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PREFACE

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

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

My debt to willing friends and critics is, as ever, very large. Pat 
Easterling, Marco Fantuzzi, Philip Hardie, Ted Kenney and Laura 
Rossi commented upon a draft typescript and saved me from much 
that I would not have wanted to see the light of day; where I have 
shamelessly adopted their suggestions, they will, I hope, recognise 
genuine gratitude. John Henderson helped me to believe that I 
understood something of Idyll 7 and Eclogue 9; as always, Neil 
Wright listened patiently and refused to settle for easy answers. 
Susan Moore’s copy-editing taught me more than I care to confess.

An award under The British Academy Research Leave Scheme 
helped bring this project to completion.
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I N T R O D U C T I O N

1 . T H E O C R IT U S

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

άλλος ό Χίος, εγώ δέ Θεόκριτος ός τάδ’ έγραψα 
εις άττό των ιτολλών είμΐ Συρακοσίων, 

υιός Πραξαγόραο περικλειτάς τε Φιλίννας·
Μούσαν 5 ' όθνείαν οΟτιν’ εφελκυσάμαν.

[Anth. Pal. 9 -4 3 4  =  Epigram [χχνπ] Gow)

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

This is plausibly interpreted as an opening ‘advertisement’ for an 
early (third-century) collection of T .’s poetry; it distinguishes T. 
from a homonymous Chian writer and politician of the late fourth 
century.1 That T. came from Syracuse (or at least Sicily) may rea
sonably be deduced from his own poetry (cf. 11.7, 28.16) and was the 
almost unanimous opinion of antiquity;2 the importance of Sicilian 
literary traditions in his own work is very clear, and ‘bucolic poetry5 
was, for subsequent poets, ‘Sicilian’ or ‘Syracusan’ because of him 
(cf. Eel. 6.1, 10.51). Explicit internal reference dates Idylls 14, 15 and 
17 to the reign of Ptolemy Philadelphos (c. 283-246) and the latter 
two poems to the period of his marriage to Arsinoe (c. 278-268); 
Idyll 16 for Hieron of Syracuse is perhaps to be dated c. 275.3 T .’s

! Cf. Cameron (1995) 422-5, Gutzwiller (1996) 133-7, Hunter (1996a) 92.
2 So already explicitly EB 93. The Suda Life records an alternative view 

that T. was a Coan who moved to Syracuse; this is most probably an infer
ence from Idyll 7, though it is noteworthy that although both ‘Praxagoras’ 
and ‘Philinna’ are common enough names throughout the Aegean, both are 
well established on Cos, cf. LGPN s.w. That T. had close connections with 
that island is, of course, all but certain, cf. Intro, to Idyll 7 below.

3 Cf. Hunter (1996a) 82-7.



2 INTRODUCTION

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

The identifiable settings for T .’s poems are Sicily and South Italy 
(?b 4 > 5 . 6), Cos (7) and Alexandria (15, 17, ?24). Many indications 
point to the flourishing intellectual and poetic culture of the Eastern 
Aegean: T .’s friendship with the doctor and poet Nikias of Miletos 
(cf. Idyll π , Intro.) and the allusions in Idyll 7 by ‘Simichidas’ to 
Asclepiades of Samos and Philitas of Cos place T. at the heart of a 
remarkable period for Greek poetry. There is, however, no sign that 
he also wrote scholarly prose works, as did many of the leading 
‘Alexandrian4 5 poets.4 The corpus broadly divides into ‘western’ and 
eastern’ poems, with the two major poems for patrons looking to 

Syracuse (Idyll 16) and Alexandria (Idyll 17). It is tempting to think 
of an early Sicilian period, followed by a later career in the East, 
but any rigid schematism would be unwarranted; Idyll 11 deals with 
a Sicilian myth and is addressed to a Milesian.5 In a study of the 
flora of T .’s poems Alice Lindsell demonstrated that this belongs 
very largely to Greece and the Aegean, not to Sicily, even when the 
poems are set in the West.6 Literary inferences from this about the 
realism of the natural world in T .’s ‘western’ poems are safer than 

biographical ones.
The composition of relatively short hexameter poems, marked by 

sophisticated allusiveness and linguistic novelty, many of which ele
vate sub-literary or ‘low’ forms to a new status, clearly places T. 
within élite third-century poetic production. Echoes of Philitas and 
Asclepiades are more than probable, however hard to identify, and 
there seem to be clear allusions to Aratus;7 Callimachus and T. may

4 The notice in Hypoth. Idyll 11 (p. 240 Wendel) γέγονε δέ [sc. ό Νικίας] 
συμφοιτητής Έρασιστράτου κτλ. is sometimes (e.g. Lindsell (1937) 79) 
understood as ‘Nikias was a fellow student with T. of Erasistratos5, but the 
natural meaning is rather ‘Nikias was a fellow student with Erasistratos . . .’ 
There is no assertion that T. studied medicine.

5 If Idyll 24 is to be as early as 285/4 (cf· Griffiths (1979) 91-8, Cameron 
(*995) 54--5). then this would be clear evidence against discrete Sicilian, Coan 
and Alexandrian periods.

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

1 . THEOCRITUS 3

each allude to the other in different poems,8 and another poet work
ing at Alexandria, Posidippus, seems to allude to T .’s poems on the 
Cyclops.9 Most striking of all is the fact that Idylls 13 {Hylas) and 22 
{The Dioscuri) handle two stories which occur on either side of the 
division between Books 1 and 2 of Apollonius’ Argonautica, and close 
textual similarities rule out the possibility of chance. Apollonius was 
probably a somewhat younger contemporary of T .,10 but there are 
strong literary arguments in favour of Apollonius’ priority in these 
Argonautic episodes." Versions of Arg. 1-2 may have been com
posed relatively early in Apollonius’ career, perhaps many years 
before Books .3-4; such a hypothesis is at least not out of keeping 
with the fact that all the surviving verses of the so-called proekdosis 
(‘pre-edition’) of Arg. come from Book i.

O f the thirty poems (or Idylls)12 collected in standard editions of 
T., some twenty-two are generally accepted as the work of T. him
self;13 there is also no reason to doubt the authenticity of some at 
least of the twenty-five epigrams ascribed to T. in the Anthology. In 
addition, scraps of another paederastic poem in Aeolic dialect sur-

8 Call. Epigr. 46 very likely refers to Idyll π (below, p. 222-3), anci ΕΡΨ· 22 
may allude to Idyll 1 (cf. P. Bing, A&A 41 (1995) 129-30, Stanzel (1995) 61-4, 
J. Larson, CP 92 (1997) 131-7); Idyll 17 and Call. h. 4 have an obvious mter- 
textual link, but this has been very variously interpreted; of other alleged 
echoes 26.30 -  Call. A. 4.98 (cf. Cairns (1992) 19-20) and 22.116 -  Call. A. 
3.186 are among the most plausible. Cf. in general G. Schlatter, Theokrit und 
Kallimachos (diss. Zurich 1941). The views of 7.47-51 may be in sympathy with 
Callimachean aesthetics, but there is no obvious or necessary allusion to Cal
limachus in those verses, cf. nn. ad loc.

9 Cf. 11.60, 6-7nn.
10 His poetic career may (like Callimachus’) have continued into the reign 

of Euergetes, cf. Hunter (1995) 24-5.
11 Cf. below, p. 264-5, Hunter (1996a) 59-63· It goes without saying that 

many scholars have taken the opposite view.
12 The origin of the term ειδύλλια, which the scholia apply to all of T.’s 

poems (not just ‘the bucolics’), is unclear; Pliny uses it of his own hendecasyl- 
lables without any bucolic reference {Epist. 4.14.9, cf. CIL vm 5530), but in 
Greek the term seems exclusively attached to I . ‘Little types’ is a plausible 
book title, particularly given the variety of T.’s poetry, but no date can firmly 
be attached to it, cf. Gutzwilier (1996) 129-33.

13 Idylls 8, 9, 19, 20, 21, 23, 25 and 27 are commonly regarded as spurious.



vive on a papyrus (Idyll 31), and Athenaeus preserves a passage from 
a poem called Berenike of which there is no other trace in the tradi
tion (fr. 3 Gow); how much of T .’s poetry has disappeared without 
such traces we cannot tell.14 Within the extant corpus, broad group
ings by language, metre,15 form and subject are possible. Idylls 1, 2, 
3, 4, 5, 10, 14 and 15 are ‘mimes’, that is, ‘playlets’ set either in the 
town or the countryside -with more than one character, though Idylls 
2 and 3 have only one speaker.16 In Idyll 6, however, a rustic ‘mime’ 
is surrounded by an authorial frame and the poem has an addressee; 
Idyll H may be seen as an expanded version of this latter form -  an 
authorial opening and address are extended to t8 verses, but the 
song of the Cyclops which follows has obvious affinities with the 
‘mime’ of Idyll 3. Idyll 7 clearly has something in common with these 
poems, but in form, as in every other respect, it occupies a unique 
place in the corpus, and indeed in the history of Greek literature. A 
first-person narrative frames a song-exchange between the narrator 
and another character, Lykidas ‘the goatherd’. Idyll 13, the other 
poem in this volume, offers an addressee a mythological exemplum 
to illustrate a universal truth about eross rather like an expanded ver
sion of a passage of early sympotic elegy; as such, it stands close to 
traditional poetic modes.17 Nevertheless, this poem on Hylas, in 
which the exemplum is related in third-person narrative and the 
only direct speech is a single verse spoken by ‘a sailor’ within a sim
ile, has much in common with Idyll 11, also addressed to Nikias on 
the theme of eros, in which the bulk of the exemplum is devoted to 
the first-person song of the Cyclops. This is a good illustration of the

14 The Suda reports ‘Some ascribe to Theocritus also the following: Proi- 
liàes, Bipides, Hymns, Heroines, Epikedeia, Lyùc Poems, Elegies and Iambi, Epigrams' 
This is a very mixed lot of doubtful authority. One striking omission from 
what survives is erotic epigram.

15 Cf. below, Section 4.
16 Idyll 2 has a second ‘speaker’, but Delphis’ words are reported by 

Simaitha.
17 So, Idylls 17, 22, and 26, for all their novelties, belong recognisably to

traditional hymnic patterns, 18 has clear links with the lyric tradition and 24 
is a short epic narrative. Idyll 16, however, is in formal terms a remarkable
surprise.

2 . BUCOLIC POETRY 5

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

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

2 . B U C O L IC  PO E T R Y

The earliest collections of T. ’s poetry of which we know were called 
Βουκολικά (below, p. 27), and this is the title which Virgil adopted 
for his ‘pastoral’ poems; the ‘bucolic terminology’ and the poems in 
which it appeared (particularly Idyll 1, which headed all ancient col
lections)’8 were presumably felt to represent something distinctive in 
T .’s work. Moreover, the similarities between all the poems set in 
the countryside will have been as clear to ancient scholars as they 
are to us;19 indeed, an interest in the poetic evocation of rural land
scape appears throughout the corpus, not just in the ‘bucolic’ poems. 
What requires explanation is the ‘bucolic terminology’ itself. The 
scholia to T. are preceded by late antique or Byzantine versions of 
an essay which traces the origin of τα  βουκολικά to certain cults of 
Artemis in Lakonia or Sicily. T .’s surviving poems clearly have 
nothing to do with such rituals, and this scholiastic account, which 
perhaps goes back at least to Theon (Augustan period), seems to

18 Cf. Idyll 1, Intro.
19 Cf., e.g., Lawall (1967), Van Sickle (1970), Segal (1981) 176-209.



have been modelled upon Peripatetic accounts of the origins of Attic 
drama.20 Such a ‘ritual5 construction is in fact true to an important 
element in the literary history which T. constructs for his own 
poems,21 but it tells us nothing about their designation or genesis.

In Idyll 5, Lakon challenges Komatas to a contest in singing 
(διαείσομαι 22) in which Komatas will ‘bucolicise for the last time5 
(ύστατα βουκολιαξηι 44); when Lakon agrees to the location of the 
contest, he tells Komatas ‘compete with me from there and bucoli
cise from there’ (αύτόθε μοι ττοτέρισδε και αύτόθε βουκολιάσδευ 
6ο). When they ask Morson to judge the contest, Lakon tells him 
that ‘we are competing [to see] who is the better bucoliast5 (άμμες 
γάρ έρίσδομες οστις άρείων | βουκολιαστάς εστι 67-8). The contest 
itself takes the form of an ‘amoebean5 (i.e. alternating) exchange of 
couplets, in which the second singer must, to some extent, follow and 
try to cap the themes set by the first;22 those themes are more or less 
exclusively rustic. The literal meaning of βουκολιάσδεσθαι should 
be something like ‘play/behave like a boukolos’, but in Idyll 5 
‘bucolicising5 clearly means competing in an exchange of extem
porised verses (which themselves are never described as ‘bucolic’). 
Such competitions are well attested in many historical cultures,23 
and literary stylisation into a competition of pairs of hexameters 
does not disguise the essentially popular character of the form. Nei
ther Lakon nor Komatas is a βουκόλος in the strict sense, so T. may 
be alluding to (or creating the illusion of) a familiar terminology 
which associates such song-competitions with the countryside. No 
other certainly genuine poem of T. presents an amoebean contest

20 Cf. E. Cremonesi, ‘Rapporti tra le origini della poesia bucolica e della 
poesia comica nella tradizione peripatetica’ Dioniso 21 (1958) 109-22. For 
efforts to take these accounts seriously cf. R. Y. Hathorn, The ritual origin of 
pastoral’ TAPA 92 (1961) 228-38, Trencsényi-Waldapfel (1966), G. J. Baudy, 
‘Hirtenmythos und Hirtenlied. Zu den rituellen Aspekten der bukolischen 
Dichtung’ Poetica 25 (1993) 282-318. The Hypotheses found in our scholia of 
T. are modelled on the dramatic Hypotheses of Aristophanes of Byzantium 
(cf. Wendel (1920) 88-9).

21 Cf. Idyll i, Intro.
22 Cf. Serrao (1971) 69-70.
23 Cf. R. Merkelbach, ‘ΒΟΥΚΟΛΙΑΣΤΑ! (Der Wettgesang der Hirten)’ 

RhM 99 (1956) 97-133 (= Effe (1986) 212-38).

2 . BUCOLIC POETRY 7

of quite this kind, but ‘exchange5 is important, to varying degrees, to 
the structure of 1, 4, 6, 7 and 10, and it is tempting to believe that it 
was always suggested by ‘bucolic5 terminology.

In Idyll 7 Simichidas suggests to Lykidas that they should ‘bucoli
cise together5 (βουκολιασδώμεσθα 36), which suggests an exchange 
of song, for the context is Simichidas5 declaration of their musical 
and poetic powers through which ‘each of us may benefit the other5 
(36). Lykidas5 response concludes (49-51):

άλλ5 άγε βουκολικός ταχέως άρξώμεθ5 άοΐδάς,
Σιμιχίδα- κήγώ μέν -  όρη, φίλος, ει τοι άρέσκει 
τούθ5 ότι πραν Ιν δρει τό μελύδριον έξεπόνασα.

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

From this it is clear that in Idyll 7 ‘bucolicising5 involves an exchange 
of songs, though not the extemporised and amoebean performance 
of Idyll 5; one of the participants is (or looks like) a goatherd (13-14), 
and there is good reason to think that Simichidas proposes ‘bucoli
cising5 precisely because he is in the countryside and confronted with 
a master poet of the countryside, and because ‘bucolicising5 is asso
ciated with herdsmen. The song which Simichidas subsequently per
forms picks up some of the themes of Lykidas5 song, and Simichidas 
presents himself as learning his songs ‘while a boukolos on the moun
tains5 (92), as though the status of ‘real’ boukolos was necessary for 
‘bucolicising5 (cf. n. ad loc). Such ironic literalness is manifested also 
in the matter of his song (goats, Pan etc.), whereas Lykidas sings a 
complex propemplikon for a beloved boy which includes the myths of 
two legendary herdsmen-poets, Daphnis the oxherd and Komatas 
the goatherd. Thus βουκολικά άοιδά in Idyll 7 is most probably to 
be understood as ‘bucolic singing’ or ‘bucolic [exchange of] song5, 
and there is no clear sign that the individual songs of Lykidas and 
Simichidas could themselves be called ‘bucolic5.

