand Heracles' labors, which 
involved the killing or capture of monstrous creatures. 

The stylized language includes two neologisms (TavmµuKos, M1vuaµcxxas) 
and the rare noun KpcxVTwp; the verbs crJ3evvuµ1 and auaivoµm carry un
usual metaphorical senses; the adjective Aeup6s bears a meaning debated 
by Homeric scholars; and several other words and phrases are modeled 
on passages of early epic. 

AP 6. 1 14 deals with the same dedication of hide and horns by Philip. 
There, C's correction of P's Tov auTou (sc. Simias, author of AP 6.113) to 
J\µvVTou has found favor (Cameron 1993: 11-12, Gutzwiller 1998a: 34-5), 
but it remains possible that AP 6.114 too is by Sam(i)us. The epigrams 
share several points of contact (cf. 3, 4nn.) but do not cover the same 
ground: 1 14 focuses on the horns, 1 16 on the hide; Heracles is addressed 
by different epithets in each. Each describes the area of Mt Orbelus where 
Philip killed the bull using a phrase found in Perses I97-8, where a dead 
sailor lies "along the ankle" ( irapcx cr<pup6v) of Lesbos, under a sea-washed 
promontory ( uiro irp61ro61). Whereas here the killing of the bull is placed 
"under a rough promontory of Orbelus" COpl311Aoio TPflXVV uiro irp6iro6a), 
in 1 14 it occurs "beside the ankle of Orbelus" COpl311Ao0 irapcx cr<pup6v). 
In both, the phrases in question occur in the same metrical position as 
in Perses. The division of different phrases from a single poem between 
two closely related poems is perhaps most easily explained if they are the 
product of deliberate variation by a single poet. 

1[719] A chiastic line, beginning and ending with the divine recipient 
( croi) and the dedicator ( <DiAmiros) respectively, and with the demonstrative 
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ToUTo and predicate yepas framing a pair of vocatives. yipas: predi
cate, "as an honor," e.g. CEG 873.1 [TT] acpiat yepas eiKova Tav6e. :UKd8a 
Mivva.,-ax,: Heracles was worshipped as patron of hunting in Macedonia 
under the cult-title Kuvcxy{6as (Edson 1934: 228), but Samius here (cf. 
AP 6.114.2 1\µcp1TpuCAlv1a6a1) avoids evoking any of his well-known big
game hunting adventures, perhaps to avoid overshadowing Philip's 
accomplishment (contrast, e.g., LXI). The epithet i\AKei6as (first at Hes. 
Shield 112; cf. Call. h. 3.145, [Mosch.] 3.117) is explained as a reference 
to Heracles' mortal grandfather Alcaeus (2.4.5) or as the hero's origi
nal name ([Apollod.] 2.4.12). M1vuaµaxos (only here) refers to one of 
Heracles' earliest adventures, his liberation of Thebes from the Minyae of 
Orchomenos; cf. [Apollod.] 2.4.11, REv1.433-4. 

2[720] Tcxvcx,µvKov: the first element of the word, attested only here, 
probably denotes the long distance over which the bull's bellowing could 
be heard (and thus its loudness), rather than its duration (cf. [Opp.] Cyn. 
2.144 TQ\ICXTIXETa "far-echoing," Q.S. 12.58 Tavaii1 on{). Arvpov: prop
erly "smooth," "level," but some ancient scholars apparently interpreted 
it to mean ''wide" in its unique Homeric occurrence, Od. 7 .123 Aeup&1 ~vi 
xc.:.,pCAl1. The poet may thus be engaging with a philological debate: either 
meaning would be appropriate here, but ''wide" augments the encomias
tic point. 

3[ 721] au-rots c,uv Ktpa,c,c,1 "together with its horns"; cf. HHAp. 148 av-rols 
avv nai6eacn (also at line opening). More often, the comitative dative with 
av-r6s is used without a preposition (Smyth §1525). u~pt', "wild behav
ior"; cf. Hdt. 4.129.2 u~piCoVTEs 00\1 oi 0\101 hapaCJCJ'O\I TT}\/ innov, Ael. NA 
10.10 (of elephants) Toii CJKlpTav Y-ai u~piCe1v ~~ouaia1. Treating the noun 
as trisyllabic avoids a violation of "Naeke's law" (cf. Introduction section 
4h[i]). KuS,oc,.nrra: a variation of /l. 6.509 (of a horse). 

4[722] io-13,cr,v "killed"; cf. Leon. AP 7.295.8. The verb, which may refer 
to drying liquids (LSJ 2), is picked up by the similar metaphorical use of 
auafvoµa1 ("dry up") in 5. 'Opl3TIAoO: Mt Orbelus (mod. Lekani), on 
the border between ancient Macedon and Thrace. ,rpc>Tro&a: cf. intro
ductory n. 

5-6[ 723-4] Dedicatory epigrams sometimes conclude by asking for divine 
favor ( e.g. CEG 761.3-4), but here the request adopts a stance commonly 
taken by praise poets, who call attention to the danger that virtue and the 
accomplishments it brings will attract the envy of the gods and thus lead 
to misfortune (e.g. Pi. Olymp. 8.54-5, Pyth. 8.71-2, fr. 94a.8-g naVTl 6' ~nl 
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cp66vos av6pi KeiTa1 apETcxs; cf. McGlew 1993: 40-2). The envy of gods and 
men alike is particularly a danger for royal houses, and the speaker's wish 
is that none fall on Philip for his success, so that the king and his fam-
ily may continue to increase Heracles' glory in the future. auaivo1To 
"dry up (and disappear)"; cf. above, 4n., Solon, fr. 4.35. TEov: i.e. 
Heracles'. K06os: contrast 3 Ku616c.vvTa; the bull's pride gives way to the 
glory of the Antigonid house. pi(a ... "Hµa8ias "family [LSJ pi~a II] of 
the Beroean ruler of Emathia," i.e. the Antigonid royal house. Emathia, 
properly the region between the Haliacmon and Axius rivers (cf. Edson 
1934), was sometimes understood as the original name for Macedonia 
and is here a synecdoche for the kingdom as a whole ( cf. Str. 7a. 1. 1 1, 
Hsch. T)409-1 o). The adjective Bepo1aios identifies the kingdom as a whole 
with the place of Philip's birth, Beroea. KpavTopos "ruler"; elsewhere 
only at Eur. Andr. 508. The reference must be to Philip himself, as at AP 
6.114.5-6 1Toi\uoi\~os I 'Hµa6is, 8 Toic.v1 KpaiVETOl ayeµ6v1. 

MELEAGER 

Meleager was the editor of the Garland, which includes over 130 epigrams 
attributed to him. In a series of fictive self-epitaphs, he claims that he was 
born in Gadara, moved to Tyre, and spent his old age on Cos ( 729-3on.). 
The observation of a lemmatist that he was contemporary with "the last 
Seleucid" (Seleucus VI Epiphanes Nicator, reigned 96--g5) may be guess
work, but roughly fits the likely date of his Garland, ea. 100-90 (Cameron 
1993: 49-56). In addition to epigrams, he wrote a Menippean satire called 
Graces (728n., Ath. 4.157b), apparently including a discussion of the diet 
of Homeric heroes; Athenaeus also mentions an unspecified work con
taining a comparison of bean soup and lentil soup (4.157b) and a prose 
work called Symposium ( 11.502c). He is called 6 Kuv1K6s by Athenaeus, and 
the rejection of national and ethnic difference in AP 7 .41 7 .4-5 is at least 
consistent with a Cynic world-view. 

Although the original structure of the Garland has been partially dis
rupted by subsequent editors, it is clear that in it Meleager both juxta
posed his compositions with their models and arranged his own poems 
into meaningful groups. He thus showcases individual poems' engage
ment with their antecedents and with his other epigrams (cf. Introduction 
section 5a, Gutzwiller 1998b, Hoschele 2009b). 