In Idyll 1 a goatherd urges Thyrsis to entertain him with a song, 
‘for you sing the sufferings of Daphnis and have reached mastery in 
the bucolic Muse5 (19-20). The song which Thyrsis proceeds to sing 
about Daphnis ό βουκόλος is punctuated by addresses to the Muses,
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asking them to begin, continue and conclude βουκολικά άοιδά. 
Here ‘bucolic’ can apparently describe a single song, as commonly in 
later poetry (e.g., Efiigr. 2.1-2 ‘Daphnis who played bucolic hymns 
on his lovely syrinx’, almost certainly post-Theocritean). Never
theless, in asking Thyrsis to sing his masterpiece, the goatherd recalls 
a time when Thyrsis sang in competition with ‘Chromis of Libya’ 
(23-4), and the most natural inference is that on that occasion Thyr
sis sang ‘the sufferings of Daphnis’; to ‘reach mastery in the bucolic 
Muse’ itself evokes an agonistic setting, as the opening verses too 
suggest a series of contests against Pan and the Muses. Thyrsis’ song 
thus derives from a context of competitive exchange, and Idyll 1 
itself presents a series of such exchanges: the ‘competition of com
pliments’ with which the poem opens (cf. i.i-im .), the exchange of 
an ekphrasis of a marvellous cup for the song about Daphnis etc. In 
Idyll i, therefore, the ‘bucolic’ terminology is not to be explained 
solely in terms of Daphnis 6 βουκόλο·;, the legendary subject and 
inventor of bucolic song (cf. Idyll u, Intro.)

O f the poems in which ‘bucolic’ terminology does not appear, 
Idyll 6 has a competitive and Idyll 10 a non-competitive song- 
exchange, in one case possibly and in the other certainly not between 
two herdsmen.24 There is at least no positive internal reason to 
believe that the solo performances of 3, π  and 12, let alone the 
‘urban mimes’ in 2, 14 and 15, were for T. himself βουκολικά.

With the exception of Daphnis himself (Idylls 1, 6) and Damoitas 
(6.i-2n.), T .’s musical herdsmen are not oxherds (βουκόλοι); why 
then is the singing of Idylls i, 5 and 7 βουκολικά, rather than, say, 
αί-ττολικά, a possibility in fact raised in Idyll 7 by the juxtaposition 
of Komatas the goatherd to Daphnis the oxherd (and cf. 1.56)?25 
βουκολεΐν and related words are found from an early date used of 
animals other than cattle,26 but this is hardly an adequate explana-

24 On the possible implications of the name Boukaios, however, cf. 10.in.
25 Late antiquity found an answer in the ‘bucolic hierarchy’, cf. Σ Proleg. c 

Wendel, i.8on. Of some interest in this connection is Euripides’ description of 
Apollo working as a herdsman, βοσκήμασι ... συρίζων | ποιμνίτας υμεναίους
(Ale. 576- 7)·

26 Thus, for example, Homer’s Boukolion is a shepherd (11. 6.21-5) and cf.
11. 20.221 ίπποι... βουκολέοντο, Eupolis fr. 19 K~A etc.
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tion. Later sources make Daphnis ό βουκόλος the ‘inventor’ and/or 
principal subject of τά βουκολικά μέλη,27 but we have seen reasons 
for thinking that this does not even account for the terminology of 
Idyll i. In the course, however, of an account of types of song, 
Athenaeus (14 6iga-b) reports: ‘There was a song for people leading 
flocks, the so-called βουκολιασμός. Diomos was a Sicilian oxherd, 
and he invented this type; Epicharmus mentions him in the Alkyon 
[fr. 4 Kaibel] and the Shipwrecked Odysseus [fr. 105 Kaibel].’28 Here is 
another Sicilian tradition of ‘bucolic’ singing, but one not tied to the 
particular legend of Daphnis nor, to judge from Athenaeus, restricted 
to oxherds. Whether or not Epicharmus said anything about Diomos, 
other than merely mentioning his name, we do not know; it is, of 
course, possible that the term βουκολιασμός does not pre-date the 
Hellenistic scholarship which made Diomos an ‘inventor’, but it is at 
least as likely that the term is in fact older. It can only be a guess that 
some βουκολιασμός at least was (or was believed to be) antiphonal 
or amoebean, but it does not seem too rash a guess. If this is right, 
then T .’s ‘bucolic’ terminology will result from a creative reworking 
of traditions of Sicilian song-making, which may themselves have 
been to some extent scholarly constructions.29 Even if, however, the 
literary history inscribed in T .’s poetry may be largely his own, it 
can hardly be doubted that there was a history. To judge from the 
parody at Ar. Plutus 290-315, it seems very likely that Philoxenus had 
already exploited Sicilian traditions of ‘bucolic song’ for his famous 
Cyclops or Galateia,30 and Euripides’ Cyclops, set on Sicily, contains a 
very ‘Theocritean’ song (41-62), which may similarly exploit the 
audience’s belief in such a Sicilian tradition.9'

27 The sources for the myth of Daphnis are gathered in Intro, to Idyll 1.
28 Cf. Hesychius β 906. Ât 14 618c Athenaeus, on the authority of Tryphon 

(late first cent, b c ) ,  lists βουκολισμός (sic) as a type of αύλησις.
29 Nauta (1990) offers a helpful account of some of these matters, though I 

cannot share his wish to introduce a uniform and reductive sense for ‘bucolic’ 
terminology in the genuine T.

30 Cf. Idyll n, Intro.
31 Cf. Seaford on w. 41-81. Scaford notes Sophocles’ hackos, in which 

Argos sang (apparently) while guarding Io (fr. 281a Radt, R. Pfeiffer, SB 
München 1938, 2, 28-9); no testimony, however, applies the term βουκολικόν 
to this song.
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Epicharmus wrote comedies at Syracuse in the first half of the 
fifth century.32 Mythological burlesque was very prominent, with 
Odysseus and Heracles as important characters; the Cyclops (frr. 81-3 
Kaibel) presumably dramatised the events of Od. 9, and the Amycus 
(frr. 6-8 Kaibel) presented the story which T. treated in the first part 
of Idyil 22. As a famous figure of Sicilian literary history, Epicharmus 
will in any case have been important for T.; Epigram 18 describes a 
Syracusan statue of the comic poet. The presence of ‘bucolic’ mate
rial in Epicharmus must remain speculative, though some of the 
myths he treated are clearly suggestive, and the tide Άγρωστΐνος 
‘Bumpkin’ (frr. 1-3 Kaibel) is a further hint. It is at least tantalising 
that the Suda (e 2766) gives Tityros (cf. 3.2, 7.72) as one of the names 
of his father (another name is Χίμαρος (Kid)!); these names may 
have had their origin in an Epicharmean joke, but even such a joke 
might have been important for T. as he constructed links between 
his poetry and the great figures of the Sicilian past.33

Direct borrowings by T. from the mimes of Sophron of Syracuse 
(fifth century) are attested by the scholia only for the ‘urban mimes’, 
Idylls 2 and 15.34 Sophron’s playlets, written, at least in part, in a 
kind of rhythmical prose, were divided into those with male and those 
with female characters. Among the former were ‘The Fisherman and 
the Countryman’ (frr. 43-5 Kaibel)35 and ‘The Tunny-Fisherman’ 
(frr. 46-9 Kaibel).36 Idyil 3 certainly evokes related traditions of 
quasi-dramatic solo performances,37 though ones not specifically 
linked to Sicily. Like most things about him, the scope and length of 
Sophron’s mimes is uncertain, but he enjoyed a particular reputa
tion for the depiction of character (ηθοποιία), and stories of Plato’s

32 Cf. esp. G. Kaibel, REv 1 34—41, Pickard-Cambridge (1962) 230—88.
33 Radt speculates that apparent Dorisms in the satyric Diktyoulkoi of 

Aeschylus (frr. 46a—47c Radt) mark a debt to the Dtklyes of Epicharmus; 
certainly the chorus of Aeschylus’ play, ‘all farmers, vine-diggers, shepherds’ 
(fr. 46a 18-19) are ‘bucolic’ enough.

34 Cf. Hunter (1996a) 116-23.
35 Kaibel is probably correct to include here a reference (fr. a.*,) just to 

‘The Countryman’.
36 Cf 3 .25- 7n.
37 Cf Idyil 3, Intro.
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admiration for his work probably pre-date T.38 Aristotle adduces 
‘the mimes of Sophron and [his son] Xenarchus and Socratic dia
logues’ as examples of mimetic prose to which no generic name has 
been assigned, whereas, he complains, it is regular to class as 
‘poetry’ everything which is written in verse, regardless of whether it 
is mimetic or not (Poet. I447a28~47bi6). For Aristotle, Sophron’s 
mimes were mimetic representations and hence, in the most impor
tant sense, poetic, but in clothing mimes in the grandest of metres, 
T. turns the Aristotelian question on its head; is this mimetic verse 
‘poetry’?39 As a model for T., Sophron is thus important also for the 
kind of literary issue his poetry was thought to embody.

That the Idylls were designed to be read is suggested both by the 
prevailing conditions of literary reception in the third century and 
by the pictorial care with which setting and action are detailed.40 
Recitation or even ‘performance’ by more than one actor is certainly 
not an implausible complement to reception through reading, and 
Virgil’s Eclogues were indeed performed.41 Aelian’s pejorative descrip
tion of T. as ό των νομευτικών παιγνίων συνθέτης (ΝΑ 15.19) Per‘ 
haps suggests that he thought of the Idylls as ‘playlets’.42

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

38 Cf Douris, FGrHist 7 6  F7 2 .  The evidence is gathered by A. S. Riginos, 
Platonica. The anecdotes concerning the life and writings of Plato (Leiden 197 6 )  

1 7 4 - 6 .
33 Relevant here also is Aristotle’s reported observation (Diog. Laert. 

3.37 = fr. 73 Rose) that Plato’s dialogues are halfway between poetry and 
prose (την των λόγων Ιδέαν αυτού μεταξύ ποιήματος είναι και πεζού 
λόγου).

40 Cf Hunter (19936) 4 °~3> where, however, ‘solely’ (p. 40) overstates the 
case.

41 Cf. N. Horsfall, A companion to the study of Virgil (Leiden 1995) 249-50.
42 Cf. Gnesippos ό παιγνιαγράφος, below p. 108. παίγνιον itself, of 

course, could refer to a non-dramatic text.



expectations’/ 3 Neither this process nor the clear differences 
between the manner of post-Theocritean ‘bucolic’ and Virgil’s 
Eclogues can be traced in any detail here,43 44 though bucolic irony 
deserves a brief note. Idylls 7, 10 and n , at least, self-consciously 
exploit their scripted rusticity, and to some extent this is an ironic 
mode which subsequent ‘Theocritean’ poets never sought fully to 
recapture.45 In T. the ‘generic possibilities’ have not yet hardened 
into a familiar code agreed between poet and reader, so the bucolic 
metaphor itself is still a major poetic concern. Harry Berger has 
usefully described part of this concern as, in the terminology of 
Harold Bloom, a distinction between ‘strong’ and ‘weak’ pastoral. 
For Berger Idyll 7 is ‘strong pastoral or metapastoral . . .  which . . .  
presents itself in the act of (mis)representing the pastoral that fath
ered it . . .  [It] constructs within itself an image of its generic tradi
tions in order to criticize them and, in the process, performs a cri
tique on the limits of its own enterprise even as it ironically displays 
its delight in the activity it criticizes . . .  [and] traditionally fashions 
as its target a generalized image of weak pastoral.’46 None of T. is, 
however, ‘weak pastoral’ in the purest sense: 5 perhaps comes clos
est, whereas 4, 7 and 10 fit the ‘strong’ model particularly well. Here, 
as in so many respects, the subsequent pastoral tradition found in T. 
a range of linked possibilities, not a readymade template.

3 . T H E  LO C U S AM OENUS

Greek literature did not suddenly discover the countryside in the 
Hellenistic period.47 Both nature and those who work with it are 
present in the Iliad (the similes, the Shield etc.)48 and even more obvi-

43 The happy formulation of F. Muecke, AUMLA 44 (1975) 170-1.
44 Among helpful contributions are Arland (1937), L. E. Rossi, ‘Mondo 

pastorale e poesia bucolica di maniera: l’idillio ottavo del corpus teocriteo’ 
SIFC 43 (1971) 5-25, Van Sickle (1976), Halperin (1983a), Effe (1989), Alpers 
(1996), Reed (1997), Fantuzzi (1998a).

45 This is how I would reformulate the picture in Effe (1989) of an ‘ironic’ 
T. ranged against the ‘sentimentality’ of subsequent bucolic.

4S Berger (1984) 2-3.
47 The fullest treatment of this subject is Eiliger {1971s).
48 Cf. Griffin (1992).
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ously the Odyssey (the Cyclops, ‘Goat Island’ (9.116-151), Eumaeus); 
Sappho wrote one of the most evocative of natural descriptions (fr. 2 
Voigt), and Aristophanes’ Peace offers many images of the country
side in harmony. Virtually all landscape description in literature is 
more or less ‘typical’, i.e. its particularity lies in the place-names 
attached to it and its function within the text, rather than with 
‘unique’ natural features.49 T. stands out by the range and detail of 
the flora which fill his landscape, not because he looks at the coun
tryside in a quite new way; what is new perhaps is his exploitation 
of such typicality to reflect upon his own poetic practices (7.135-
4 7»·)·

It is nevertheless true that Hellenistic art and literature seem to 
show a greater interest in the countryside and its people than is 
obvious earlier.50 Explanations in terms of a ‘weariness’ with life in 
increasingly large cities and a nostalgia for a past of constructed 
simplicity are easy enough to offer, but very hard to control. The 
phenomenon cannot be considered in isolation from other artistic, 
intellectual and social developments: Epicureanism and Cynicism, 
‘realism’ in Hellenistic art, the increasingly narrow concentration of 
political and economic power, and so on. At one level T. can be seen 
as part of a general literary trend. In the probably rather earlier 
epigrams of Anyte from Arcadian Tegea we find dedications to Pan 
and the nymphs and ‘inscriptions’ which invite weary travellers to 
rest and cool themselves,51 and the roughly contemporary epigrams 
of Leonidas of Tarentum offer a whole series of rustic dedications, 
including one to Hermes and Pan in a setting of stylised natural 
beauty, such as is conventionally called a locus amoenusN  What is 
lacking from these poems, however, is any sense of the bucolic 
exchange, the emotional suffering and the interplay between man

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

50 Cf., e.g., Himmelmann (1980), Bernsdorff (1996).
51 For Anyte cf. HE 1 35-41, π 89-104, D. Geoghegan, Anyte. The Epigrams 

(Rome 1979), K. J. Gutzwiller, ‘Anyte’s epigram book’ Syllecta Classica 4 (1993) 
71-89, Bernsdorff (1996) 90-186.

” Anth. Pal. 6.334 (= HE 1966-71), cf. 1.1, 7.135-47011.