Meleager was a remarkably versatile poet. Though the majority of the 
extant epigrams have erotic themes, they play in sophisticated ways with 
the conventions of many other epigrammatic forms. So, too, they capture 
complex emotional states with particular nuance and depth, sometimes 
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transforming the tropes of Meleager's predecessors in ways that suggest 
deep emotion rather than ironic distance ( cf. Garrison 1978: 7 1-93). 

Meleager's style is variable, and though he often uses relatively straight
forward diction, he also writes in a more elevated register. Neologisms 
are common, as are novel variations of familiar expressions. Though he 
does not adhere to "Callimachean" metrical norms ( cf. Introduction sec
tion 4h [i]), his prosodic practice is more restrictive than his predeces
sors' (cf. Page 1963, Magnelli 2007: 180-3): he limits the shortening of 
a final long vowel before a word beginning in a vowel ( epic correption), 
the lengthening by position (both before mute plus liquid and by the 
addition of nu-movable), and the elision of -01. 

CXXXIV. Me'leagerAP 7.4I9 (4 GP) 

An epitaph for himself. This is the last of a series of three closely related 
autobiographical epitaphs by Meleager (AP 7.417-19); a fourth (AP 
7 .42 1) is a riddle in which he associates himself with Meleager the myth
ical boar-hunter. The present epigram and the two preceding it tell his 
literary autobiography and trace his movement from the Greek cultural 
margins in Syria to Cos (cf. Gutzwiller 1998b, Hoschele 2009a). Together, 
they form a thematically and verbally unified group in which the individ
ual poems provide complementary information. AP 7.417 recounts the 
poet's birth in Gadara and upbringing in Tyre and concludes by focus
ing on his literary activity in old age; in that poem, Meleager defends his 
Syrian identity by noting that all share a common cosmos, and "affirms 
the possibility of being Greek notwithstanding one's origins" (Hoschele 
2009a). AP 7.418 mentions Gadara and Tyre and adds that late in life 
Meleager became a citizen of Cos; it concludes by focusing on the favor 
the Muses bestowed on him in his youth. The present epigram illustrates 
the ecumenism of the first by casting the poet as a friendly man capable 
of addressing his audience in the various languages of the places he has 
lived. The trilingual greeting of the final couplet perhaps gestures at bilin
gual Greek-Semitic inscriptions throughout the Greek-speaking world, 
including on Cos (cf. Fraser 1970, Stager 2005); in any case, it reflects 
the experience of people in areas where different ethnic groups live in 
close proximity. 

1-2[725-6] The lines evoke Leon. I 35-6, but treat the deceased as an 
approachable, pious man rather than as an indiscriminately angry wasp 
whom passersby must not wake. <XTpiµas "without fear"; contrast 
I 35-6n. 'TTap' uiaE~ia1v: as often in epigram the deceased is treated 
as residing in a privileged part of the Underworld ( e.g. Call. Epigr. 10.4, 
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IMEGR 3.4). Here Meleager's piety explains (yap) the preceding reassur
ance. o npia~us: see 4 I 7-r9n. Eu6n Ko1µ118ds: pleonastic. unvov 
ocpnAoµnov: the representation of death as a debt is borrowed from Call. 
Epigr. 16.3-4 Tl 6' airof?,pi~e1 I ev866e Tov iracrms uirvov 6cpe1?\6µevov; the univer
sality of the obligation is here left implicit. Meleager rarely ends a pentam
eter without a sense-pause; enjambment of the poet's name lends it special 
emphasis. 

3-4[727-8] o ... Xap1a1v "who sewed together bittersweet Eros and the 
Muses with the amusing Graces." The image is probably that of joining 
cloth or yarn, as apparently at Eur. Or. 1435, the other ancient attesta
tion of crucrToAi~c.u. The verb then evokes the common representation of 
composition as weaving or sewing. The phrase looks back to cruv Moucrms 
... I irp&Ta Mevmireio1s cruvTpoxacras Xap1cr1v in the same relative position 
in AP 7 .41 7, where Xap1cr1v refers to Meleager's prose Graces; cf. Mel. AP 
7 .42 1 .1 3-14 Moucrav "Epc.uTt I Kai XapITas crocpiav eis µiav r,pµ6crao, where 
xapITas suggests both the title and the quality of Meleager's verse ( cf. 
Gutzwiller 1998b). iAapais ... Xap1cr1v is a programmatic assertion of the 
poet's lighthearted approach to lovesickness. yAuKu6aKpuv: a varia
tion (cf. Mel. AP 5.177.3) of Sappho's epithet for Eros, yAuKumKpos (fr. 
1 30. 1-2), which Meleager takes to mean that the pain of love also brings 
pleasure; cf. JI I-I2n., Asclep. 19.3-4 with Sens's note. 

5-6[ 729-30] The couplet refers serially to the stages of life from 
youth (8e6ira1s) to manhood (tiv6pc.ucre) and old age (irpfof?,uv 
ey11p0Tp6cpe1). 8Eona1s: a rare adjective, usually meaning "child of a 
goddess" (cf. iepa: Archestr. fr. 46.2 with Olson-Sens' note, Herodicus 
SH 494.6 8e6ira1s Baf?,u?\wv), but here perhaps suggesting "having god
like boys" (compare CEG 680.5 Tcxv cxf?,p6ir016a iraTpav) and gesturing at 
Meleager's own childhood; cf. Mel. AP 12.56.7-8 (of an attractive boy) 
oAf?,i<JTT} Mep6,rc.uv iepcx lTOAlS & 8e6,r016a I KOlVOV "Epc.uTa VEC.UV 8pe41ev ucpayeµ6va, 
where again both senses are open. i;v6pwaE "made a man." hpa 
x8wv: unlike many Hellenistic poets, Meleager does not require a hexam
eter ending in a monosyllable to have bucolic diaeresis. Kws 6' ipaT,; 

MEponwv: the island's name is said to have derived from Cos, daughter of 
the earthborn Merops (Steph. Byz. K3 l 5), and the Coans were sometimes 
called Meropes. The mythological background facilitates the personifica
tion of the island as a young woman caring for Meleager in his old age. 

7-8[731-2] These lines expand on the conventional request that the pas
serby bid the tomb or the deceased "farewell" ( e.g. GVI 1342-52) by imag
ining that he might speak not just Greek but Aramaic and Phoenician 
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as well. In linking ethnicity strictly to language, Meleager ignores the 
possibility of multilingualism, even as he performs it; cf. Andrade 2014: 
305-7. The friendliness of the speaker here forms a frame with the open
ing couplet ( cf. 1-2n.). d . . . l:upos: the phrase resonates against 
Meleager's defense of his Syrian background at AP7.417.5-6, where he 
asserts that the universe is the shared fatherland of all people. That pas
sage ( cf. Zenod. AP 7. 1 1 7 .6 ei 6e mhpa <l>oiv1crcra, Tis 6 cp66vos;) has its back
ground in Asclep. 5.3-4 Sens ei 6e µei\a1va, Ti TouTo;, where the speaker 
rejects skin color as a criterion for beauty. vai61os: no such greeting is 
attested in Phoenician inscriptions, and the word may be corrupt; cf. Luz 
1988. To 6' auTo cppaaov "respond in kind," by wishing me well in your 
native language. 

CXXXV. MeleagerAP 7.I96 (IJ GP) 

On the song of a cicada in a locus amoenus. The epigram draws on mod
els from several genres, including Hesiodic didactic, but it particularly 
evokes the bucolic landscape. It reverses the more usual representation of 
the singer as a metaphorical cicada ( e.g. Call. fr. 1.33-5) by treating the 
insect's song in terms usually applied to human musicians; the qualities 
with which it is endowed, including novelty and playfulness, are among 
those which Hellenistic poets attribute to their own compositions. The 
poem falls into two four-line halves, each containing a direct address to 
the insect; the first address introduces a narrative, the second a request 
for the production of a novel song. 

1-4[733-6] The lines rework the temporal clause defining summer at 
Hes. Shield 393-8 (cf. "'1J 582-4) "when the dark-winged (Kuav6-rrTepos), 
resounding cicada ( flXETa TETT1~), sitting on a green branch (xi\oep&1 ... I 
o~w1 eq>e~6µevos), begins to sing the summer [i.e. summer's song] for men, 
the cicada to whom delicate dew is food and drink ( w1 TE 1r6cr1s Kai ~p&cr1s 
6fii\us eepcr11), and it pours forth its song throughout the morning and day, 
in the most terrible heat, when Sirius dries the skin." The cicada's song 
is characterized as an ode (µei\1crµa i\upas) and described with elaborate 
compound adjectives that evoke the stylistic register of lyric, though there 
are also words from a technical, scientific register; the multiple allitera
tions (µei\1re1s µoOcrav, -rreTcxi\01s 1rp1ovw6ecr1, KAcx~e1s xpwTi) perhaps elevate the 
tone. cxxtins: a variation of the usual epithet of cicadas, flXET11S, which was 
sometimes used as a noun ( e.g. Ar. Peace 1 159, Birds 1095). 6poaEpais 
... 1,u6ua8ds "drunk on dewdrops." Cicadas were thought to feed on dew 
(e.g. Call. fr. 1.33-5). The phrase evokes the Hellenistic debate about 
whether wine or water is a better source for poetry ( cf. Nicaenetus AP 
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13.29 = Asclep. *47 with Sens's n.), but conflates the two ideas by repre
senting the insect as inebriated on water; cf. Antipater Thess. AP 9.92.1. 
For dew as a source of poetic inspiration, cf. Hes. Th. 83-4 with West's 
note. aypovoµav "living in the countryside"; the adjective elsewhere 
has two terminations. µoOaav "song" (LSJ 11). iplltJoAciAov "chatter
ingin isolation"; a novel word. Though in reality cicadas usually sing in eh~ 
ruses, the insect is depicted as an isolated, rustic poet like Hesiod and some 
bucolic singers. aKpa: adverbial, "atop." itp1~6µ1vo5 irncU015: the 
participle is drawn from the Hesiodic models (above), the noun from Ale. 
fr. 34 7. 1 axe1 6. ~K ffl:TOM)V cx6ea TETTI~. itself part of an extended rewriting 
of lWJ 582-8. TTp1ovw61ai KwA015: in fact, cicadas stridulate via a mem
brane on their bodies, and not with their legs, but such misrepresentations 
are not unusual; cf. Hes. lWJ 584 with West's note. 1rp1ovw6T)s, "serrated," 
belongs to the technical language of biological descriptions (Gytus FGrH 
490 F 1, I. Ar. Birds 1 138, I Nie. Thn: 71); the short iota of its first element is 
a Hellenistic innovation (Leon. AP6.204.2, Nie. Ther. 52). ai8ioir1 ... 
)(P<.>TI "dark skin," a variation of Hes. Shield 393 Kuav61TTepos. µiA1aµa: 
first attested as a synonym forµ~~ in the bucolic corpus (Theocr. 14.31, 
[20].28, [Mosch.] 3.55, 92), where the verb from which it derives, µel\fa6c.:,, 
is programmatic for the singing of herdsmen and the sympathetic sounds 
of nature (cf. Theocr. 1.2 with Hunter's note). 

5[737] cpiAos: see 4I-2n. 

5--6(737-8] Tl viov ... I TTaiyv1ov: a reworking of LXX, where Hedylus 
urges drinking as a way to produce novel poetry (TI vfov), the product of 
play (1Tai(e: cf. Thgn. 567, Ion fr. 27.7, Sens 2016: 230-1). 61v&pw61ai 
NUtJcpa1s .. tree-nymphs"; the adjective more often means "wooded" or 
"treelike," but cf. Lye. Alex. 830 6ev6pw6fls KAcx6os "tree branch." The 
Nymphs rather than the Muses are regularly represented as the inspir
ers of pastoral poetry (e.g. Theocr. 7.148). civT<A>16ov TTavi "singing 
in response to Pan" (cf. Ar. Tliesm. 1059). The exchange of song was a 
conventional feature of bucolic poetry; here the cicada's song is in coun
terpoint to that of Pan, the inventor of the syrinx. Kpuc.>v KiAa6ov: the 
alliteration captures the raucous sound of the insect. 

7-8( 739-40] "so that, having escaped Eros, I may hunt midday sleep, 
reclining beneath a shady plane tree." The opposition between the calm 
of the locus amoenus, of which the singing of cicadas is a conventional fea
ture (e.g. Pl. Phaedr. 23oc, Theocr. 7. 139), and the erotic turmoil experi
enced by its residents is a bucolic commonplace. cpuywv ••. uirvov 
ciypuia<.>: perhaps reversing the recommendation that threshers cpevye1v To 
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µecra~p1vov u,rvov at Theocr. 10-48, where TO µecraµ~p1v6v is adverbial. The 
expression plays on the more common depiction of Love or the lover as 
a hunter; cf. 2 99n. •u:cn,1,,1~p1vov: noon was the conventional time for 
encounters with gods and a moment when the silence of other animals 
made the cicada's song prominent (cf. Ar. Birds 1095-6, Pl. Phaedr. 258d-
9a, Aristophon, fr. 10.6-7). V'TTO aKupa1 ... 'TTAaTcxvw1: the plane tree 
is a feature of the locus amoenus at Pl. Phaedr. 2 29a-3ob, and is common 
in subsequent idealized landscapes; cf. Hermocr. APL 1 1.1 uiro crK1epcxv 
,r AO:TOVO V. 

CXXXVI. MeleagerAP 5.I76 (6 GP) 

A reflection on the nature of Eros. Some of the wit resides in the emo
tional self-indulgence of the speaker, who is made to repeat verbatim 
his opening exclamation about the cruelty of Eros even as he insists that 
such repetition is counterproductive; the implication is perhaps that he 
enjoys wallowing in the pain caused by Eros. At the same time, the empha
sis placed on the futility of such complaints amounts to a playfully self
reflexive comment about the frequency and conventionality of similar 
lovesickness in epigram. 

The epigram plays on the ambiguous status of Eros in poetry. Initially, 
the speaker adopts the traditional epigrammatic conception of the god as 
a young child, but ultimately treats him as embodied fire. The transforma
tion enacts the process of growth that the speaker describes in the second 
couplet (Tpeq>eTa1); cf. 5-6n. 

1-2[741-2] Indignant complaints (crxETi\100-µoi) about Eros' cruelty were 
a topos in Hellenistic epigram and other Greek poetry (cf. 83-4, LXXXVI, 

Thgn. 1231, A.R. 4.445-7). The heavy alliteration of ,r reinforces the idea 
of repetition. 6nvos ... 6nvos: the epanadiplosis reflects exasperation 
and enacts the repetition that the speaker is describing. Ti 6i 'TTAiov: 

see 6In. The question resonates against epigrams in which the speaker 
wonders what benefit Eros will receive from harming him; here, it is the 
speaker who gains nothing. 

3[743] y,Aa1: like his mother Aphrodite (e.g. HHAphr. 49), Eros often 
laughs derisively at his victims ( e.g. A.R. 3.1 24, 1 29, 286). 

3-4[743-4] 'TTUKva KaK1a8ds I -i;61Ta1 "he enjoys being reviled repeatedly," 
as he just has been by the speaker. With few exceptions, Meleager restricts 
the shortening of a final long syllable before an initial vowel to words 
ending at the bucolic diaeresis or, as in the case of i;6eT01, to trisyllabic 
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words in the first foot. Aoi6opa "abusive words." Kai Tpicpna,: i.e. 
"he even grows," playing on the representation of the god as a living boy. 