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

Plato’s Phaedrus occupies a special place in the history of the liter
ary presentation of landscape.53 The urban Socrates, for once out 
of his ‘natural habitat’, specifically draws attention to the (typical) 
beauties of nature -  cool water, the shade of a plane tree, statues of 
the Nymphs, cicada song -  and marks them as aesthetic pleasures 
inimical to intellectual progress (^o b -d , cf. i.in.). The Phaedrus 
establishes such pleasures as a privileged locus not just for τα ερωτικά, 
but specifically for the exchange of competing views of eras. More
over, Socrates tells a myth of the origin of cicadas from men who 
were so besotted with the new pleasure of song that they neglected 
to eat and drink (258e6~9d8); inter alia, this is an aetiological myth 
for the mousike which distinguishes men from sheep. For Socrates, the 
highest form of mousike is philosophy, but in the world of Theo- 
critean bucolic, song is more often than not the result of emotional 
distress, precisely that distress which animals do not feel. Plato’s 
cicada-men have successfully made the transition: they have escaped 
human desires5* and been rewarded with the undiluted pleasure of 
song and divine privilege after death. For a Daphnis, however, and 
those who seek to imitate him, there is no such freedom from 
disturbance.

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

53 Murlcy (1940) is the standard reference, but that does little more than 
gather a mixed bag of evidence, cf. also Pearce (1988) 297-300, Gutzwiller 
(199O 73~9 - F°r the Phaedrus and Idyll 7 cf. below, p. 145-6. For the Phaedrus 
and later pastoral cf. Hunter (1997).

54 The common view that cicadas were ‘born from the earth’ (Davies-
Kathirithamby 124-6) suggests their asexuaiity; the Anacreontic poet calls the
cicada απαθής (34.17), and this will cover, inter alia, sexual desire. For the 
‘realities’ of cicada sex cf. Arist. HA 5 556a25-b20.
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(αυτάρκης καί άτάρακτος). The Cyclops of Idyll 6 claims a similar 
contentment, but his triumph is at best qualified and uncertain. At 
the other extreme from the child, the Daphnis of Idyll t offers a 
model of self-inflicted pain, of the refusal to take what is on offer. 
Daphnis is an aetiological figure for all subsequent herdsmen both 
because of his music and because it is eros which is his undoing; it is 
eros (1.130) which puts an end to herding, syrinx-playing and (in Idyll 
10) reaping. Song is both a product of eros and an activity that may 
bring temporary alleviation (10.21-3, Idyll n), but it really only 
serves to highlight human distress, a distress not felt by the animals 
that the herdsmen guard (1.151-2, 3.2-5 etc.). It is, as Priapos makes 
clear in Idyll 1, the very proximity of the animals with their uncom
plicated mating habits which throws the emotional suffering of the 
herdsmen into pathetic relief; the fantasies and role-playing in which 
the herdsmen indulge function as an assertion of humanity -  in the 
poet’s construction, sheep and goats do not cause each other such 
pain.55

This paradoxical conflict -  the desire both to imitate the animals 
in escaping from desire (n.75, 1.85-60.), as Plato’s cicadas did, and 
to ‘pursue the one who flees’ as a marker of difference from them -  
is expressed in the figure of Pan, the god of herdsmen and their 
poetry.56 Half-human and half-goat, Pan’s duality embodies both 
straightforward animal sexuality and the emotional obsessiveness we 
associate with human beings, and particularly T .’s herdsmen. The 
familiar stories of Pan’s unhappy love for Syrinx and Echo display 
the transformation of one into the other: an animal lustfulness 
becomes an obsessed longing for what is now beyond reach as the 
god kills the object of his desire. Something of Pan’s doubleness also 
infects the tone of T .’s poems: just as the god may inspire terror or 
laughter (cf. h. Pan 36-47), so too can the sight and plight of the 
unhappy satyr-like lovers of Idylls 3 and 11.

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

55 This is another area in which post-Theocritean pastoral developed what 
are merely suggestive hints in T. (cf. 10.31-2).

56 Cf. Idyll i, Intro.
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of freedom from disturbance and Epicurean ideals of ataraxia.51 For 
Epicurus57 58 eros arose, roughly speaking, from a combination of 
heightened desire and false opinion. Both Epicurus and Lucretius, in 
his famous account in DRM 4, recognise sexual desire as something 
which may safely and easily be satisfied, but which is dangerous 
because it so easily turns into something deleterious to our happi
ness; it is a pleasure we may give ourselves, but we are lucky if we 
avoid the harmful entrapment which results when desire passes into 
eras, with its obsessive focus upon the loved individual. Lucretius saw 
the way of avoiding the worst excesses of amor as not thinking about 
(or being with) the beloved (cf. Epicurus, SV 18) and taking care to 
empty your seed in corpora quaeque (4.1065).59 In Idylls 1, 3 (cf. 3-i-2n.) 
and 11 (cf. n.75) the cure is available, and Priapos’ account of 
Daphnis’ behaviour (1.82-91) seems to fit the pattern -  Rosenmeyer 
((1969) 81) calls the phallic god a ‘good Epicurean’ -  but this is not 
enough to allow the conclusion that T. explicitly evokes Epicurean 
ideas.

Poetic and philosophical traditions use very similar language to 
describe eros, and illustrative material might as well be drawn from 
Plato as from Epicurus.60 It is indeed part of philosophy’s rhetoric to 
describe ‘morbid desire’ in the language of poetry and myth, since it 
is in these realms, not in the world of reason, that such desire 
belongs. This is philosophy’s satire: thus Lucretius’ famous ‘diatribe’ 
(4.1171-91) on the exclusus amator must be seen as an elaborate version 
of a traditional weapon in the armoury of philosophy. This sim
ilarity in the language of poetry and philosophy makes assertions of 
philosophic influence in T. particularly hazardous, however tempt
ing it may be to see ‘doctrine’ placed wittily in the mouth of a Pria
pos or a (?) deluded Cyclops (6.28η). This would be poetry’s satire: not 
the philosopher caught out in hypocrisy nor the malicious mis
representation of doctrine -  Epicurus never lacked for that kind of

57 Rosenmeyer (1969) passim. ‘Freedom from disturbance’ is not of course 
exclusively an Epicurean ideal, cf. 7.126-70.

50 Cf. Brown (1987) 101-22, Nussbaum (1994) 140-91.
59 This too is a traditional attitude, cf. Antisthenes at Xen. Symb. 4.28.
60 Cf. 13.64-710.
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detractor61 -  but doctrine manifested in the deluded fantasies of 
satyr-like rustics and exemplified against a background of simple car
nality. At what point easy guesses about what goes on inside a goat
herd’s mind cross paths with philosophical reflection upon the nature 
of eros is an insistent question towards which these poems nudge us.

4 . M E T R E

The great majority of T .’s poetry, and all the poems included in this 
book, are written in dactylic hexameters which, along with elegiac 
couplets, are the dominant metre of all Hellenistic élite poetry.62 
The basic pattern is:63

1 2 3 4 5  
—συ j — συ i — συ j—συ |—uu t — y

By the third century, the hexameter was the standard metrical form 
for a very wide range of poetic subjects and tones, but no writer of 
hexameters could escape the Homeric heritage, which had shaped, 
indeed created, the whole tradition of epos, the word which is as 
dose as the Greeks came to a ‘generic’ term for poetry written in 
hexameters. Any writing of hexameters was a conscious or uncon
scious engagement with Homer; in T .’s case, it was very conscious.64 
Moreover, the choice of the hexameter for the ‘bucolic mimes’ was 
not merely the result of the general poetic and performative trends 
of the time. T. married ‘low’ subject matter, resonant of a tradition 
of prosaic mime and/or popular song, to a metre, significantly 
called το ηρωικόν,65 which theorists regarded as the most ‘poetic’ 
measure and the one most removed from the rhythms of ordinary

61 Cf. Diog. Laert. 10.6-8, D. Sedley, Cahiers de Philologie r (1976) 121-59.
62 For these developments cf. Hunter (1996a) 4-6, Cameron (1995) passim.
« This section assumes a working knowledge of the basic patterns and

prosody of the hexameter. Those without such knowledge will find helpful 
guidance on pp. xxii-xxvii of Dover’s edition, and cf. also M. L. West, Intro
duction to Greek Metre (Oxford 1987) 19-23.

64 The fullest treatment of T.’s engagement with the Homeric heritage is 
Halperin (1983a).

65 Cf Demetrius, On style 5 ‘The hexameter is called “heroic verse” 
because of its length and appropriateness for heroes.’
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speech, cf. Arist. Poetics 1449327-8, i459b34~7 ‘the hexameter is the 
stateliest and weightiest (στασιμώτατον καί ογκωδέστατου) of the 
metres; for this reason it is the most receptive to rare words 
(γλώτται) and metaphors’.66 In using in his hexameters words 
drawn not from the inherited poetic language, but the pastoral 
world of herdsmen or the chatter of Alexandrian housewives, T. 
issued a challenge to received notions of poetic appropriateness, to  
πρέττον; elevated metre was supposed to be accompanied by ele
vated style and subject matter.67 O f the poems in the present collec
tion, it is Idylls 3 and 4 where the productive clash between metre 
and verbal style is most sharply felt.

Three related aspects of the Theocritean hexameter deserve spe
cial attention here.68

i. Dactyls and spondees,69 The élite hexameter poetry of the third 
century is, in general, more dactylic than Homer and tended to 
reduce the number of verse-schemes which were used at all com
monly. Thus Callimachus, for example, has a very clear preference 
for a hexameter with only one spondee, the favoured place for which 
is in the second foot.70 Broadly speaking, the ‘epic’ poems of T., 
including Idyll 13,71 conform to this general tendency, as also do

68 Cf. Rhet. 3.1404334-5, 1408832-3, Demetrius, On style 42 ‘the heroic 
verse is solemn and not suited to prose, being resounding (σεμνός kco où 
λογικός, <χλλ’ ήχώδης)’. γλώσσαι in this context are largely archaisms, often 
from Homer, which were often no longer fully understood, cf- below, p. 21.

67 Some of the most familiar theoretical statements in this field are, of 
course, later than T. (c.g. ‘Longinus’ 30.2), but it is hardly to be doubted that 
there is an academic, as well as a poetic, background to TVs practice.

63 What follows is heavily indebted to Kunst (2887), Legrand (1898) 314-42, 
Brioso Sanchez (1976) and (1977), West (1982) 152-7 and Fantuzzi (1995a). My 
account aims to be as descriptive as possible; the detailed statistics supporting 
that description may be found in the works listed. Unsurprisingly, there are 
differences between the statistics of different scholars, but I hope that the 
general picture is not in doubt.

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

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

71 On the special metrical characteristics of Idyll n cf. the Introduction to
that poem.
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Idylls 3 and 7,72 whereas Idylls 1, 2, 4, 5 and 6 are markedly more 
spondaic than the third-century norm. It is the first half of the verse 
which carries the bulk of this spondaic weight; two successive spon
dees in this part of the verse are very common, and three are not 
rare. Spondaic rhythm may still be used to enhance meaning (cf., 
e.g., i.71-2), but the general effect of verse-weight in recitation and 
reading must have been rather more striking than it may appear to us 
today. Doric dialect and a vocabulary marked by many words which 
had never appeared in hexameter poetry before obviously play an 
important rôle here,73 but as these are ‘mimes’, it is tempting also to 
see an attempt to produce a less smooth, more ‘mimetic1 hexameter. 
If so, this would not be because the spondee is, in Greek eyes, closer 
to speech than the dactyl (quite the reverse, in fact), but because the 
very deviation from contemporary poetic tendencies would effect 
distance from the artifices of ‘literature1.

Some Hellenistic poets favoured verses, and often successive pairs 
of verses, with spondaic fifth feet, so-called σιτονδειάζοντες. Whereas 
some 5% of Homeric verse and 6% of Hesiod show this feature, the 
figure for Callimachus is some 7% (though there are wide variations 
between different poems) and for the Argonautica 9%, whereas Aratus 
and Euphorion show in the region of 15%. Once again, there are 
marked distinctions within the Theocritean corpus. Whereas the 
‘epic’ poems are statistically close to the figures for Callimachus and 
Apollonius, σττονδειάζοντες are extremely rare in the bucolic mimes 
(1.3%): there are none in Idylls 3, 4 and 6, one in 5, three in 7 and 
four in 1. Idyll 2 also has only one example, thus again following the 
‘bucolics’ metrically, whereas Idyll 15 has eleven (7%). From a 
rhythmical point of view, this avoidance of the fifth-foot spondee to 
some extent compensates for the increased spondaic weight of the 
first half of the verse, and must be seen in conjunction with the 
treatment of the fourth foot, to which we now turn.

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

72 Idyll 7 also has verbal features in common with the ‘epic’ poems. Cf. 
below, p. 23.

n Cf. Fantuzzi (1995a) 251-3.



dactylic when it was followed by word division (i.e. - u u i j .  the so- 
called ‘bucolic diaeresis5). In Callimachus, there are virtually no 
examples of — the avoidance of such a break is known as 
‘Naeke’s Law5.7,1 Again, there are important differences within the 
Theocritean corpus. Taken together, some 85% of verses in Idylls 1- 
7 have a dactylic fourth foot (against 73% in the ‘epic’ poems) and 
some 80% of all verses in those poems show the pattern ^·υυ  j), and 
there are at most three examples of considered individually,
the figures for ‘bucolic diaeresis5 range from 74% for Idyll 7 to 90% 
for Idyll 5. It is again noteworthy that the behaviour of Idyll 2 is 
close to that of the bucolics, whereas Idyll 10 has only 58% ‘bucolic 
diaeresis’ and two breaches of Naeke’s Law, Idyll 14 has 67% and 
one breach, and the figure for the rest of the corpus is around 50%. 
Idyll π  is again entirely remote in style from the bucolic mimes.74 75

3. ‘Callimachean rules’. Callimachus’ metrical practice forms a use
ful point of reference for all third-century poets, for his hexameter is 
subject to a sophisticated series of ‘rules5 governing the positions in 
the line occupied by words of a certain shape and the positions at 
which word-division may occur, and these ‘rules’ offer a useful guide 
to the ‘conservatism’ or ‘modernity’ of other poets.76 Thus, ‘Naeke’s 
Law5 described above is one such rule, ‘Hilberg’s Law5 forbidding 
— — II another, and ‘Hermann’s Bridge’ forbidding £ u | |u  another.77 
These ‘rules’ are, for the most part, standardisations of universal 
tendencies within the Greek hexameter of all periods, and any close
ness between Callimachus and T. need not imply direct influence. 
An analysis by Marco Fantuzzi78 has confirmed that it is, again, 
Idylls i, 3, 4, 5, 6 and 7 which cohere most closely in their observ
ance of the ‘Callimachean5 rules; Idyll 2 is somewhat more lax, but 
remains close to the ‘bucolics’, whereas Idylls 10 and 15 are ranged 
with the ‘epic’ poems (including Idyll 13) in a much looser respect for

74 Cf. 1.130η.
75 Cf. the Introduction to that poem.
76 Helpful accounts ol the Callimachean ‘rules’ may be found in Hopkin- 

son {1984) 51-5 and A. S. Hollis, Callimachus, Hecale (Oxford 1990) 15-23.
77 Cf io.26-7n.
78 Fantuzzi (1995a); the basic point is made already in Di Benedetto (1956)

56-8. E. Magnelli, MD 35 (1995) 135-64, presents some modifications of 
Fantuzzi’s results concerning the treatment of the second foot.
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these norms; Idyll 11 is again idiosyncratic in its remarkable freedom. 
Broadly speaking, therefore, the ‘new’ bucolic mimes are marked by a 
close approximation to the ‘new5 metrics of Callimachus, whereas the 
‘epic’ poems remain closer to inherited patterns of generic practice.

5 . LA N G U A G E

Homer bequeathed a linguistic style to all hexameter poets, what
ever their native dialect and theme; the language of Homer, pre
dominantly Ionic, characterised by a multiplicity of alternative 
forms and littered with words whose meaning had, by the third cen
tury, long been uncertain, is the basis of most surviving hexameter 
and elegiac poetry. Even purely local, ‘non-literary5, poetry shows 
the clear influence of the epic tradition. The poems included in the 
present volume differ, however, from the inherited conglomerate in 
three broad and related ways.