5-6(745-6] A reformulation of the topos that Eros bums his victims, and 
of the paradox that the fire of love can be generated from Aphrodite, a 
goddess traditionally associated with the sea; cf. Asclep. *36.3-4 (= Pos. 
*128 AB) with Sens's note. Though the speaker emphasizes the truth of 
his genealogy (apa~ cf. Denniston 37-8), Eros' parentage was debated: 
cf., e.g., Antag. fr. 1, who claims not to know whether the god was born 
"under the seas of wide Ocean" or is the son of Aphrodite, Earth, or the 
Winds. That Aphrodite was his mother was conventional in Hellenistic 
epigram (e.g. Asclep. 21 Sens), but here his personification as fire created 
from water evokes cosmogonies in which these were primordial elements 
and so hints at an alternative version of the god's place in the develop
ment of the universe. eau.,aa . . . TTws: cf. 4 33. Despite his alleged 
condition, the speaker is composed enough to express amazement at a 
paradox. 6ui yAauKoio ... i~ uypou .. appearing through the grey wave 
you bore fire from moisture." Genitives ending in -010 are relatively rare in 
Meleager: yAavKoio lends an epic flavor that suits the content. vypov may 
readily be understood as a neuter substantive ( .. moisture"; l.SJ A2), but 
Ku!JCXTos could be understood with both prepositional phrases. 

CXXXVII. MeltagerAP 5.192 (57 GP) 

Praise for an attractive woman. The poem combines the conventional 
funerary address to the passing ~tvos with the ecphrastic topos in which 
the speaker imagines the verbal response to seeing an object; though 
their chronology is not certain, poems in which someone speculates that 
an artist has seen Aphrodite naked may lie in the background (cf., e.g., 
"Plato" APl 160.4, adesp. APl 162, 168). Here, the subject is a woman 
about whom the speaker shares privileged information, but the imagined 
response involves a pun dependent on the idea that a letter in her name 
could be changed to another one of similar shape; the .. ecphrastic" 
response thus assimilates the viewing and the reading of letters, as one 
would on a stone inscribed with her name. 

1 [ 74 71 ;;v icri6111s ... cp,iO'ns: cf. 495-60. ~pels. Ka).).icmov: a speaking 
name, suggesting the woman's superior beauty (i.e. she is KCXAA{<nT)). 

2( 748] .. The double letter of the Syracusans has been changed." The symbol 
in question is X, which was used in different alphabets to represent either 
the aspirated velar stop (chi) or the "double" consonant representing the 
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combination of velar and sibilant (xi). 6mi\o0v here refers to the latter use 
( the proper adjective for "aspirated" being 6acrus), but the joke depends 
on the former: seeing Kai\i\icrT1ov naked, one would think that her name 
was actually Kai\i\icrx1ov, i.e. "with attractive hips." The joke is facilitated by 
the graphic similarity of x and T in some old scripts. J:up11Koaiwv: per
haps a reference to the view that the Syracusan comic poet Epicharmus 
was responsible for the introduction of X into the Greek alphabet (Arist. 
fr. 501 Rose ap. Pliny, NH7.192; cf. Willi 2013: 139). 

CXXXVIII. MeleagerAP r2.52 (8r GP) 

The speaker wishes to become a dolphin in order to convey his beloved 
safely on a sea voyage. The poem is a version of what came to be called 
a 1rp01reµ1rT1K6v (cf. Men. Rh. pp. 395.1-399.10 Spengel), in which the 
speaker wishes that someone departing on a journey might arrive safely; 
in the Hellenistic period, several of these have an overtly erotic flavor ( cf. 
Erinna, SH 404, Call. fr. 400 = AP 13.10, Theocr. 7.52-6). The conclusion 
incorporates another erotic topos, in which the speaker prays for physical 
transformation. 

1 [ 7 49] oup1os . . . vauTa1s . . . 6uaipwTes: the "favorable wind for sail
ors" is implicitly contrasted with the misfortune it brings the speaker, 
who belongs to the group of unlucky lovers he addresses. Nchos: the 
speaker is imagined to be somewhere to the south of Rhodes; there are 
no grounds, however, for believing that the imagined geography reflects 
Meleager's biography. w 6uaipwTes: the speaker presumes a sympa
thetic audience of others who share his misfortune in love. 6ucrepc.uTes are 
those who experience epc.us obsessively and thus unhappily ( cf. Eur. Hipp. 
193 with Barrett's note.). 

2 [ 7 50] The verse reworks Call. Epigr. 41. 1-2, where the speaker says that 
one half of his soul ( f\µ1cru µeu 41uxf\s) is intact but speculates that the other 
has been snatched ( f\p,racre) by Eros or Hades. It also draws on a theme 
found at Call. fr. 400 = AP 13.10 a vaOs, & TO µ6vov <peyyos eµiv TO yi\uKU TCXS 
~6as I ap,ra~as, lTOTi TE Zavos iKve0µ01 i\1µevocrK01Tlu. Hor. Odes 1.3.8 looks 
both to this passage and to its Callimachean models; cf. Nisbet-Hubbard's 
note. apnaaev: the verb is commonly used of sudden death, and 
here, as in the Callimachean model (above), it suggests that the speaker 
experiences the boy's departure as a form of death ( cf. 41uxf\s, (6as). The 
violence it suggests also evokes the threat that winds in Greek epigrams 
typically pose to sailors, and prepares for the speaker's desire to protect 
his beloved. 1'v6pcxya8ov: the name suggests the boy's virtue; Men. Rh. 
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398.20-3 recommends that 1rpo1reµ1rT1Kcx include praise of the traveler's 
character. 

3-4[751-2] A surprising µaKap1crµ6s personifying the ships and elements 
of the natural world responsible for Andragathus' voyage: rather than 
express concern about the potential threat that these pose to the boy, the 
speaker remarks on their good fortune in conveying him. The passage 
is a "tricolon crescendo" (three clauses of increasing length), with varia
tion of the predicate ( µ6:Kapes . . . oi\~1a ... eu6aiµc.vv) and with the final 
word forming a ring with 1 oup1os ... N6Tos. The adverbs Tpis ... Tpis ... I 
TETpcxK1 are common in similar contexts; e.g. Od. 5.306 Tpis µ6:Kapes Llavaoi 

Kai TETpcxKtS, 6.154-5, Hes. fr. 211.7 Tpis µ6:Kap AiaKi611 Kai TETpcxKtS oi\~1e 

Tl11i\eu, Ar. Wealth 8 5 1-2 Kai Tpis KaKo6aiµc.vv Kai TETpcxKtS Kai ,revTcxKtS I Kai 

6w6eKcxK1s Kai µup16:K1s. 'TTa160cpopwv: only here. The word prepares for 
the following couplet, in which the speaker wishes that he might be the 
one to convey the boy. 

5-6[753-4] The usual wish for safe arrival (e.g. Sappho, fr. 5) is embed
ded in a prayer that the speaker might become a dolphin, perhaps play
ing on passages seeking assistance from sea-creatures; e.g. Erinna SH 404 
,roµ,rii\e vaUT1110"1V ,reµ,rc.vv ,ri\oov EVlTAOOV ixeu I ,roµ,reucrais ,rpuµva0ev eµcxv 

cx6eiav haipav, A.R. fr. 8. The implicit idea is that as a dolphin the speaker 
could ensure the boy's survival in case of trouble at sea, as in the case of 
Arion (cf. Hdt. 1.23-4) and Phalanthus (Paus. 10.13.10), but the wish 
also evokes erotic contexts in which the speaker prays to be transformed 
in order to be close to the beloved (cf. 6I In.). Dolphins were sometimes 
said to be attracted to boys; cf. Arist. Hist. anim. 63 1 a9-1 o ,rpos 1rai6as 

epwTEs Kai e1r16uµi01, Duris of Samos FGrH 76 F 7, Ael. NA 6.15, Oppian, 
Hal. 5.453-518, Pliny, NH 9.27, Gutzwiller 2002c. 1µ01s ... £'TT wµo1s: 

reversing the more usual wish for the speaker to be converted into some
thing that can be held by his beloved; cf. 6I2, carm. conv. PMG 900-1. 
The speaker imagines himself retaining human characteristics as a dol
phin. ~aCJTaKTOS "borne" ( < ~acrTcx~w); the word is attested elsewhere 
only in glosses. yAuKu'TTa16a: only here. Rhodes is associated with 
attractive boys because Andragathus will be there. 