1. Vocabulary. We saw above that, just as the hexameter was 
regarded as a high and serious rhythm removed from ordinary 
speech, so it was most receptive to rare and archaic words, which in 
practice often meant words inherited from Homer. Despite their 
sophisticated density of Homeric allusion, however, the language 
of the bucolic mimes is relatively free of such arcane vocabulary; a 
tension exists between the associations of the metre and the lan
guage in which that metre is expressed. Moreover, the rich botanical 
and pastoral vocabulary may function as a kind of ironic alternative 
to the traditional lexicon: such words are constructed as further 
removed from the experience of T .’s intended audience than 
Homeric glosses would be. Be that as it may, T .’s sophisticated use 
of a ‘technical5 vocabulary, and one probably indebted to the bota
nical scholarship of Theophrastus as well as to his own observa
tion,79 marks this as an élite discourse. By a familiar literary para
dox, the appearance of careful detail works as much against as with 
both ‘realism5 and enargeia.

2. Morphology. Hand-in-hand with vocabulary goes the familiar 
Homeric/Ionic morphology: genitives in -010, datives in -oiat and 
-cuat, verbal diektasis (4.57η.) etc. Such features are, for the most

70 Cf. Lindseli (1937), Lembach (1970).



part, metrically guaranteed, and so their place within the poems can 
be securely plotted. Di Benedetto (1956) showed that the quantity of 
such features differs strikingly from poem to poem. Idylls 10 and 11 
have very few such features, whereas there is a fair sprinkling in 
Idylls 1-7, with Idyll 7 having more than any other; Idyll 13, which 
Di Benedetto did not consider, seems to stand close to Idyll 7, and is, 
in any case, not straightforwardly ‘epicising’.80 Three points may be 
made about these results. The mere fact that the relative scarcity of 
such features allows them to be used as a diagnostic tool shows how 
far T .’s language has come from the traditional language of the hexa
meter. Secondly, just as there is a productive tension between 
metre and vocabulary, so the interplay between humble words and 
poeticising morphology is a central stylistic feature to which readers 
must always be alert;81 such interplay is a major constitutive feature 
of a poetic self-consciousness which openly displays, rather than 
seeks to conceal, literariness. Thirdly, in the bucolic poems language 
and metre seem to move in parallel: the more ‘Callimachean5 poems 
also seem to be the most ‘Homerising5, and thus the ones which most 
obviously display their ‘poetic5 character.

3. Dialect. The predominant dialectal colour of all the poems in 
this volume is Doric; T. came from Dorian Syracuse and his poetry 
draws its most obvious inspiration from Sicilian poetic traditions 
(above. Section 2). Moreover, Idyll 1 tells a Sicilian myth and may be 
set there, Idyll 4, like 5, is set in Dorian South Italy, Idyll 7 is set on 
Dorian Cos, and Idylls 6 and 11 tell the story of the Sicilian Cyclops; 
Idylls 3 and to have no explicit setting that we can now recover. It is 
also now very hard to recover the ‘resonance5 of such Doric hexa
meters. Later theory, almost inevitably, saw a mimesis of the language 
of rustics, a rough equivalent of the mock ‘West country’ accent 
given to ‘countryfolk5 in some branches of English comedy.82 There

80 Cf. Hunter (1996a) 44-5.
81 Cf. Fabiano (1971).
82 Cf. Σ Proleg. p. 7, 8-10 Wendel; ‘Probus5 on Virg. Eel. pp. 326-7 Thilo- 

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

The Doric character of the poems reveals itself partly in the use 
of a few specifically Doric words (e.g. λήν ‘to be willing5), but much 
more importantly in the phonology and morphology of words com
mon to all dialects. ‘Doric5 is in fact a very broad designation cover
ing sub-dialects spoken from the western to the eastern edges of the 
Greek world; a ‘Doric5 poet often had a variety of metrically equi
valent and equally ‘dialectal5 forms from which to choose. Local dif
ferences persisted for some time in the face both of something like a 
Doric koine and what was to prove the much more potent threat of 
the Atticising koine which gradually took over the Greek world. It 
seems clear that, as well as using ‘epic5 features in his ‘Doric5 poems, 
T. combined within single poems ‘Doric5 features which were never 
found together in any real speech community. In this he would have 
been following the practice of literary poetry from Homer onwards: 
virtually all high Greek poetry, particularly the three great traditions 
of epic, lyric and tragedy, is composed in a composite, ‘artificial5 
language which functions, in part, as a marker of distance from 
ordinary discourse. This view of the language of the ‘bucolics5 has 
indeed been challenged. C. J. Ruijgh (1984) argued that their lan
guage is essentially that of an expatriate Cyrenean élite living in 
Alexandria, modified by a number of forms influenced by the Attic 
koine. Ruijgh’s case cannot be considered proven,83 either on linguis
tic grounds or on the basis of what little we can reconstruct of T .’s 
poetic career, but the dialectal chaos which reigns in both papyri

83 Cf. Hunter (1996a) 37.
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and manuscripts means that we are too often unsure of what T. 
actually wrote to allow clear judgements about why he wrote what 
he did.

A catalogue of some features of T .’s Doric is appended; Homeric 
and koine alternatives which also occur are not listed. This list has no 
claims to exhaustiveness, and other phenomena are noted in the 
Commentary as they arise.8*

I  Phonology

(i) Long alpha is retained, and may also appear in so-called ‘hyper- 
dorisms’ in place of an original long e, cf. 1.44η., i. 109-ion.

(ii) Medial -ζ- may appear as -σδ- (though the earliest papyrus 
consistently presents the former spelling). This is a standard 
feature of ancient texts of Sappho and Alcaeus, where it seems 
to be a conventional spelling to mark ‘the preservation of the 
pronunciation [zd] in Lesbian after it had changed to [z(z)J 
elsewhere’ (W. S. Allen, Vox Graeca, 3rd ed. (Cambridge 1987} 
59). It occurs also in ancient texts of Aleman, and if indeed T. 
used this convention, he may have considered it a feature of 
Laconian Doric. For discussion see Arena (1956), W. B. Stanford, 
PRIA 67 (1968/9) c .i-8 , Gallavotti (1984) 5-6, Ruijgh (1984) 
76-80, Molinos Tejada 120-31.

II Nouns 

First declension
(i) Masculine genitive in -a (<ao), cf. 4.1 Φιλώνδα, 7.75η.

(ii) Acc. pi. -as, as well as koine -äs, cf. i.82~3n.
(iii) Gen. pi, -av.

Second declension
(i) Gen. sing, -ω (<oo), cf. 1.6 χιμάρω, 1.29 τώ (=του).

(ii) Acc. pi, -cos (<ovs), cf. 1.92 tcos (=tous), 1.121 ταύρως, or -os, 
cf. 1.90 τάς -τταρθέυος, cf. 1.82-3«. 84

84 The Commentary makes no attempt to deal systematically with T.’s
poetic dialect; I have in the main followed Gow and/or Gallavotti,
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III Pronouns

First person 
Nom. sing. εγών cf. 3.24η.
Dat. sing, εμίν 
*Nom. pi. apes, appes 
*Acc. pi. άμε, άμμε 
*Dat. pi. άμίν, άμΐν, άμμι(υ)

Second person
Nom. sing, τύ
Acc. sing, τέ (1.5), enclitic tu (1.60 etc.), τίυ (cf. 11.39η.)
Gen. sing, τεΟ$, tsus, τεοΟς (11.25-7«.); for τεΟ and τευ cf.

10.36-70.
Dat. sing, τίν (with long iota) or τοι
*Nom. pi. Ομές, Ορμές
*Acc. pi. ύμέ. Ορμε
*Dat. pi. Opiv, ûpîv, Ομμι(ν)

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

Third person
T. seems to have used both Doric vtv and Ionic ptv, and choice is 
often very difficult. The pronominal adjective is τήνος, rather than 
(έ)κεΐν>ος, cf. 7.104η.

IV Verbs

1 . Infinitives
(i) Thematic infinitives in -ev, as well as -ειν/-ην, cf. 1.14η.

(ii) Athematic infinitives in -μεν, 7.28 ήμεν etc.

2 . Personal endings
(i) 2nd pers. sing. pres. act. -es, as well as -εις, cf. 1.1—3«.

(ii) ist pers. pi. act. -μες, ήρες ‘we were’, 7.2 ειρπομες etc.
(iii) -τι rather than -σι is regular, hence 3.48 τίθητι, and 3rd pers. 

pi. act. -ovTi, -αυτί, 1.38 μοχθίζοντι, 43 ώιδήκαντι.
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3 . Contracted verbs
(i) εο > ευ, 1.107 βομβευντι etc.

(ii) Apparent interchange between -άω and -έω verbs, cf. 3.18- 
20η., 7.51 έξεττόνασα.

(iii) Athematic declension of contracted verbs, 7.40 νίκημι, 1.36η.

4 . Verb ‘to be’
3rd pers. pi. pres, έντί; for singular εντί cf. 3.37-9».
3rd pers. sing. impf. ής.

5 . Tense formation
(i) Futures in -σέω with subsequent contraction, 1.14 νομευσώ, 7.71 

αύλησευντι.
(ii) Verbs in -ζω (-σδω) form futures and aorists with -ξ-, i.i2 

καθίξας, 1.97 λυγιξεΐν.
(iii) Perfects with present endings, 1.102 δεδυκειν (infinitive), 11.1 

ττεφύκει (with n. ad loc.).

6. Feminine participles 
In -οισσ, rather than -ουσα or -coaa (so also Μοϊσα). Inscriptions 
attest such forms for Aeolian Lesbos and Dorian Cyrene, and they 
occur also in high lyric and Syracusan texts. T. may have taken such 
forms from the lyric tradition, but their origin and status in his 
poetry remain a matter of dispute, cf. Braun (1932) 181-93, Ruijgh 
(1984), Gallavotti (1984) 37-41, Molinos Tejada 151-8, Hunter 
(1996a) 37 n. 142.

V Miscellaneous
(i) Apocope of prepositions is regular, 1.74 πάρ ττοσσί, io.Q2 

άμβάλευ, n .m .
(ii) T. uses both Doric κα and Ionic κε, cf. 7.53-40.
(iii) sycoya, xuya, though γε  seems standard in the bucolics.
(iv) ήνθον rather than ήλθον etc. 6

6. T R A N S M IS S IO N

The early history of the circulation of T .’s poems is a fascinating 
and frustrating subject which can not be pursued at any length
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here.85 Individual poems were presumably at first recited and circu
lated separately; some of the transmitted titles may perhaps go back 
to the age of the poet himself, but the majority will have crystallised 
in the subsequent tradition. Whether T. ever produced a ‘collected 
edition’ of some of his poems we cannot say, and it would be rash to 
assume that the strong sense of generic form which marks his poems 
was given concrete expression in a ‘poetry book’; their stylistic dis
tinctiveness makes tempting the idea that T. produced a book of ‘the 
bucolics’, but it must be admitted that there is no external evidence 
to support the hypothesis. That Athenaeus (7 284a) can cite from a 
poem, the Berenike, of which there is no other trace in our ancient 
and medieval texts, suggests that this poem at least travelled sepa
rately. In the Eclogues Virgil echoes the spurious Idylls 8 and 9 and 
‘non-bucolic’ poems such as Idylls 2 and 17,86 and it is not unlikely87 
that he used an edition prepared by the grammarian Artemidorus of 
Tarsus in the first half of the first century b c . The Anthology pre
serves an epigram of Artemidorus with the heading ‘For the gather
ing together of the bucolic poems’:

Βουκολικοί Μοίσαι σττοράδες ποκά, νυν δ’ άμα ττάσαι 
έντί μιας μάνδρας, έντί μιας άγέλας.

(Anth. Pal. 9-205 =  Epigram [χχνι] Gow)

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

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

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

86 Cf., e.g., I. M. Le M. DuQuesnay, ‘Vergil’s fourth Eclogue’ PLLS 1 (1976) 
25- 9 9-

87 The implications of Servius’ famous remark, sane sciendum est septem eclogas 
esse meras rusticas, quas Theocritus decem habet (Buc. Prooem. 3.21), are at least 
ambiguous; for an ambitious attempt to build upon it see Vaughn (1981).
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the spurious poems and by Moschus and Bion, in the two centuries 
separating T. from Virgil.

Some 180 medieval and Renaissance manuscripts containing 
Theocritean poems are known.88 Shared errors demonstrate that all 
our MSS ultimately go back to a common ancestor, which itself 
contained corrections, variant readings etc. An increasingly rich 
papyrus record (though not yet dating earlier than the first century 
ad) and the preserved scholia on Idylls 1-18 and 28-9, which may 
ultimately go back to the work of Artemidorus’ son, Theon, confirm 
the presence of significant textual variation (and not just in matters 
of dialect) from an early date. The MSS fall into three broad fami
lies, though they may change their affiliations from poem to poem; 
the principal MSS used in this edition and the order in which they 
present the poems are as follows:89

Ambrosian family (K) 1, 7, 3-6, 8-13, 2, 14, 15, 17, 16, 29, Epi
grams

Laurentian family (PQW) i, 5, 6, 4, 7, 3, 8-13, 2, 14-16, 25 
Vatican family (AGLNU) 1-18.

O f these families, the Ambrosian tradition of K seems the most 
trustworthy, and the Vatican the least, but the papyri make it clear 
that no medieval family offers privileged access to ancient traditions, 
and the modern editor should assume that truth may lurk anywhere. 
The now standard ordering of the whole collection derives from 
H. Stephanus, Poetae Graeci principes heroici carminis & alii nonnulli 
(Basel 1566), although the Vatican sequence of i- i8  was already fol
lowed in the editio princeps (Milan 1480) and the Aldine of 1495.90

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

88 Gallavotti’s 3rd edition, as well as Gow’s Introduction, must be con
sulted for the manuscript history; cf. also Gallavotti (1952) 65-75.

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

90 Cf. Gallavotti 361-2.
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1 . PA PY R I

TP Perg. Louvre 6678 +  Perg. Rainer (saec. v)1 
TT2 P. Berol. 17073 (saec. iv)
Π3 P. Antinoae (saec. v-vi)2
Π4 P. Oxy. 3545 (saec. n)
Π5 P. Oxy. 2064 +  3548 (saec. 11)
TT6 P. Oxy. 3547 (saec. n)
W P. Oxy. 1618 (saec. v)
TT8 P. Berol. 21182 (saec. vi)
ÏÏ9 P. Oxy. 3549 (saec. 11)
Π10 P. Oxy. 694 (saec. n)
Π" P. Oxy. 4430 (saec. n)
ÏÏ12 P. Oxy. 4432 (saec. n)

2 . M A N U S C R IP T S  AND P R IN T E D  B O O K S

a. K Ambrosianus 886 (C 222 inf.) saec. xm

b. P Laurentianus 32. 37 saec. xm-xrv
Q. Parisinus gr. 2884 ad 13013
w Laurentianus Conv. soppr. 15 saec. xiv

c. A Ambrosianus 390 (G 32 sup.) saec. xm
G Laurentianus 32. 52 saec. xm
L Parisinus gr. 2831 saec. xm~xiv
N Athous Iberorum 161 saec. xm -xiv
U Vaticanus gr. 1825 saec. xiv

d. M Vaticanus gr. 915 saec. xm
S Laurentianus 32. 16 ad 1280

1 Cf. Gow i l-li, J. Bingen, Ciffi.113/14 (1982) 309-16.
5 Cf. A. S. Hunt and J. Johnson, Two Theocritus papyri (London 1930).
3 Cf. A. Turyn, Studies in the manuscript tradition of the tragedies of Sophocles 

(Urbana 1952) 41 n. 31.
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Tr Parisinus gr. 2832 saec. xiv
Mosch. Codd. Moschopulei saec. xiv, xv4
Non. Salmanticensis 295 saec. xvi5

ed. princ. editio princeps, Bonus Accursius, Milan 1480
Aid. Aldine edition, Venice 1495
Iunt. Editio Philippi Iuntae, Florence 5516

codd. consensus codicum omnium
Ω consensus codicum plurimorum
I consensus codicum PQW
V consensus codicum familiae Vaticanae6
Σ scholiasta, scholia

3 . A B B R E V IA T IO N S 4 5 6

K a.c. K ante correctionem
K p.c. K post correctionem
k v·'· varia lectio in K
K*·1· K supra lineam
K' manus prima in K
K2 manus secunda in K
l̂em lemma scholiastae

4 Cf. Gow i xliv, Gailavotti 327-34.
5 Cf. Gow s xlvi-ii.
6 In practice this means (following Gailavotti): Idyll 1, AGS; Idyll < 

AGNU; Idyll 4, AGU; Idyll 6, AGLU; Idylls 7, 13 ALU; Idylls 10, 11 ALNU.