CXXXIX. MeleagerAP I2.I37 (I I8 GP) 

On a rooster who has interrupted the speaker's night with an epwµevos. 

The poem is closely related to Mel. AP 5.172, addressed to the op0pos, 

whose arrival has interrupted the speaker's time with a female lover. 
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1-2[755-6] The grand language is ironic in a complaint about the bird's 
arrogance. op6po~oas: i.e. a rooster, who crows in the op8pas. the 
period just before dawn. Heraclides Lembus (fr. 5, H/G 111.169) cites 
the word as one of several obscure glosses used by Alexarchus, brother 
of Cassander. 6ucripwT1: see 749n. KCXKciyytAr: the rooster is a 
bearer of bad news in that he announces that the daybreak will soon 
arrive. Meleager is perhaps recalling myths in which birds are punished 
for bearing unhappy messages ( cf. Call. fr. 260.48 = Hecak fr. 74. 7 Hollis 
with Hollis on 74.18, Ant. Lib. 15.4). Tp1aa:AaCTT1 "thrice accursed"; 
a rare synonym (elsewhere at adesp. APL 265.1) of the more common 
TPICJ1<CXTOp<XTos. 

2[756] Kpci~us: the verb is a feature of the koine (cf. Moeris 
y17). ir:AavpoTUTiij KiAa6ov "a cry as you beat your sides (with your 
wings)," a reference to roosters' habit of flapping their wings. 

3[757] yaOpos uTrip 1<oiTas "arrogant over his own bed" (cf. Moore-Blunt 
1978). Roosters are notoriously libidinous (e.g. Arist. GA 749b13-15), 
and the speaker imagines that the bird is crowing after sex ( cf. LS] 1<o{Tfl 
111) at the very moment when his own lovemaking has to end. For yaupos, 
26n. 0T1 ••• ira16ocpt:Ariv .. when I have only this little bit of night left 
for boy-loving." 

4[ 758] iir' i.,ac«s . . . 06vva1s: the rooster plays the role more usually occu
pied by Eros in Meleager's epigrams; cf. 743n. a6u y,:Aa1s has its roots 
in epic and refers to derisive or malicious amusement at another's pain 
(LfgrEye"'Ao.w 1.2a; cf. Theocr. 7.42 with Hunter's note). 

5[ 759] &6, . . . xap1s "Is this a kind way to reward the one who raised 
you?" 8pE1TT,'Jp. first attested here, evokes the epic word 8pe1TT,'Jp1cx. gifts 
given to parents to thank them for one's upbringing (HHDem. 168, 223, 
Hes. W 188); cf. 457-8. Tov ~euv op8pov: i.e. the present moment, 
just before the break of dawn (cf. Theocr. 18.14 with Cow's note); the 
oath picks up 1 6p8po~6as. The speaker swears by it because the present 
moment will be the bird's last opponunity to crow. 

6[760] iaxcn-a "for the last time." 
future middle. mKpa: see 152n. 

Y11PVOT11: second person singular 

CXL. MeleagerAP 5.151 (33 GP) 

An appeal to mosquitoes to leave Zenophila alone. The epigram forms 
a pair with Mel. AP 5.152, addressed to a single mosquito to whom 



COMMENTARY: CXL, 761~ 279 

the speaker promises the arms of Heracles as a reward for summoning 
Zenophila. Both may implicitly play on the similarity of mosquitoes, small 
winged creatures who wound their victims, to Eros. Here, the speaker's 
attitude changes over the course of the poem. He initially beseeches the 
insects in language that suggests a prayer to the gods (Cairns 2016: 386-
7), but at the midpoint of the poem he changes his attitude toward the 
insects, whom he represents as rivals with an erotic interest in Zenophila 
and whose arrogance he threatens to punish. 

1-2[761-2] The asyndetic list of the mosquitoes' qualities evokes hymnic 
invocations. The language is elevated: o~vf?,6a1, elsewhere used at Aesch. 
Ag. 57 of the cry of vultures, suggests a louder sound than buzzing; the 
uncontracted ending of &va16tes is characteristic of hexameter verse (c£ 
Call. h. 4.36), as is the collocation aiµcrras av6pwv (c[ A.R. 2.59, Opp. Hal. 
2.453); and Kvoo6aAa usually denotes bigger animals. aicpc.,v1s: a bold 
metaphor for blood-drinking insects; a aicpCA>v is properly a tube used for 
drawing wine - a blood-red liquid - from a cask. 1<vw6aAa 6nnipuya: 
cf. Aesch. Supp. 1000 1<voo6CXAa 1r11:pouVTa; more usually the word desig
nates terrestrial or aquatic animals. 611TTtpuya is a rare variant of 6{1TTEpa. 
first here. 

3-4[ 763-4] "Permit, I beseech you, Zenophila to rest peacefully in sleep 
for a brief moment, and - here! - eat the flesh of my limbs." The in terjec
tions reflect the speaker's excitement. ZT1voq>iAav is the sul?ject of the infin
itival clause, J?,a16v and fiauxov adverbial accusatives. ,rap18': second 
person plural aorist imperative of 1rapfT1~.11. uirvw, I ,u6nv: for the ple
onastic dative, cf. Soph. OT65 oux VlTVCA>I y' Ev6oVTa µ· ~~EyEfpETE. TCXfJG: 
the initial position is emphatic. aap1<0cpay1Tn: the verb, otherwise 
prosaic, is hyperbolic; Arist. Hist. an.im. 556b21-2 distinguishes between 
insects that eat flesh (aapr-ocpaya) and those that suck fluids. 

5[765] Similar comments about the futility of complaining or appealing 
are more often directed to Eros; cf. 741-20. ,rpos Ti fJaTT'I" is a pleo
nastic combination of the more usual irpos Tf and Ti IJOTflV. rny1<To1 

"unmalleable, unpersuadable"; cf., e.g., Aesch. fr. 348 crny1<Tos ..• 
irapT1yop,;1,1amv. 

6[ 766] The speaker reimagines the mosquitoes as prospective rivals ( cf. 
7-80.) seeking the warmth of Zenophila's delicate skin. The line is ele
gantly arranged, with two words beginning in T in the first hemistich, and 
two in x in the second, with two verbal forms framing the noun phrase. 
xpu,Tl x1'1a1vo1,1Ev-is a common pentameter end in Mel eager ( cf. AP 5.16 5.4, 
5.172.2, 12.63.4), of human lovers. 