T H E O C R I T U S  
A S E L E C T I O N



I ID Y L L  1

ΘΥΡΣΙΣ Η ω ί Δ Η 

ΘΥΡΣΙΣ

άδύ  τ ι το ψ ιθύρισμα και ά  π ίτυς, α ίπόλε, τήνα,
ά π ο τ ί τα ΐς τταγαΐσι, μελίσδεται, άδύ δε και τύ
συρίσδες· μετά Πάνα τό  δεύτερον αθλον άποισή ι.
α ϊ κα τήνος έληι κεραόν τρ ά γο ν , α ίγ α  τύ  λαψήι·
α ΐ κα δ ’ α ίγ α  λάβηι τήνος γέρας, ες τέ καταρρεΐ 5
ά  χίμαρος· χ ιμάρω  δέ καλόν κρέας, έστε κ5 άμέλξηις.

Α1ΠΟΛΟΣ

άδιον, ώ ττοιμήν, τό  τεόν μέλος ή τό  καταχες
τη ν 5 άττό τάς πέτρας καταλείβετα ι ύψόθεν ύδωρ.
α ϊ κα τα ί Μοΐσαι τά ν  οιιδα δώρον ά γω ν τα ι,
άρνα τύ  σ ακ ίταν λαψήι γέρας· α ι δέ κ5 άρέσκηι ίο
τήναις άρνα λαβεΐν, τύ  δέ τά ν  οιν ύστερον άξήι.

ΘΥΡΣΙΣ

λήις π ο τ ί τά ν  Νυμφάν, λήις, α ίπόλε, τειδε καθίξας, 
ώς τό  κάταντες το ύτο  γεώλοφον α ϊ τε μυρΐκαι, 
συρίσδεν; τά ς  δ 5 α ίγα ς  έγώ ν εν τώ ιδε νομευσώ.

Α1ΠΟΛΟΣ

ού θέμις, ώ παιμήν, τό  μεσαμβρινόν ού θέμις άμμιν 15
συρίσδεν. τόν  Πάνα δεδοίκαμες· ή γ ά ρ  ά π 5 άγρας 
τα ν ίκα  κεκμακώς άμπαύεται· εστι δέ πικρός, 
καί οί άεί δριμεΐα χο λά  π ο τ ί ρινί κάθηται. I

I 6  κρέας Heinsius: κρής codd. π  άξήι S2: άξής vel άξεϊς Ω 13 ώς 
KPQ; Is Wö 17 Ιστι Stobaeus 3-20.3: εντι codd. γε K/
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άλλα τύ  γά ρ  δή, Θύρσι, τά  Δάφνιδος ά λγε3 άείδες 
και τας βουκολικός επί τό  πλέον ϊκεο μοίσας, 
δευρ3 υ π ό  τά ν  πτελέαν έσδώμεθα τώ  τε Π ριάπω  
καί τά ν  Κρανιάδων κατεναντίον, ά ιπερ  ό θώκος 
τήνος ό ποιμενικός και τα ί δρύες. a t δέ κ3 άείσηις 
ώς δκα τόν  Λιβύαθε π ο τ ι Χρόμιν άισας έρίσδων, 
α ιγ ά  τέ το ι δω σώ  διδυματόκον ές τρις άμέλξαι, 
ά 6ύ3 εχοισ3 έρίφως π ο τα μ έλγετα ι ές δύο πέλλας, 
και βαθύ κισσύβιον κεκλυσμένον άδέι κηρώι, 
άμφώες, νεοτευχές, ετι γλυφάνοιο  ποτόσδον. 
τώ  π ο τ ι μέν χείλη μαρύεται ύψόθι κισσός, 
κισσός έλιχρύσω ι κεκονισμένος· ά δέ κ α τ’ αυτόν 
κ α ρπώ ι έλιξ είλεΤται άγαλλομένα κροκόεντι. 
έντοσθεν δέ γυ νά , τ ι θεών δαίδαλμα , τέτυκτα ι, 
άσ κητά  π έπ λ ω ι τε καί άμπυκι· π ά ρ  δέ οΐ άνδρες 
καλόν έθειράζοντες άμοιβαδίς άλλοθεν άλλος 
νεικείουσ3 έπέεσσι· τά  δ 3 ου φρενός ά π τετα ι αυτός- 
άλλ3 όκα μέν τήνον ποτιδέρκετα ι άνδρα γέλα ισα, 
άλλοκα δ 3 au  π ο τ ί  τόν ρ ίπτει νόον· οΐ δ3 υ π 3 έρωτος 
δηθά κυλοιδιόωντες έτώσια μοχθίζοντι. 
τοις δέ μετά γρ ιπεύς τε γέρω ν π έτρ α  τε  τέτυκτα ι 
λεπράς, εφ3 ά ι σπεύδω ν μέγα δίκτυον ες βόλον έλκει 
ό πρέσβυς, κάμνοντι τό  καρτεράν άνδρί έοικώς. 
φαίης κεν γυ ίω ν  νιν όσον σθένος έλλοπιεύειν, 
ώδέ oi ώ ιδήκαντι κ α τ3 αυχένα πάντοθεν Τνες 
και π ο λ ιώ ι περ  έόντι- τό  δέ σθένος άξιον άβας. 
τυτθόν δ 3 όσσον άπω θεν άλ ιτρύτο ιο  γέροντος 
•(■πυρναίαιςΙ σταφυλαΐσ ι καλόν βέβριθεν άλωά, 
τά ν  ολίγος τις κώρος έφ3 αίμασιαΤσι φυλάσσει 
ήμενος· άμφί δέ μιν δύ3 άλώπεκες, ά μέν άν3 όρχως

2ΐ Πριάπω Brunck: Πριήπω codd. 22 Κρανιάδων Tr2: «ρανίδων 
Ω 24 όκα Κ: πόκα Ιν 25 τέ ί: δέ KAG: vu S 29 ποτί Kd: περί I 
30 κεκονιμένος PW 32 έκτοσθεν Π2 3® γέλαισα Wilamowitz: -οϊσα 
KAGS2: -δσα PQ_2: -εϋσα QW 4 2 κα Ahrens 48 μιν Π3 codd.: νιν 
Ziegler
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φοιτήι σινομένα τά ν  τρώξιμον, ά δ3 επί π ή ρ α ι
π ά ν τ α  δόλον τευχοισα τό  πα ιδ ίο ν  où π ρ ιν  άνησεΤν 5°
φατί π ρ ίν  ή άκράτιστον επί ξηροΐσι καθίξ-ηι.
α ύ τά ρ  ό γ 3 άνθερίκοισι καλάν πλέκει άκριδοθήραν
σχοίνω ι έφαρμόσδων μέλεται δέ οι ούτε τ ι πήρας
ούτε φυτώ ν τοσσήνον όσον περί π λ έγμ α τ ι γαθει.
π α ν τά ι δ 3 άμφί δέπας π ερ ιπ έπ τα τα ι υγρός άκανθος, 55
α ίπολικόν θάημα· τέρας κέ τυ  θυμόν άτύξαι.
τώ  μέν εγώ  πορθμήι Καλυδνίωι α ϊγ ά  τ 3 έδωκα
ώνον καί τυρόεντα μέγαν λευκοΤο γάλακτος-
ουδέ τ ί  π ω  π ο τ ί χείλος έμόν θίγεν, άλλ3 ετι κεΐται
άχραντον. τώ ι κά τυ  μάλα πρόφρω ν άρεσσίμαν 6ο
α ϊ κά μοι τύ , φίλος, τόν έφίμερον ύμνον άείσηις.
κουτί τυ  κερτομέω. π ό τ α γ 3, ώγαθέ- τά ν  γά ρ  άοιδάν
ου τ ί  π α ι εις Ά ίδαν γε  τόν έκλελάθοντα φυλάξεις.

Θ Υ Ρ Σ ΙΣ

άρχετε βουκολικός, Μοΐσαι φίλαι, ά ρ χετ3 άοιδάς.

Θύρσις όδ3 ώ ξ Αίτνας, καί Θύρσιδος άδέα φωνά. 65
π ή  π ο κ 3 ά ρ 3 ήσθ3, όκα Δάφνις έτάκετο, π ή  πόκα , Νύμφαι; 
ή κα τά  Πηνειώ καλά τέμπεα, ή κα τά  Πίνδω; 
ου γ ά ρ  δή ποτα μο ΐο  μέγαν ρόον εϊχετ3 3Α νάπω, 
ούδ3 Α ίτνας σκοπιάν, ού δ3 "Ακιδος ιερόν ύδωρ.

άρχετε βουκολικός, Μοΐσαι φίλαι, ά ρ χετ3 άοιδάς. ηο

τήνον μάν θώες, τήνον λύκοι ώ ρύσαντο, 
τήνον χώ κ  δρυμοίο λέων έκλαυσε θανόντα.

50 κεΰθοισα Σν!· 5 * versus corruptus 52 -δήκαν QW 56 αιολικόν
ΣνΧ Hesych. s.v. θάημα Porson: τι θάημα Kd: τι θαύμα I 57 τορθμήι
Ahrens: -μεΐ vel -μη codd. Καλυδνίωι ΣνΧ: Καλυδωνίωι codd. 60 κά 
Ahrens: καί Kd: κέν ί 6ι κά Ahrens: κέ(ν) codd. Π1 62 κερτομέω Kd: 
φθονεω Ιυ2 65 αδε ά P’Q_2W 67 Πίνδον Ahrens 69 ούκ Αίτνα? Π4 
p.c. 7J ώδύραντο KG2
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άρχετε βουκολικός, Μοΐσαι φίλαι, ά ρ χετ’ άοιδός.

ττολλαί οι π ά ρ  ποσσ ί βόες, ττολλοί δέ τε ταύροι,
π ο λ λ α ί δέ δαμάλαι καί πόρτιες ώ δύραντο. 75

άρχετε βουκολικός, Μοίσαι φίλαι, ά ρ χετ’ άοιδας.

ήνθ’ Έρμάς ττράτιστος ά π ’ ώρεος, είπε δέ “ Δάφνι, 
τ ίς  τυ  κατα τρύχει; τίνος, ώ γαθέ, τόσσον έρασαι;”

άρχετε βουκολικός, Μοΐσαι φίλαι, ά ρ χετ’ άοιδας.

ήυθον το ί βοΟται, το ί ττοιμένες, ώ ιπόλο ι ήνθον 8ο
πάντες άνηρώτευν τ ί  πάθο ι κακόν. ήνθ’ ό Π ρίαπος 
κήφα “ Δάφνι τά λα ν , τ ί vu τάκεαι; ά δέ τυ  κώρα 
π ά σ α ς άνά κράνας, ττάντ’ άλσεα ποσσ ί φορεΐται -

άρχετε βουκολικός, Μ οΐσαι φ ίλαι, ά ρ χετ’ άοιδας -

ζάτεισ ’· ά  δύσερώς τις ά γα ν  και αμήχανος έσσί. 85
βούτας μάν έλέγευ, νυν δ ’ α ίπ ό λ ω ι άνδρ'ι εοικας. 
ώπτόλος, όκκ’ έσορήι τά ς  μηκάδας οΤα βατευνται, 
τά κετα ι όφθαλμώς ότι ου τρ ά γο ς  αύτός εγεντο.

άρχετε βουκολικός, Μοΐσαι φίλαι, ά ρ χετ’ άοιδας.

και τυ  δ ’ Ιττεί κ’ έσορήις τά ς παρθένος οΤα γελά ντι, 9ο
τάκεαι όφθαλμώς ότι ού μετά τα ΐσ ι χορεύεις.” 
τώ ς δ ’ ούδέν ποτελέξαθ’ ό βουκόλος, άλλα τον α ύτώ  
άνυε π ικρόν έρω τα , καί ές τέλος άνυε μοίρας.

άρχετε βουκολικός, Μοΐσαι, π ά λ ιν  ά ρχετ’ άοιδας.

ήνθε γε  μάν άδεια καί ά  Κύπρις γελάοισα , 95

λάθρη μέν γελάοισα, βαρύν δ ’ άνά θυμόν έχοισα, 
κείπε “ τύ  θην τον  'Έ ρω τα κατεύχεο, Δάφνι, λυ γ ιξε ΐν  
ή ρ’ ούκ αύτός 'Έρωτος ύ π ’ άργαλέω  έλυγίχθης;” 78

78 Ιρασσαι QW 8ι ΓΤρίηττος ν 82 vu /: τύ Κν τυ Brunck: τι /: τοι 
KAG 83 πάσας ... κράνας Π4/: πδσαν ... κράναν Κν 85 ζάτεισ’ α 
Π4Κ2: ζάτεισα Κ: -οΐσ' ά vd -οισα h  86 μάν Π4 Tr: μέυ Ω 90 
γελδντι KQ_: -ωντι PWSa: -ευντι ν 96 λάθρη codd.: άδέσ Hermann
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άρχετε βουκολικός, Μοΐσαι, π ά λ ιν  ά ρ χετ’ άοιδας.

τά ν  6’ άρα χώ  Δάφνις ποταμείβετο· “ Κύπρι βαρεία,
Κύπρι νεμεσσατά, Κύπρι θνατοϊσιν απεχθής, 
ήδη γ ά ρ  φράσδηι π ά ν θ ’ άλιον άμμι δεδύκειν;
Δάφνις κήν Ά ίδα κακόν έσσεται άλγος Έ ρ ω τι.

άρχετε βουκολικός, Μοΐσαι, π ά λ ιν  ά ρχετ’ άοιδας.

ού λέγετα ι τά ν  Κύπριν ό βουκόλος; έρπε π ο τ ’ Ίδ α ν , 
ερπε π ο τ ’ Ά γχίσαν· τηνεί δρύες ήδέ κύπειρος, 
αί δέ καλόν βομβευντι π ο τ ί σμάνεσσι μέλισσαι.

άρχετε βουκολικός, Μοΐσαι, π ά λ ιν  ά ρ χετ’ άοιδός.

ωραίος χώδω νις, έπεί καί μάλα νομεύει 
καί π τώ κ α ς βάλλει καί θηρία π ά ν τα  διώκει.

άρχετε βουκολικός, Μοΐσαι, π ά λ ιν  ά ρ χετ’ άοιδας.

αυτις ό πω ς στασήι Διομήδεος άσσον ίοΐσα,
καί λέγε ‘τόν  βούταν νικώ Δάφνιν, άλλα μάχευ μοι.’

άρχετε βουκολικός, Μοΐσαι, π ά λ ιν  ά ρ χετ’ άοιδας.

ώ  λύκοι, ώ  θώες, ώ  άν’ ώρεα φωλάδες άρκτοι, 
χαίρεθ’· ό βουκόλος υμμιν εγώ  Δάφνις ούκέτ’ άν’ υλαν, 
ούκέτ’ άνά δρυμώς, ούκ άλσεα. χ α ΐρ ’, Άρέθοισα, 
καί π οτα μ ο ί το ί χεϊτε καλόν κα τά  Θ ύβριδος ύδωρ.