COMMENTARY: CXL, 767-8 

7-8[767-8] The speaker asserts his own power, which resides in his status 
as jealous rival ( ~T)i\oTuirc.uv). Cairns ( 2016: 387) notes that 6uvaµ1s may 
denote the particular power(s) of individual gods, and argues that the 
speaker casts himself as divine avenger of the insects' unrestrained bold
ness (for T6i\µT)s, cf. 4711.); cf., e.g., Zeus's threat at Il. 1.566-7. all' iT1 
vuv introduces a final attempt at persuasion, as the more common ai\i\' eT1 

Kai vuv does at, e.g., Il. 9.259-60, Theocr. 22.169-70. TTpoAiyw "I warn 
you." 8piµµaTa "creatures," here a term of abuse as at, e.g., Aesch. 
Sept. 181, Eur. Andr. 261. 
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INDEXES 

1. SUBJECTS 

Acheron 128 
Aeschylus 161, 216-217, 218 
age, of deceased 8 2 

Alcaeus of Messene 242-243 
Alexander the Great 1 o, 7 2, 186 
alliteration 81, 86, 101, 102, 136, 161, 

272 
Anacreon 2, 204 
animals, in Underworld 128; see also 

pets 
Antipater of Sidon g, 13, 252-253 
Anyte .5_fu 60, ~ 86, 103, 112, 123, 

168,226,243 
Aphrodite: and Arsinoe 177, 178; cult 

sites of 189; Euploia 141 
aposiopesis see "break-off "formula 
Aratus 156-157; puns in 158; acrostic 

in 157 
Arcadians 1 7 5 
Archilochian meter 1 20, 194 
Arcturus 91 , 1 1 3 
Aristophanes 2 1 7 
Arsinoe 130, 141, 142, 143, 159, 160, 

162, 177, 178-179, 180; temple 
of, at Zephyrium 3, 142, 159, 176, 
180; see also Aphrodite 

Asclepiades 1 o, 67-68, 86, 159, 206, 
2 26; connected to Posidippus and 
Hedylus 68 

Asclepius 200-
Attis 2 1 2, 2 3 1 
bees 97, 256 

Berenice I 180-181, 182 
Bes 161 
birdlime see fowling 
birds: aithyia go; blackbirds and 

thrushes, paired 237; hieros ornis 
227, 237; see also fowling; halcyon; 
nightingales; partridge 

blindness 1 7 4 
book-tag epigrams 156 
"break-off' formula 92-g3 
brevity 6-7, 133 

bucolic poetry, themes of 86, 87, 88, 
89, 101, 191, 192,197,229 

Callicrates of Samas 177, 178 
Callimachus 128-129; aesthetic 

terminology of 149, 156, 158, 
161, 165, 217, 255; metrical inno
vations of 1 2-13, 206 

cenotaphs 113,114, 134, 137, 197, 
225,226,240 

Ceos 143 
Cephalus, Constantine 15-16 
children, dedications by 69-70, 

240 
cicada 272-273 
clothes: as bedding 1_fu dedicated 1 18, 

162, 163, 169 
Coele Syria 1 96 
comedy~~ 83, 94, 139, 154, 159, 

206,207,208,257 
cornel-wood fi2-
correption: avoided by digamma §£ 

internal 62, 204 
cow see Myron of Eleutherae 
Cretans: as mercenaries 62; taciturnity 

of 133,173 -
Ctesibius 162 
Cybele 211, 212, 230, 231 
Cynisca 180, 181, 182 
Cynoscephalae 245 

Danae 79 
dative, comitative 197, 268 
deer 24 7; horns and antlers of, 

dedicated 117, 118 
dew 272-273 
diadem 179 
Dioscorides 206 
Dioscuri 14 7 
dogs 109, 198; epitaphs for 60 
dolphins 277 
Doric: features of 10-1 1 , 1 1 2; as 

marker of location or ethnicity 
1 73, 181, 186, 202, 205 



INDEXES 2 99 

drinking: among Macedonian elite 
160; by women 94 

Echo 151-152 
ecphrasis 84; conventional features of 

72, 85, 107, 109-110; in epigram 
3,55,63,84, 106 

Eetion 1ofAinphipolis?) 201 
elegiac couplet 12-13 
Emathia 269 
envy 140-141, 268-269 
epanadiplosis see repetition 
Epicureanism 264, 265 
epiphany 109,178,180,235,274 
epyllion 102 
Erinna 84, 97-98 
Eros/Erotes 79, 81, 189, 274; as 

child(ren) 189; as hunter(s) 147; 
armed 190; complaints about 274; 
parentage of 275; personified as 
fire 275 

Euphorion 122,224,241-242 
Euripides 217,218 

fishmongers 7 4 
Flamininus, T:Quinctius 245 
fowling 233, 234, 236 

gallus 210, 213 
garlands 7 4, 80, 84, 88, 155, 166 
goats~ 102-
Graces 127, 234, 235, 238; as title of 

work by Meleager 2 7 1 
grave reliefs see tomb 
grief: for brother 130; as cause of 

death 249; of community 1 29, 
130; moderation of, as a good 
123; of natural world 197; of par
ents 116, 125; see also lamentation; 
pathetic fallacy 

Gyges 92 

Hades 76, 98, 132; bride of 76; see also 
marnage 

hair 66, 212, 230, 239, 240, 251 
halcyon 1 2 1 , 1 44 
handwriting 69-70 
headband 105 
Hecataeus (sculptor) 182, 183, 186 
Hedylus 158-159; connection to Ascle-

piades and Posidippus 68 
Helen 256 
Heracles 145, 202, 203, 267, 268, 269 

Heraclitus 130, 165 
Herodas 96 
Hesiod 157, 247, 248 
hiatus 1 1 7, 1 2 1 
Hipponax 96, 192 
Homer: birthplace of 248; influence 

on Aratus 157; rare words in 1 o 1, 
102, 105, 116, 124, 127; tomb of 
253; words of disputed meaning 
in 63, 88, 1I7,119, 121, 127, 129 

honey 98, 1 1 1 
hunting: as metaphor for erotic pursuits 

147; see also Eros/Erotes; fowling 
hymn 188, 279 

incubation 173; see also sleep 
infinitives, as imperatives 12 2, 136 
initiation scenes 164, 2 34, 248 
invocation, of god 188 
irony 8, ~ 79, 81 
ivy 125-126 

"Kids" ( constellation) 135 
knuchlebones70,82,258-259,260 
homos~ 80 

Lais 256 
lamentation 59, 69, 93, 121, 123 
lamp, as metaphor for life 91 
Leonidas 9, 1 o, 14, 86, 264 
Lesbos 115 
Libya 177 
linen 179 
lions 99, 2 1 1 
locus amoenus 64, 65, 273, 274 
love: sickness from, symptoms of 83, 

1 54; as a wound 1 54; see also sex 
lovers: blindness of 77; determination 

of 79; excluded ~ 80 
Lynceus 188 
Lysippus ~ 72, 186 

Macedon, as homeland of Ptolemies 
181, 182 

Machon 206-207, 208 
makarismos 2 77 
marriage: to Athena 175, 1 76; death 

before 56, 59, 76, 98, 130, 17 5, 
176 - -

material prosperity 87 
Meleager 269-270; Garland of 15 
memory 131, 167 
milk 89 
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Mnasalces 226 
Moero 103 
monosyllables, at hexameter end 2 26 
mosquitos 277, 278-279 
Myron of Eleutherae, statue of cow by 

98,252,262 
Muses 127 
Museum 4 

Naucratis 1 79 
nectar 103, 105 
Nicander 60 
Nicias 168, 200 
nightingales 131, 132 
Nile 162 
Nilometer 161 
nominative, for vocative in addresses 

69,229 
Nossis 55, 63, 84, 104-105 
nurses, epitaphs for 194 
Nymphs 247,273 

painting 106, 109, 115 
Palatine Anthology 15-16 
Pan 66, 273 
papyri: P.Mil. Vogl. 1 o, 14, 1 70-1 71; 

Vienna 'incipit' list 15; see also 
Posidippus 

paraklausithyron 78, 80, 153 
partridge 127 - -
passerby see traveler 
pathetic fallacy 1 54, 197 
Peisander 201-202 
perfume 163 
Persephone ~ 97 
Perses 112 
Pessinous 2 1 1-2 1 2 
pets 60 
Phalaecian meter 194, 202, 205 
Phalaecus 120 
Phanias g, 264 
Pharos 3, 1 77 
Philip V of Macedon 243-244, 245, 

267,269 
Philitas 121-122, 182, 183, 184, 185 
physicians 201 
Pindar 255, 256 
Planudean Anthology 16 
Plato 2 -
Pleiades 196, 197 
poets: epitaphs of 96, 97, 125, 192, 

206, 241; as messengers 102; see 
also tomb 

pomegranates 242 
Posidippus g, 1 o, 1 70-1 71 ; connection 

to Asclepiades and Hedylus 68, 1 7 1 
priamel 74-75, 110, 149 -
Prometheus ~ 85 
propemptikon 2 76 
Ptolemy I Soter 182 
Ptolemy II Philadelphus 1 30, 182, 18 5 

rain 80-81 
rebus 259 
repetition 152, 197, 274 
Rhianus 230 
rhyton 159 
rooster 146-147, 277; as bearer of bad 

news278 
roses 77, ~ 112, 199 

Samius 266-267 
Sappho 2, 84, 103, 105, 110 
schools, of epigram 5 
seduction 76 -
sewing, as metaphor 271 
sex 74-75, 219,221, 222-223; 

equestrian metaphors for 2 20; 
nautical metaphors for 220, 223 

shearwater go 
shells, dedications of 141 
shipwreck 93, 94, 1 1 2-1 13 
Simias 123-124 
Simonides 1, 1 24 
sleep, as metaphor for death 135, 17 4, 

1 76; see also incubation 
Smyrna 144 
snakes 6 1 , 1 8 7 
snake-stone 1 87 
sobriety 1 g 1 
Sophocles 1 2 5 
Soros 68 
Spartans 209 
sphragis 1 , 1 1 o 
springs 65, 100, 101, 150-151 
stars see Arcturus; "Kids" 
statues 56, 1!!._ 72, 98, 99, 107, 108, 

109, 159, 169, 171, 182-183, 184, 
185, 186, 203, 264; bases of 3, 99, 
108, 263; see also Myron of 
Eleutherae; voice 

Stoicism 1 go 
stranger see traveler 
stream see springs 
Suda 16 
sweetness 15 7 
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symposium 4-5, 67, 23, _7§; entertain-
ment at 24; women at 24 

taciturnity 1 73; see also Cretans 
tears, of lover 80 
Thasos 196 
Theocritus 168, 191-192; bucolic 

poetry of 86 
Theodoridas226,238-239 
Theognis/Theognidea 8 2, 1 1 o 
Thespis 217 
Thracian slaves 194 
Thyrea, Battle of 2 14 
tmesis 5.§_, 59, 79, 133 
tomb: as consolation 91; images carved 

on 56, 57, 59; inscription on 
133; wiiliout inscription 260; as 
messenger 56, 134, 260; paintings 
on 115, 116; as poet 55, 5Q; size 
of7,92,250 

tools, dedicated on retirement 168, 231 
tragedy 5 7, 1 29; language of 197, 199 
traveler:address to 61, 65, 68, 87, 96, 

101, 123, 131,137,227,271, 
275; praise of, in propemptika 277; 
reaction of 193 

trumpet 161 
truth, in art 185; see also verisimilitude 

uariatio 7, 148 

verisimilitude 106, 107 
vine 102, 103, 104, 126 
virginity 7_2 
voice: ambiguity of 8; as marker of 

realism in art 72, 85, 262; shifts of 
7; of speaker and tomb conflated 
92; see also statues 

wasps, as metaphor for angry people 
96 

water: in locus amoenus 101, 247; 
programmatic value of 149, 15 1; 
as source of inspiration 6, 164, 
165, 272; value to travelers 173; 
see also wine 

weaving 271 
wine 82-83, 95, 103, 1 15; opposed to 

water as source of inspiration 6, 
160,164,165,272 

Zenodotus 24: 

a 2 36 
ayepwxos Q3 
ayAai(w 199 
ayocn6s 117 
aiyiA141 1 1 5 
OKflpcxcnos 2 33 
aµoAyaios 89 
aµ<pnne(c.u l 98 
av6eµ6e1s l 19 
a,ro~pi(w 193 
OlTOlTEKW 2 3 9 
OlTOlTVEW 248 
OUflPOS 236 
auA1cxs 66 

2. GREEK WORDS 

6ev6pw6fls 2 7 3 
61aKpivw l 67 
61KAis 231 

~OU<J>OPTOS 241 
~pCXCTCTW 2 4 l 
~peyµa 179 

ypicpos 249 

6cx"ios 186 
6e6ou,rws 2 15 

eAacpp6s 2 4 7 
e6s/os 113 
ep,rw~ 
euayf}s 255 
eu&r,Af}µwv l 00 

EUOlTAEW 190 
ecpapµ6(c.u 9 l 

6aAcxµfl 144 
6aAaµfllTOAos 2 1 2 
6cxAaµos 80 
6e6,r01s 271 

ix6ucr1Afl1CTTT}P go 

KaTcxp6w 2 1 8 
Kpf}yuos 192 
Kpuep6s 113 
KUCXVEOS 2 2 5 



KU<pWV 207 
Kwµw16oypcxcpos 207 

AcxACXyflµO 2 l 3 
i\am8av6s 265 
i\eup6s 268 
i\euxeavos 180 

µaKapTOS 93 
µapµcxpeos 6 2 

µacrr6s 89 
µeyai\e1ocruvf1 108 
µei\1crµa 2 7 3 
µeTOKOl vi~w 2 l 8 
µtKKOS 194 
µoi\,racrTT}S 2 39 

vai61os 272 
veus 120 

oivf1p6s l l 5 
oiov6µos 66 
6~uxe1p 203 
C:>TPflPOS 179-180 
oui\os 143 
ocpeii\w 138 

TTe1pa·iK6S 242 
ireKw see cx,roireKw 
,repicrKETITOS 143 
mp1crcr6s 8 7 
iriµTipflµl l 2 l 

INDEXES 

TTi\e1as 197 
iri\wTwp go 
TIOlKii\i\w 18 5 
,roi\u8puAf1TOS 181 
,rp1ovw6f1s 273 
,rpoireTWS 80 

pe8os 233 
po66iruyos 2 19 

crKoi\6,rev6pa 2 41 
O"KUACXKOlVO l l 0 

cruvepyaTiVflS 91 
cruv8eµa l 6 l 

TavaiµuKos 2 68 
Te, "epic" 233 
TETPflXuia 93 
TT}KW 77 
Tptyepwv go 

u6aTOElS 169 
UTIEK<pepw l 2 l 
ucpaivw 249 
U4'0W 248 

cpii\os 65 
cpp1~0K6µfls 66 

4'eu6os 188 

3 · PASSAGES DISCUSSED 

Adesp 
AP6.171: 244 
AP l 2.39 (32 GP): 251 
AP 12.88.3-4: 232 

Alcaeus 
AP7.1 ( l l GP): 248-250 
AP7.55 (12 GP): 247-248 
AP7.247 (4 GP): 245-247 
APg.518 (1 GP): 243-245 
AP 12.30 (8 GP): 251-252 

Alphaeus of Mitylene 
APg.526: 244 

Antimachus 
APg.321: 228 

Antipater of Sidon 
AP7.2 (8 GP): 253-255 

AP7.34 (18 GP): 255-256 
AP7.218 (23 GP): 256-258 
AP7.409 (66 GP): 255 
AP7.427 (32 GP): 258-261 
APg.720 (36 GP): 262 
APg.721 (37 GP): 262-263 
APg.722 (~ GP): 263 
APg.724 (40 GP): 264 
APg.923 (39 GP): 263-264 

Anyte 
AP6.123 ( l GP): 61-63 
AP7.490 (6 GP): 59-60 
AP7.646 (7 GP): 57-58, 124-125 
AP7.649 (8 GP): Sb-57 
AP7.724 (4 GP): 55-56 
APg.313 (_!__§ GP):6:i=65 
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AP9.745 ( 14 GP): 63-64 
APL~ (3 GP): 65-67 
ap. Pollucem 5.48 ( 1 o GP): 6o-61 