άρχετε βουκολικός, Μοΐσαι, π ά λ ιν  ά ρχετ’ άοιδας.

Δάφνις έγώ ν όδε τήνος ό τάς βόας ώδε νομεύων,
Δάφνις ό τώ ς ταύρω ς καί π ό ρ τια ς ώδε ποτίσ δω ν.

άρχετε βουκολικός, Μοΐσαι, π ά λ ιν  ά ρ χετ’ άοιδας.

ώ Παν Πάν, ε ϊτ’ έσσί κ α τ ’ ώρεα μακρά Λυκαίω, 
είτε τ ύ γ ’ άμφιπολεΐς μ έγα  Μ αίυαλον, ευθ’ επ ί νόσον

ιο6 ήδέ Meineke: ώδε codd. versum delevit Valckenaer 107 ai δέ 
Meineke: ώδε codd. 109 μήλα Ahrens 114 post 115/ 118 Θύβριδος
ΡΟΣν1-: Θύμβρ- W Δύβρ- ΚΣνΙ·
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τά ν  Σικελάυ, Έ λικας δε λ ίπε ρίον α ίπ ύ  τε σαμα 
τ f\vo  Λ υκαονίδαο, τ ό  και μακάρεσσιν ά γη τόν .

λήγετε βουκολικός, Μοΐσαι, ΐτε λ ή γ ετ ’ άοιδός.

ένθ’ , ώ ναξ, καί τάνδε φέρευ π α κ το ΐο  μελίπνουν 
εκ κηρώ σ ύ ρ ιγ γ α  καλόν περί χείλος έλικτάν· 
ή γ ά ρ  έγώ ν ύ π ’ 'Έ ρω τος ές Α ιδαυ ελκομαι ήδη.

λήγετε βουκολικός, Μοΐσαι, ΐτε λ ή γ ετ’ άοιδας.

νυν ΐα  μεν φορέοιτε βάτο ι, φορέοιτε δ ’ άκανθαι, 
ά δέ καλά νάρκισσος επ ’ άρκεύθοισι κομάσαι, 
π ά ν τ α  6’ άναλλα  γένο ιτο , καί ά  π ίτ υ ς  δχνας ένείκαι, 
Δάφνις έττεί θνάσκει, καί τάς κύνας ώλαφος ελκοι, 
κήξ όρέων το ί σκώττες άηδόσι γα ρ ύ σ α ιντο .”

λήγετε βουκολικός, Μοΐσαι, ΐτε λ ή γ ετ ’ άοιδας.

χ ώ  μέν τό σ σ ’ είττών ά πεπαύσ ατο· τον  δ’ Α φροδίτα 
ήθελ’ άνορθώσαι· τ ά  γε μάν λίνα ττάντα λελοίττει 
εκ Μ οίραν, χώ  Δάφνις εβα ρόον. έκλυσε δίνα 
τον Μοίσαις φίλον άνδρα , τόν ου Νύμφαισιν απεχθή.

λήγετε βουκολικός, Μοΐσαι, ΐτε λ ή γ ετ ’ άοιδας.

καί τύ  δίδοι τά ν  α ίγ α  τό  τε σκύφος, ώς κεν άμέλξας 
σπείσω  τα ΐς  Μοίσαις. ώ  χαίρετε ιτολλάκι, Μοΐσαι, 
χα ίρετ’· εγώ  δ’ ύμμιν καί ές ύστερον αδιον άισώ .

Α ΙΠ Ο Λ Ο Σ

πλήρες το ι μέλιτος τό  καλόν στόμα, Θύρσι, γένοιτο, 
πλήρες δέ σχαδόνω ν, καί ά π ’ Α ίγ ίλω  ίσ χά δα  τρώ γο ις 
άδειαν, τέ ττ ιγ ο ς  έπεί τ ύ γ α  φέρτερον αιδεις. 
ήνίδε το ι τ ό  δέπας· θόσαι, φίλος, ώς καλόν δσδει·

129 καλόν Fritzsche; καλάν codd. 134 άναλλα Π5/: Ιναλλα Κν 
τάς ÏÏ5W: τώς Ω 136 αηδόνι Π5 138 άνεπαύσατο n5QW5 
δίδοι ïï5si': δίδου Γί5 codd.
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'(ύρόυ πεπλύσ θα ι νιν επί κράναισι δοκησεΐς. 
ώ δ ’ ΐθι, Κισσαίθα· τύ  δ ’ αμελγέ νιν. α ί δέ χίμα ιρα ι, 
ού μή σκιρτασεΐτε, μή ό τρ ά γο ς υμμιν άναστήι.

Ϊ Ι  ID Y L L  3

Α ΙΠ Ο Λ Ο Σ  Η Κ ίΔ Μ Α Σ Τ Η Σ

κωμάσδω  π ο τ ί τά ν  Αμαρυλλίδα, τα! δε μοι α ίγες 
βόσκοντα ι κ α τ ’ όρος, καί ό  Τ ίτυρος α υ τό ς ελαύνει. 
Τ ίτυρ ’, έμίν τό  καλόν πεφιλημένε, βόσκε τά ς α ίγας, 
καί π ο τ ί τά ν  κράναν αγε, Τίτυρε· καί τόν ένόρχαν, 
τόν  Λιβυκόν κνάκωνα, φυλάσσεο μή τυ  κορύψηι.

ώ χαρίεσσ’ Ά μαρυλλί, τ ί  μ’ ούκέτι το ύ το  κ α τ’ άντρου 
π α ρ κ ύ π το ισ α  καλεϊς, τόν ερωτύλον; ή ρά με μισείς;

ή ρά γέ  το ι σιμός καταφαίνομαι έγγύθεν ήμευ, 
υύμφα, καί προγευειος; ά π ά γ ξ α σ θ α ί με ποησεΐς.

ήνίδε το ι δέκα μαλα φέρω- τηυώθε καθεΐλου 
ώ  μ’ έκέλευ καθελεΐν τύ· καί αύριου αλλα το ι οίσώ.

θόσαι μ ά ν  θυμαλγες έμίν άχος. αΐθε γενοίμαν 
ά  βομβεϋσα μέλισσα καί ές τεόν άντρον ΐκοίμαν, 
τόν  κισσόν διαδύς καί τά ν  πτέρ ιν  α τυ  πυκάσδει.

νυν έγνων τόν  “Ερω τα- βαρύς Θεός· ή ρα λεαίνας 
μαζόν έθήλαζεν, δρυμώι τέ νιν έτραφε μάτηρ, 
ός με κατα σμύχω ν καί ές όστίου άχρ ις ιά πτει.

ώ τό  καλόν ποθορεύσα, τό  π ό ν  λίθος, ώ  κυάυοφρυ 
νύμφα, π ρ ό σ π τυ ξα ί με τόν  α ίπόλον, ώς τυ  φιλήσω· 
εστι καί εν κενεοΐσι φιλήμασιν άδέα τέρψις. 

τόν  στέφανον τ ΐλα ί με κα τα υτίκα  λεπ τά  ποησεΐς,

152 σκιρτασεΐτε Porson: -σήτε codd.

II 10 την& δέ ί ιι άλλα τοι αύριον Π“ ia έμίν Π5·, έμόν codd. 
14 πυκάσδει Q. -σδηι Ω ι6 νιν Stobaeus 4.20.60: μιν codd. ετραψε 
ΤΡΑ Stobaeus: έτρεψε Ω 17 όστίον Bergk: -έον codd. 18 λίπος Σν1-



4 0 IDYLL 3

τόν  το ι έγώ ν, Ά μαρυλλί φίλα, κισσοϊο φυλάσσω, 
άμπλέξας καλυκεσσι καί εΰόδμοισι σελίνοις. 
ώμοι έγώ ν, τ ί  ττάθω, τ ί ό δύσσοος; ο ύχ  ύπακούεις.

τά ν  β α ίτα ν  άποδυς ές κύματα τη νώ  άλεϋμαι, 25
ώ περ τώ ς θύννως σκοττιάζεται Ό λ π ις  ό γριπεύς· 
και κα μή ’ποθάνω , τό  γε  μάν τεόν άδύ  τέτυκτα ι.

έγνω ν π ρ ά ν , οκα μοι, μεμναμένωι εί φιλέεις με, 
ουδέ τό  τηλέφιλον ποτεμά ξατσ  τό  π λ α τά γη μ α , 
άλλ3 αύτω ς ά π α λ ώ ι ποτ'ι π ά χ ε ϊ έξεμαράνθη. 3°

ειττε καί ά γ ρ α ία  τάλαθέα κσσκινόμαντις, 
ά  ττράν ττοιολογεΰσα Π αραιβάτις, ούνεκ3 εγώ  μέν 
τ ίν  όλος εγκειμαι, τύ  δέ μευ λόγον ουδένα ττοιήι.

η μάν το ι λεύκάν διδυματόκον α ίγ α  φυλάσσω, 
τά ν  με καί ά Μέρμνωνος έριθακις ά μελανόχρως 35

αιτεί· καί δωσώ οι, έπεί τύ  μοι ένδιαθρύτττηι.
άλλεται οφθαλμός μευ ό δεξιός· άρά  γ ’ ίδησώ 

αυτάν; άισευμαι ττοτί τά ν  ττίτυν ώ δ 3 άττοκλινθεις, 
καί κέ μ’ ίσως ττοτίδοι, έπεί ούκ άδαμαντίνα  έστίν.

Ίττττομένης, οκα δή τά ν  τταρθένον ήθελε γά μ α ι, 40
μάλ3 εν χερσίν ελών δρόμον άνυεν ά  6’ Ά τα λά ντα  
ώς ϊδεν, ώς έμάνη, ώς ές βαθυν ά λ α τ3 έρωτα.

τά ν  άγελαν χώ  μάντις ά π 3 Ό θρυος α γε  Μελάμττους 
ές Π ύ λο ν  ά  δέ Βίαντος εν άγκοίνα ισ ιν έκλίνθη 
μάτηρ ά χαρίεσσα ττερίφρονος Άλφεσιβοίας. 45

τά ν  δέ καλάν Κυθερειαν έν ώρεσι μήλα νομεύων 
ο ύχ  ούτω ς Ίύδωνις έττί πλέον ά γ α γ ε  λύσσας, 
ώ σ τ 3 ουδέ φθίμενόν νιν άτερ  μαζοΤο τίθη τί; 

ζαλω τός μέν έμίν ό τόν  ά τρο π ο ν  ύπνον ίαύων

2 4  υπακούει Hermann 27 μή codd.: δή Graefe μάν codd.: μεν Den
niston 28 οκα μοι Greverus: όκ’ Ιμοιγε KQ\V: οκα μευ AGNU 3 ° 
άπαλώι ποτί ττάχει Mosch.: -ώ ττ. -εας Ω 35 ά γραία Heinsius: Άγροιώ 
codd.: ά Γροιώ SX1, 3 9  έστί Ρ; έντί Ω: de Π5 non liquet 41 εχων ÏÏ5 
42 ώξ είδ’ Π!Ι άλατ’ Hemsterhusius: άλλατ’ Κ: άλ(λ)ετ’ Ω 4 4  

άγκοίναισιν Winterton: -ηισιυ codd. 46 μήλα Ρ: μάλα Ω
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Έ νδυμ ίω ν ζαλώ  δέ, φίλα γύνα ι, Ίασίω να, 
ός τόσσω ν εκύρησεν, δσ ’ ού πευσεισθε, βέβαλοι.

άλγέω  τά ν  κεφαλάν, τ ίν  δ ’ ού μέλει, ούκέτ3 άείδω, 
κεισεΰμαι δέ πεσώ ν, καί το ί λύκοι ώδέ μ’ εδονται. 
ώς μέλι το ι γλυκύ  το ύ το  κα τά  βρόχθοιο γενοιτο .

I I I  I D Y L L  4

Ν Ο Μ Ε ί Σ

Β Α Τ Τ Ο Σ

είπε μοι, ώ Κορύδων, τίνος a i βόες; ή ρα Φ ιλώνδα;

Κ Ο Ρ Υ Δ ω Ν

ούκ, ά λ λ3 Αίγωνος· βόσκεν δέ μοι αύτάς έδωκεν.
ΒΑ. ή  π ά ι ψε κρύβδαν τα  ποθέσπερα π ά σ α ς άμέλγές; 
KO. άλλ3 ό γέρω ν ύφ ίητι τά  μοσχία κήμέ φυλάσσει.
ΒΑ. αυτός δ 3 ές τ ίν 3 άφαντος ό βουκόλος ώ ιχετο  χώ ραν; 
KO. ούκ άκουσας; ά γω ν  νιν επ ’ Άλφεόν ώ ιχετο  Μίλων. 
ΒΑ. καί π ό κ α  τήνσς έλαιον έν όφθαλμοΐσιν όπώ πει;
KO. φαντί νιν Ή ρακλήι βίαν καί κάρτος έρίσδεν.
ΒΑ. κήμ3 έφαθ3 ά μάτηρ Πολυδεύκεος είμεν άμείνω.
KO. κ ώ ιχετ3 εχων σ καπάναν τε καί εικατι τουτόθε μάλα. 
ΒΑ. πείσα ι κα Μίλων καί τώ ς λύκος α ύτίκα  λυσσήν.
KO. τα ί δαμάλαι δ ’ αυτόν μυκώμεναι αϊδε ποθεύντι.
ΒΑ. δείλαιαί γ 3 αυτα ι, τόν βουκόλον ώς κακόν εύρον.

52 άεισώ nescioquis 53 εδονται Π6 US: -οντι Ω

III 2 βόσκειν Κ 8 βίαν Π5: βίην codd. ερίσδειν Κ 
ιο μήλα Ahrens π  κα Ahrens: κε Κ: τοι Ω 13 γ ’ PSTr: δ’ Ω
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KO. η μάν δείλαιαί γε, καί ούκέτι λώ υτι υέμεσθαι.
ΒΑ. τήυας μεν δή το ι τά ς πό ρ τιο ς α ύ τά  λέλειπτα ι 

τώ σ τία . μή π ρώ κα ς σ ιτ ίζετα ι ώ σπερ ό τέττιξ ;
KO. ού Δάν, ά λ λ3 όκα μεν νιν επ ' Αίσάροιο νομεύω 

καί μαλακώ χόρτο ιο  καλάν κώμυθα δίδωμι, 
άλλοκα δε σκαίρει το  βαθύσκιου άμφί Λάτυμυον.

ΒΑ- λεπτός μάν χ ώ  ταύρος ό πυρρίχος. αίθε λάχοιεν 
το ί τώ  Λ αμπριάδα, το ί δαμόται οκκα θύω ντι 
τά ι Ή ρ α ι, τοιόνδε· κακοχράσμωυ γ ά ρ  ό δάμος.

KO. καί μάν ές Στομάλιμνον έλαύυεται ές τε τα  Φύσκω, 
καί π ο τ ί τον  Νήαιθον, ά π α ι καλά π ά ν τ α  φύοντι, 
α ιγ ίπ υ ρ ο ς  καί κνύζα καί ευώδης μελίτεια.

ΒΑ· φευ φευ βασεύνται καί τα ί βόες, ώ τά λ α ν  Α ίγων, 
είς Α ίδαν, όκα καί τύ  κακάς ήράσσαο νίκας, 
χ ά  σ ύρ ιγξ  εύρώτι παλύυεται, άν π ο κ 3 επάξα.

KO. ού τή ν α  γ 3, ού Νύμφας, επεί π ο τ ί Πΐσαν άφέρπων 
δώρου έμοί νιν ελειπεν- εγώ  δε τις  είμί μελικτάς, 
κεύ μέυ τ ά  Γλαύκας άγκρούομαι, εύ δέ τ ά  Γίύρρω. 
αίυέω τάυ τε Κρότωνα -  “ Καλά πόλις ά  τε

Ζάκυνθος . . -  
καί τό  π ο τα ώ ιο ν  τό  Λακίνιον, α ιπερ ό π ύ κ τα ς  
Α ϊγωυ όγδώ κουτα  μόνος κατεδα ίσ ατο  μάζας, 
τηυεί καί τόν  ταύρου ά π 3 ώρεος ά γε  π ιά ξας 
τά ς  ό πλά ς κήδω κ3 Ά μαρυλλίδι, τ α ί δε γυναίκες 
μακρόν άνάυσαν, χώ  βουκόλος έξεγέλασσεν.

ΒΑ. ώ  χαρίεσσ3 Ά μαρυλλί, μόνας σέθεν ούδέ θαυοίσας 
λασεύμεσθ3· όσον αίγες έμίν φίλαι, όσσον άπέσβης. 
α ία ΐ τώ  σκληρώ μάλα δαίμονος ός με λελόγχει.

KO. θαρσειν χρή , φίλε Βάττε· τ ά χ 3 αυριον εσσετ3 άμεινον. 
ελπίδες εν ζωοισιν, ανέλπιστο ι δε θανόντες, 
χώ  Ζευς άλλοκα μεν πέλει αίθριος, άλλοκα δ 3 Οει.

ΒΑ. θαρσέω. βάλλε κάτωθε τ ά  μοσχία· τάς γ ά ρ  ελαίας

17 γσν Κ νιν PG: μιν Ω 2ΐ θύωντι Valckenaer: -οντι codd. 22 
δόμο; codd.: ταύρο; Σν1, 28 έπάξω K2QW 37 εξεγέλαξε Tzetzes, 
Chii 2.388 39 φίλοι άσσον KS: φίλαι τόσσον Ω
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τόν θαλλόν τρ ώ γο ν τ ι, τ ά  δύσσοα. KO. σ ίτθ3, ό 
4 5  Λ έπαργος,

σ ίτ τ 3 ώ Κυμαίθα, π ο τ ί τόν λόφον, ούκ έσακούεις; 
ήξώ, ναι τόν  Γίάυα, κακόν τέλος α ύτίκα  δωσώυ, 
εί μή άπει τουτώθεν. ίδ 3 αυ π ά λ ιν  άδε ποθέρπει. 
αίθ3 ής μοι ροικόν τ ι λαγω βόλον, ώς τυ  π ά τα ξ α .

ΒΑ. θασαί μ3, ώ Κορύδων, π ό τ  τώ  Διός· ά γά ρ  άκανθα 5° 
όρμοι μ3 ώ δ3 επ ά τα ξ 3 ύπ ό  τό  σφυράν, ώς δε βαθειαι 
τάτρακτυλλίδες εντί. κακώς ά π ό ρ τις  όλοιτο- 
είς τα ύ τα ν  έτύπηυ χασμεύμευος. ή ρά γε λεύσσεις;

KO. ναι υαί, τοις όυύχεσσιυ εχω  τέ ν ιν  άδε καί αύτά .
ΒΑ. όσσίχου εστί τ ό  τύμμα, καί άλικου άνδρα δαμάσδει. 55 
KO. είς όρος δ κ χ3 έρπηις, μή υήλιπος έρχεο, Βάττε- 

εν γ ά ρ  δρει ράμυοι τε καί άσπάλαθοι κομόωντι.
ΒΑ. ε ίπ 3 ά γε μ3, ώ Κορύδων, τό  γερόντιου ή ρ3 ετι μύλλει 

τήναν τά ν  κυάνοφρυν έρω τίδα τάς π ο κ 3 έκνίσθη;
KO. άκμάν γ 3, ώ δείλαιε· πρόα ν  γε μέν αύτός έπενθών 6ο 

καί π ο τ ί  τά ι μάυδραι κατελάμβαυου άμος ενήργει.
ΒΑ. εύ γ 3, ώ νθρωπε φιλοΐφα. τό  το ι γένος ή Σατυρίσκοις 

έγγύθεν ή Πάνεσσι κακοκνάμοισιν έρίσδει.

IV  I D Y L L  7

Θ Α Λ Υ Σ 1Α

ής χρόνος άνίκ3 έγώ ν τε καί Ευκριτος είς τόν  Ά λεντα 
εΐρπομες εκ πόλιος, σύν καί τρ ίτο ς άμμιν Αμύντας. 
τά ι Δ ηοΐ γ ά ρ  ετευχε θαλύσια καί Φρασίδαμος

44~ 5  sic Wilamowitz possis etiam ΒΑ. θαρσέω. KO. βάλλε κτλ. 46 
σίττ’ ώ Ω: σίτθ’ ά GUMosch.: σίτθ'ώ Α 49  % Τουρ: ήν codd. τυ Ρ: 
τό Ω πάταξα Κ': -ξω Ω 53 Ρ° γε ed. prine.: ρά τε Kn: άρα I 56 
νήλιττο; Κ: άνήλ- vel άνάλ- Ω: άναλ- Π12 57 ράμνοι codd.: κάκτοι
FTι«Σν ί·; βάττου Π|2ν !· ut vid. 61 τάι μάνδραι KPQ,2: τάν μάνδραν Ω: τάν 
μάκτραν Σ '1 63 ερίσδει; K'

IV i εγών Π5: εγώ codd. 2 άμιν Apoll. Dysc., GG ιι 1.42, 2.177
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κάντιγένης, δύο τέκνα Λυκωπέος, εΐ τ ί περ  εσθλόν
χα ώ ν  τώ ν έπάνωθεν ά π ό  Κλυτίας τε καί α υτώ  5

Χάλκωνος, Βούριναν δς έκ ποδός άνυε κράναν
εύ ένερεισάμενος ιτέτραι γόνυ· τα ι δε π α ρ ’ αύτάν
αί'γειροι πτελέα ι τε έύσκιον άλσος ύφαινον
χλω ροισ ιν πετά λο ισ ι κατηρεφέες κομόωσαι.
KOUTTCO τά ν  μεσάταν οδόν άνυμες, ουδέ τό  σάμα ίο
άμΐν τό  Βρασίλα κατεφαίνετο, καί τ ιν ’ όδ ίταν
εσθλόν συν Μ οίσαισι Κυδωνικόν ευρομες άνδρα,
ουνομα μέν Λυκίδαν, ής δ ’ α ιπόλος, ουδέ κέ τις  μιν
ήγνοίησεν ίδών, έπεί α ίπ ό λ ω ι έξοχ3 έώικει.
έκ μέν γ ά ρ  λασίοιο  δασύτριχος είχε τρ ά γο ιο  ΐ5
κνακόν δέρμ3 ώμοισι νέας ταμίσοιο  ποτόσδον,
άμφί δέ οΐ στήθεσσι γέρω ν έσφ ίγγετο  πέπλος
ζώ στήρι πλακερώ ι, ροικάν δ’ έχεν άγριελαίω
δεξιτεραι κορόναν, καί μ ' άτρέμας είπε σεσαρώς
δμματι μειδιόωντι, γέλω ς δέ οί εϊχετο χείλευς· 2ο
“ Σ ιμ ιχιδα , π ά ι δή τύ  μεσαμέριον π ό δ α ς έλκεις,
άνίκα δή καί σαθρός έν α ίμασια ΐσ ι καθεύδει,
ούδ’ έπ ιτυμβίδ ιο ι κορυδαλλίδες ήλαίνοντι;
ή μετά δ α ιτ 3 άκλητος έπείγεαι, ή τίνος αστώ ν
λανόν έπι θρώισκεις; ώς το ι π ο σ ί νισσομένοιο 25
π ά σ α  λίθος π τα ίο ισ α  π ο τ ’ άρβυλίδεσσιν άείδει.33
τόν  δ ’ εγώ  άμείφθην· ' ‘Λυκίδα φίλε, φαντί τυ  πάντες
ήμεν συρικτάν μέγ3 υπείροχον έν τε νομεύσιν
έν τ 3 άματήρεσσι. τό  δή μάλα θυμόν ιαίνει
άμέτερον καίτοι κ α τ ’ έμόν νόον ίσοφαρίζειν 3°
έλπομαι. à  δ ’ όδός άδε θαλυσιάς· ή γ ά ρ  εταίροι
άνέρες ευπέπλω ι Δαμάτερι δα ΐτα  τελευντι

5 έπάνωθεν Reiske: ετ’ άν- codd.: έπ’ άνωθεν Aid. 6 Βούρειαν QWZ
7 εύ Π5 *: ευ y’ codd. 8 υφαινον Heinsius: έφ- codd. π  τιν’ Q.2WS2
Mosch.: τόν Ω ΐ2 έσλόν Π5 13 νιν Π7 a.c. Ziegler 14 άγνοιη- Π5 

ι8  ττλοκερώι Σν|· 23 ήλαίνοντι Galen 12.361 Kühn, Iunt.: -ται codd. 
24 δαϊτ’ άκλητο? Iunt. Σ '·1: δαΐτα κλητό? codd. 28 ήμεν Wilamowitz: 
Ιμμεν uel εμμεναι codd. 30 ίσοφαρίσδεν Ιυ
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δλβω  άπαρχόμενοι· μάλα γ ά ρ  σφισι π ίον ι μέτρωι 
ά  δαίμω ν εύκριθον άνεπλήρωσεν άλωάν.
ά λ λ 3 άγε δή, ξυνά γ ά ρ  όδός ξυνά δε καί άώς, 35
βουκολιασδώμεσθα· τ ά χ 3 ώτερος άλλον όνασεΐ. 
καί γ ά ρ  εγώ  Μοισάν καπυρόν στόμα, κήμέ λέγοντι 
πά ντες άοιδόν ά ρ ισ το ν  εγώ  δέ τις  ου ταχυπειθής, 
ού Δαν· ού γ ά ρ  π ω  κ α τ’ έμόν νόον ούτε τόν  εσθλόν 
Σικελίδαν νίκημι τόν  έκ Σάμω ούτε Φ ιλίταν 4°
άείδων, βά τρα χος δέ π ο τ 3 άκρίδας ώς τις έρίσδω.33 
ώς έφάμαν έπίταδες· ό δ ’ α ίπόλος άδύ γελάσσας,
“ τά ν  το ι” , εφα, “ κορόναν δω ρυττομα ι, ούνεκεν εσσί
π α ν  ε π ' άλαθείαι πεπλασμένον εκ Διός έρνος.
ώς μοι καί τέκτω ν μέγ3 άπέχθετα ι όστις έρευνήι 45
Ισον δρευς κορυφάι τελέσαι δόμον ΐύρομέδοντος,
καί Μοισάν δρνιχες όσοι π ο τ ί Χίον άοιδόν
ά ντία  κοκκύξοντες έτώσια μοχθίξοντι.
άλλ3 ά γε βουκολικός ταχέω ς άρξώμεθ3 άοιδάς,
Σιμιχίδα· κ ή γώ  μέν -  όρη, φίλος, εΐ το ι άρέσκει 5°
τοϋθ3 ότι π ρ ά ν  έν δρει τό  μελύδριον έξεπόνασα.

έσσεται Ά γεάνακτι καλός πλόος ές Μ υτιλήναν, 
χ ώ τα ν  έφ3 έσπερίοις Έρίφοις νότος υ γρ ά  διώκηι 
κύματα, χώ ρ ίω ν ό τ 3 έπ 3 ώκεανώι πόδας ίσχει, 
α ΐ κα τόν  Λυκίδαν όπτεύμενον έξ Ά φροδίτας 55
ρύσηται· θερμός γ ά ρ  έρως α ύτώ  με καταίθει. 
χάλκυόνες στορεσευντι τά  κύματα τά ν  τε θάλασσαν 
τόν  τε νότον τόν  τ 3 εύρον, δς έσ χατα  φυκία κινεί, 
άλκυόνες, γλαυκα ις Νηρηίσι τα ί τε μάλιστα 
όρνίχω ν έφίληθεν, δσοις τέ περ εξ άλός ά γρ α . 6ο
’Α γεάνακτι π λόον  διζημένωι ές Μ υτιλήναν

3 9  Δάν Ω: yäv Κ 4 ° Φιλίταν Croenert: -ήταν codd. γελάσσα? S
Mosch.: -άσα? ΚΡΑ1: -άξα$ Ω φ  ‘ωρομέδοντος vel ’ώρο- ΓΡΚ/LU: 
Εύρυ- AU2 Σ '·1 5 2  Μιτυλήναν KAU 54 ίσχει Q.‘S: -ηι Ω 5 5  κα
Wilamowitz: κεν codd. 60 όσοι? Greverus: -αις codd. 6r Μιτυλήναν 
KAU
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ώ ρια  π ά ν τ α  γένοιτο , καί εΰπλοος όρμον ί'κοιτο.
κ ή γώ  τήυο κ α τ3 άμαρ άυήτινον ή ροδόεντα
ή καί λευκοΐωυ στέφανον περί κρατί φυλάσσων
τον Γίτελεατικόν οίνου ά π ό  κρατήρος άφυξώ 65
π ά ρ  π υ ρ ί κεκλιμένος, κύαμον δέ τις έν π υ ρ ί φρύξει.
χ ά  σ τιβά ς έσσεΐται πεπυκασμένα εστ3 επί π ά χυ ν
κνύζαι τ 3 άσφοδέλωι τε π ο λ ν γ ν ά μ π τω ι τε σελίνο-Μ.
και π ίομ α ι μαλακώς μεμυαμένος Ά γεάνακτος
|α ύ τα Τ σ ιυ | κυλίκεσσι καί ες τρ ύ γ α  χείλος έρείδων. 7°
αύλησεΰντι δέ μοι δύο ποιμένες, εϊς μέυ Άχαρνεύς,
είς δέ Λ υκω πίτας· ό δέ Τ ίτυρος έγγύθεν άισεΐ
ώς π ό κ α  τά ς Ξενέας ήράσσατο  Δάφνις ό βούτας,
χώ ς δρος άμφεπουειτο καί ώς δρύες αύτόυ εθρήνευν
Ίμέρα α ϊτέ φύοντι π α ρ ’ όχθαισ ιν ποτα μο ΐο , 75

ευτε χ ιώ ν  ώς τις  κατετάκετο  μακράν ύφ3 Αίμον
ή Ά θω  ή ‘Ροδόπαν ή  Καύκασον έσ χατόω ντα .
άισεΐ δ 3 ώς π ο κ 3 εδεκτο τόν α ίπόλον εύρέα λάρναξ
ζωον εόντα κακαισιν άτασθαλίαισιυ άνακτος,
ώς τέ νιυ αί σιμαί λειμωνόθε φέρβον ιοΐσαι 8ο
κέδρον ες άδειαν μαλακοΐς άυθεσσι μέλισσαι,
ούνεκά  οι γ λ υ κ ύ  ΜοΤσα κα τά  στόματος χέε νέκταρ.
ώ μακαριστέ Κοματα, τύ  θηυ τάδε τερπνά  πεπόυθεις·
καί τύ  κατεκλάισθης ες λάρνακα, καί τύ  μέλισσαν
κηρία φερβόμενος έτος ώριου εξεπόνασας. 85
α ϊθ3 ε π ’ έμεϋ ξω οΐς εναρι'θμίος ώφελες ημεν,
ώς το ι έγώ ν ένόμευον άν3 ώρεα τά ς καλάς α ίγα ς
φωνας εισαΐών, τ ύ  δ 3 ύπό  δρυσίν ή ύ π ό  πεύκαις
άδύ μελισδόμενος κατεκέκλισο, θείε Κ οματα.33

χ ώ  μέν τόσ σ -3 εϊπώ ν άπεπα ύσ α το· τόν δέ μέτ3 ανθις go
κή γώ ν το ι3 έφάμαν· “ Λυκίδα φίλε, πο λλά  μέν άλλα

62 ώρια ΣΤ'1 εύττλοος Schaefer: -ον codd. 7° αύταϊς έν Valckenaer 
75 αιτεφυοντο ΓΙ5: αιτ’ εφύοντο Π’ j 6 κατατάκετο ΓΡΡ 86 έμεΟ PG: 
έμοί ΓΡΩ 8g κατακέκλισο Q_2v 90 άνετταύσατο Κ
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Νύμφαι κήμέ δ ίδαξαν ά ν3 ώρεα βουκολέοντα 
έσθλά, τά  π ο υ  καί Ζηνός επί θρόνον ά γ α γ ε  φάμα· 
άλλα τ ό γ 3 έκ π ά ν τω ν  μέγ3 υπείροχον, ώι τυ  γεραίρεν 
άρξευμ3· άλλ3 ύπάκουσον, έπεί φίλος έπλεο Μοίσαις.