Aratus 
AP12.129 (1 GP): 232 

Asclepiades 
AP 5.64 ( 11 GP= Sens) : 78-80 
AP 5.85 (2 GP= Sens): 76 
AP5.145 (12 GP= Sens): 80-81 
AP 5.169 ( 1 GP= Sens): 74-76 
AP 5.185 (26 GP= Sens): 73-74 
AP 5.210 (5 GP= Sens): 77-78 
AP6.308 (27 GP= Sens): 6g-71 
AP 12.46 ( 15 GP= Sens): 81-82 
AP 12.135 (18 GP= Sens): 82-84, 

154 
AP 13.23 (33 GP= Sens): 68-69 

Asclepiades or Archelaus 
AP[A 120 (43 GP= Sens): 71-72 

Callimachus 
AP6.149 (56 Pf. = 25 GP): 146-147 
AP6.310 (26 GP): 70 
AP6.351 (34 Pf. = 22 GP): 145 
AP7.80 (2 Pf. = 34 GP): 130-133 
AP7.271 ( 17 Pf. = 45 GP): 137-138 
AP7.272 (18 Pf. = 38 GP): 134-135 
AP7.317 (4 Pf. = 51 GP): 139-140 
AP7.415 (35 Pf. = 30 GP): 140 
AP7.447 ( 11 Pf. = 35 GP): 133 
AP7.451 (9 Pf. = 41 GP): 135-136 
AP7.453 ( 19 Pf. = 46 GP): 138- 139 
AP7.517 (20 Pf. = 32 GP): 129-130 
AP7.521 (43 GP): 136-137 
AP7.525 (21 Pf. = 29 GP): 140-141 
AP9.507 (27 Pf. = 56 GP): 156-158 
AP 12.43 (28 Pf. = 2 GP): 149-152 
AP 12.71 (30 Pf. = 12 GP): 234 
AP 12.102 (31 Pf. = l GP): 147-149 
AP 12.118 (42 Pf. = 8 GP): 153-154 
AP 12.134 (43 Pf. = 13 GP): 154-156 
ap. Ath. 7.318b (5 Pf. = 14 GP): 

141-144 
CEG820: 180 

Dioscorides 
AP 5.54 (7 GP): 222-224 
AP 5.55 (5 GP): 219-221 
AP5.138 (2 GP): 221-222 
AP6.220 (16 GP): 210-214 
AP7.76 (33 GP): 208-209 
AP7.229 (30 GP): 209-210 
AP 7 .41 l ( 2 l GP): 2 l 6-2 19 

AP7.430 (31 GP): 214-216 
AP7.708 (24 GP): 206-208 

Erinna 
AP6.352 (3 GP): 85-86 
AP7.710 (1 GP):~ 

Euenus 
AP9.75.2: 102 

Euphorion -
AP7.651 (2 GP): 225-226 

Hedylus 
AP5.199 (2 GP): 162-164 
ap. Ath. 11.472f-473a (5 GP): 

164-166 
ap. Ath. 1 1.497d (4 GP): 15g-162 

Heraclitus 
AP7.465 (1 GP): 166-167 

Homer 
IL 2.579-80: 64 

Horace 
Sat. 1.2. 105-8: 147 

Leonidas 
AP6.202 (1 GP): !...!_9 
AP6.263 (49 GP): 99-100 
AP6.657 (19 GP): 87-89 
AP7.13 (98 GP): 97-98 
AP7.283 \03 GP): 93-g4 
AP7.295 (20 GP): 89-91 
AP 7 .408 (58 GP): 96-97 
AP7.455 (68 GP): 94-95 
AP 7 .655 ( 17 GP): 86-87 
AP7.74o (75 GP): 92-g3 
AP9.99 (32 GP): 102-103 
AP9.719 (88 GP): 98-99 
APl230 (8nGP): 1oo=io1 

Meleager 
AP 5.151 (33 GP): 278-280 
AP5.176 (6 GP): 274-275 
AP 5.192 (57 GP): 275-276 
AP7.79.3-4 (121 GP):_g_§ 
AP7.196 (13 GP): 272-274 
AP7.417 (2 GP): 270 
AP7.418 (3 GP): 270 
AP7.419 (4 GP): 270-272 
AP 12.52 (81 GP): 276-277 
AP 12.137 (I 18 GP): 277-278 

Mnasalces 
AP7.171 (8 GP): 226-227 
AP7.242 (7 GP): 227-228 
AP9.324 (16 GP): 228-230 
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Moero 
AP6.119 (1 GP): 103-104 

Nicander 
Ther. 672-5: 60 

Nicias 
AP6.127 (2 GP): 168-169 
AP6.270 (3 GP): 16g-170 
AP9.315 (5 GP): 64 

Nossis 
AP 5. 170 ( 1 GP): 1 10-1 1 2 
AP6.275 (5 GP): 105-106 
AP6.353 (8 GP): 106-107 
AP6.354 (9 GP): 107-109 
AP9.604 (7 GP): 10g-110 

Ovid 
Am. 2.9.9: 147 
Met. 15.858-60: 71 

Perses 
AP6.112 (1GP):117-118 
AP 6. 2 7 2 ( 2 GP) : 1 1 8-1 1 9 
AP7.501 (4 GP): 114-115 
AP7.539 (9 GP): 112-114 
AP 7. 7 30 ( 7 GP) : 1 1 5-1 1 7 

Phalaecus 
AP13.27 (4GP): 120-121 

Phanias 
AP6.307 (7 GP): 264-266 

Philitas 
13 Sbardella (3 GP): 122-123 

Posidippus 
15 AB (20 GP): 187-188 
33 AB: 174- 176 
36 AB: 178-180 
39 AB: 1 77 
63 AB: 182-185 
65 AB (APL 119, 18 GP): 186-187 
§..2 AB: 180-181 
88 AB: 182 
100AB: 173-174 
102 AB: 173 
1 16 AB ( 1 2 GP, P.Louvre 7172 

[ P.Firmin-Didot] ) : 1 76-1 7 8 
119 AB (13 GP): 177 
*131 AB (AP7.170 = 21 GP): 

171-173 
135 AB (AP 12.45 = 5 GP): 189-190 

138 AB (AP 12.120 = 7 GP): 
190-191 

139 AB (AP 12.131 = 8 GP): 
188-189 

Rhianus 
AP6.173 (7 GP): 230-232 
AP 12.121 (4 GP): 234-236 
AP 12.38 (1 GP): 237-238 
AP 12.93 (3 GP): 232-234 
AP 12.142 (10 GP): 236-237 

Sam(i)as 
AP6.114 (2 GP): 267 

Sam(i)us 
AP6.116 (2 GP): 267-269 

SGO 
I 03/ 05/04: 172 

Simias 
AP7.22 (5 GP): 125-127 
AP7.203 ( 1 GP): 127-128 

Simias, Simonides or Samius 
AP7.647 (Simias 7 GP): 124-125 

"Simonides" 
AP6.52: 62 

Theocritus 
1 Gow (AP6.336 = 5 GP): 198-199 
6 Gow (AP9.432 = 22 GP): 

197-198 
8 (AP6.337 = 1 GP): 200-201 
15 Gow (AP7.658 = 7 GP): 

193- 194 
17 Gow (AP9.599 = 15 GP): 

204-206 
19 Gow (AP 13.3 = 13 GP): 192-193 
20 Gow (AP7.663 = 11 GP): 

194- 195 
22 Gow (AP9.598 = 16 GP): 

201-204 
/dyll 10.26-8: 77-78 

[Theocritus] 
25 Gow (Automedon AP7.534 = 

Automedon 1 2 GP = Alex. Aet. fr. 
dub. 25 Magnelli): 195-197 

Theodoridas 
AP6.155 (1 GP): 239-240 
AP6.222 (4 GP): 240-241 
AP7.406 (14 GP): 241-242 