Σ ιμ ιχ ίδα ι μέν "Ερωτες επέπταρον· ή γ ά ρ  ό δειλός 
τόσσον έράι Μυρτους όσον είαρος αίγες ερανται. 
“(Ορατός δ 3 ό τά  π ά ν τ α  φ ιλα ίτατος άνέρι τήνω ι 
π α ιδό ς  υ π ό  σ π λ ά γχνο ισ ιν  εχει πόθον, οιδεν Ά ριστις, 
έσθλός άνήρ, μέγ3 άριστος, ον ουδέ κεν αύτός άείδεν 
Φοίβος σύν φ όρμ ιγγ ι π α ρ ά  τρ ιπόδεσσι μεγαίροι, 
ώς έκ π α ιδός Ά ρατος ύ π 3 όστέον αϊθετ3 έρωτι. 
τόν  μοι, Πάν, Ό μόλας ερατόυ πέδου δστε λέλογχας, 
άκλητον κείνοιο φίλας ές χείρας έρείσαις, 
ε ϊτ3 εστ3 άρα  Φιλΐυος ό μαλθακός είτε τις άλλος, 
κεί μέν τ α ύ τ 3 έρδοις, ώ Πάν φίλε, μήτι τυ  παίδες 
’Αρκαδικοί σκίλλαισιν υ π ό  πλευράς τε καί ώμους 
τα ν ίκα  μαστίξοιεν, δτε κρέα τυ τθ ά  παρείη· 
ει δ 3 άλλως νεύσαις, κ α τά  μέν χρόα  π ά υ τ 3 όυύχεσσι 
δακυόμευος κνάσαιο καί έυ κυίδαισι καθεύδοις- 
είης δ 3 Ή δω νώ υ μέυ έυ ώρεσι χείματι μέσσωι 
"Εβρον π ά ρ  π ο τα μ ό ν  τετραμμένος έγγύθεν ’Αρκτω, 
έν δέ θέρει π υμ ά το ισ ι π α ρ 3 Αίθιόπεσσι νομεύοις 
π έτρ α ι ύ π ο  Βλεμύων, δθευ ούκέτι Νείλος ορατός, 
ΰμμες δ 3 Ύ ετίδος κα ί Βυβλίδος άδύ  λ ιπόντες 
νάμα καί Ο ίκοΰντα, ξανθάς εδος α ίπ ύ  Διώνας, 
ώ  μάλοισιν Έ ρω τες ερευθομένοισιν όμοιοι, 
βάλλετέ μοι τόξοισ ι τόν  ίμερόεντα Φιλΐνον, 
βάλλετ3, επεί τόν  ξεΐνον ό δύσμορος ούκ έλεεΐ μευ. 
καί δή μάν άττίοιο πεπαίτερος, α ί δέ γυναίκες,

95
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‘αιαΤ, φαντί, 'Φ ιλΐνε, τό  το ι καλόν άνθος άπορρεΤ’. 
μηκέτι το ι φρουρέωμες έττί προθύροισιν, Ά ρατε, 
μηδέ ττόδας τρίβωμες· ό δ ’ δρθριος άλλον αλέκτωρ 
κοκκύσδων νάρκαισ ιν άνιαρα ΐσ ι διδοίη·
εις 6’ ά π ό  τάσδε, φέριστε, Μόλων ά γ χ ο ιτ ο  τταλαίστρας. 125 
άμμιν δ ’ άσ υχ ία  τε μέλοι, γ ρ α ία  τε παρείη 
άτις έπιφθυζοισα τά  μή καλά νόσφιν έρύκοι.”

τό σ α 5 έφάμαν ο δέ μοι τό  λα γω βόλον , άδύ γελάσσας 
ώς πάρος, έκ Μοισαν ξεινήιον ώ πασεν ήμεν. 
χώ  μέν άττοκλίνας έπ ’ άριστερά τά ν  επί Πύξας 130
εΐρφ’ οδόν· α ύτά ρ  έγώ ν τε καί Εϋκριτος ές Φ ρασιδάμω 
στραφθέντες χώ  καλός Ά μυντιχος εν τε βαθείαις 
άδειας σχοίνοιο χαμευνίσιν έκλίνθημες 
Ιν τε νεοτμάτοισι γεγαθότες οίναρέοισι.
π ο λ λ α ί δ ' άμμιν ϋπερθε κα τά  κρατός δονέοντο ΐ35
αΐγειρο ι πτελέα ι τε· τό  δ ' έγγύθεν ιερόν ύδωρ
Νυμφαν εξ άντροιο  κατειβόμενον κελάρυζε.
το ί δέ π ο τ ί σκιαραΐς όροδαμνίσιν αίθαλίωνες
τέττ ιγες λαλαγευντες έχον π ό ν ο ν  ά δ" όλολυγώ ν
τηλόθεν εν πυκ ινα ΐσ ι βά τω ν τρύζεσκεν άκάνθαις· 140
άειδον κόρυδοι καί άκανθίδες, έστενε τρ ύ γω ν ,
π ω τ ώ ν το  ξουθαί περί π ίδα κα ς άμφί μέλισσαι.
π ά ν τ ’ ώσδεν θέρεος μάλα πίονος, ώσδε δ ' οπώ ρας.
όχνα ι μεν π ά ρ  ποσ σ ί, π α ρ ά  πλευραΐσ ι δέ μάλα
δαψιλέως άμΐν έκυλίνδετο, το ί 5 ’ εκέχυντο ΐ45

όρπακες βραβίλοισι καταβρίθοντες έραζε·
τετράενον δέ π ίθ ω ν  άπελύετο κρατός άλειφαρ.
Νύμφαι Κασταλίδες ΓΤαρνάσιον α ίπος εχοισαι, 
αρά  γέ π α ι τοιόνδε Φόλω κ α τά  λάινον άντρον 
κρατήρ ' Ή ρακλήι γέρω ν έστάσατο Χίρων; ΐ5°
άρά γέ  π α ι τήνον τόν  ποιμένα τον  π ο τ ’ Ά νάπω ι,

125 άττό ÎPKQ,^lcm: ύπό ν: επί I Σ 128 γελάσσα$ IPS Mosch.: -άξας
Π3Π8Ω 129 είμευ ΚΙ 130 Φύξας Τ χ 135 άμ'ιν Eustath. Horn. 
1112.37 147 τετράενον Von der Mühll: -evss codd.: έτττάενες Σ1επ>
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τόν  κρατερόν Πολύφαμον, ός ώρεσι ναας έβαλλε, 
το ϊον νέκταρ έπεισε κ α τ ' αυλια ποσσ ί χορεύσαι, 
οιον δή τόκα  π ώ μ α  διεκρανάσατε, Νόμφαι, 
βωμώι π ά ρ  Δ άματρος άλωίδος; άς επί σωρώι 
αυτις έγώ ι πάξα ιμ ι μεγα π τύ ο ν , ά  δέ γελάσσαι 
δρ ά γμ α τα  καί μάκωνας έν άμφοτέραισιν έχοισα.

V I D Y L L  1 0  

Ε Ρ Γ Α Τ Ί Ν Α Ι  Η Θ Ε Ρ Ι Σ Τ Α 1 

Μ ί Λ ω Ν

έργα τίνα  Βουκαΐε, τ ί vöv, ώιζυρέ, πεπόνθεις; 
οϋτε τόν δγμον άγειν ορθόν δύναι, ώς τό  π ρ ιν  άγες, 
ουθ' άμα λαιοτομεις τώ ι π λα τ ίο ν , ά λ λ ' άπολείπη ι, 
ώ σπερ δις ποίμνας, ας τόν  π ό δ α  κάκτος έτυψε, 
πο ιος τις  δείλαν τό  καί έκ μέσω άματος έσσήι, 
δς νυν άρχόμενος τά ς αυλακος ούκ άποτρώ γεις;

ΒΟΥΚΑ ΙΟΣ

Μίλων όψ αμάτα , πέτρας άπόκομμ3 άτεράμνω, 
ούδαμά το ι συνέβα ποθέσαι τ ινά  τω ν άπεόντω ν;

Μ 1. ούδαμά. τίς δέ πόθος τω ν έκτοθεν έργά τα ι άνδρί;
ΒΟ. ούδαμά νυν συνέβα το ι ά γρ υ π νή σ α ι 6Ρ έρωτα;
Μ ί. μηδέ γε συμβαίη· χαλεπόν χορ ίω  κύνα γευσαι.
ΒΟ. ά λ λ ’ εγώ , ώ Μίλων, έραμαι σχεδόν ένδεκαταΐος.
ΜΙ. έκ π ίθ ω  αντλείς δήλον· εγώ  δ ' εχω  ούδ ' άλις δξος.
ΒΟ. τ ο ιγ ά ρ  τά  πρ ό  θυράν μοι ά π ό  σπόρω  άσκαλα

π ά ν τα .

152 ναας Heinsius: λσαξ codd. 154 διακρανώσατε Π5Σν1, Etym. Mag. 
27341 ν 155 άλωάδο$ ν

V 2 ούτε τόν MTr: où τεόν Κ: ούθ' έόν Ιν 5 δείλαν τύ Κ2Μ: δ. τε 
KQWy: δειλαϊε Ρ 6 ούδ’ άιτο- Hunter 14 τοιγάρ τά PS: τοιγάρτοι Ω
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Ml. τίς δέ τυ  τά ν  π α ίδω ν  λυμαίνεται;
ΒΟ. σ Π ολυβώτα,

ά  π ρ ά ν  άμάντεσσι Trap' Ίπ π ο κ ίω ν ι ποτα ύλει.
Μ I. ευρε θεός τον  άλιτρόν· έχεις π ά λ α ι ών έπεθύμεις· 

μάντις το ι τά ν  νύκτα χροϊξεΐτα ι καλαμαία.
ΒΟ. μωμάσθαί μ" άρχη ι τύ· τυφλός δ* ουκ αυτός ό

Πλούτος,
άλλα  καί ώ φρόντιστος "Ερως, μή δή μέγα μυθευ.

Μ I. ου μέγα μυθεϋμαι· τύ  μόνον κατάβαλλε τό  λάιον, 
καί τ ι κόρας φιλικόν μέλος άμβάλευ. άδιον ούτω ς 
έργαξήι. και μάν πρότερόν πόκα  μουσικός ήσθα.

ΒΟ. Μοΐσαι Πιερίδες, συναείσατε τά ν  ραδινάν μοι
π α ίδ ’· ών γ ά ρ  χ ’ άψησθε, θεαί, καλά π ά ν τ α  ποεΐτε.

Βομβύκα χαρίεσσα, Σύραν καλέοντί τυ  πάντες, 
ίσχνάν, άλ ιόκαυστον, εγώ  δέ μόνος μελιχλωρον.

και τό  ΐον μέλαν έστί, καί ά γ ρ α π τ ά  υάκινθος- 
ά λ λ ’ εμπας έν τοΐς στεφάνοις τά  π ρ ά τ α  λέγοντα ι.

ά αϊξ τά ν  κύτισον, ό λύκος τά ν  α ίγ α  διώκει, 
ά γερανός τώ ροτρον· εγώ  δ ’ επί τ ιν  μεμάνημαι.

αϊθε μοι ής δσσα Κροΐσόν πόκα  φαντί πεπάσθαι- 
χρύσεοι άμφότεροί κ’ άνεκείμεθα τά ι Ά φροδίτα ι, 

τώ ς αύλώς μέν έχοισα καί ή ρόδον ή τύ γε  μάλον, 
σχήμα δ ’ εγώ  καί καινάς έπ 5 άμφοτέροισιν άμύκλας.

Βομβύκα χαρίεσσ’, οί μεν πόδες α σ τρ ά γα λ ο ί τευ, 
ά φωνά δέ τρύχνος· τόν μάν τρ ό π ο ν  ούκ εχω  είπεΤν.

ΜΙ. ή καλάς άμμε π ο ώ ν  έλελάθει Βουκος άοιδάς· 
ώς εύ τά ν  ιδέαν τάς αρμονίας εμέτρησεν.

ι6 ττράν S: ττρίν Ω άμάντεσσι Ahrens: άμώντ- codd. ποκ’ αυλει 
K/ ι8 μάντις τάν Κν χροϊξεΐται Σ'·1: -ξεται Q; -ξήται Α: -ζεϊται vel 
-ζεται Ω καλαμαία Vakkenaer: ά καλαμαία codd. 20 μή δή KM: 
μηδέ(ν) Ω 28 εντί I 32 πόκα Κ2Ρ: εχειν ττοκα KQ; εχειν AL: om. 
NU 34 τύγε μάλ(λ)ον ν\ μάλ(λ)ον τό K/ fortasse τύγα μόλον 38 
έλελάθει Wilamowitz: -ήθη vei -ήθει codd.
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ώμοι τ ώ  π ώ γω νο ς, δν άλιθίως άνέφυσα. 
θάσαι δή καί τα υ τα  τά  τώ  θείω Λιτυέρσα.

Δάματερ πολύκαρπε, π ο λ ύ σ τα χυ , το ύ το  τό  λάιον 
εϋεργόν τ ’ ειη καί κάρπιμον δ ττ ι μάλιστα.

σ φ ίγ γετ5, άμαλλοδέται, τά  δρ ά γμ α τα , μή π α ρ ιώ ν
τις

είπηι “ σύκινοι άνδρες· άπ ώ λετο  χουτος ό μισθός.” 
ές βορέαν άνεμον τά ς κόρθυος ά τομά  υμμιν 

ή ζέφυρον βλεπέτω· π ια ίνετα ι ό σ τά χυς ούτως.
σΤτον άλοιώ ντας φεύγειν τό  μεσαμβρινόν ύπνον- 

έκ καλάμας άχυρον τελέθει τημόσδε μάλιστα· 
άρχεσθαι δ ’ άμώ ντας εγειρομένω κορυδαλλώ 

καί λήγειν εύδοντος, έλινΰσαι δε τό  καύμα.
ευκτός ό τώ  β α τρά χω , παίδες, βίος· ου μελεδαίνει 

τόν τό  π ιεΐν έγχευντα- πά ρεσ τι γ ά ρ  άφθονον αυτώ ι.
κάλλιον, ώ ’π ιμελητά  φιλάργυρε, τόν  φακόν εφειν, 

μή 'π ιτά μ η ις τά ν  χεΐρα κ α τα π ρ ίω ν  τό  κύμινον.

τα υ τ α  χρή  μοχθευντας έν άλ ίω ι άνδρας άείδειν, 
τόν 6έ τεόν, Βουκαΐε, πρέπει λιμηρόν έρωτα 
μυθίσδεν τά ι ματρί κ α τ’ εύνάν όρθρευοίσαι.

V I  I D Y L L  1 1

κ ν κ Λ ω ψ

ούδέν π ό τ  τόν  έρωτα πεφύκει φάρμακον άλλο, 
Νικία, ο ύ τΛ έγχριστον, έμίν δοκεΐ, ο ύ τ’ έπ ίπασ τον ,

45 επτηι Ρ: -οι Ω 48 άλοιώντες υ τό ALN: τόν K/U 51 λήγην 
Π9 53 ττif)V FFTPLN έγχευντα vel ενχεϋντα ΓΤ3Π9Μ$: έκχ- Ω 55 
χήρα Π9 56 μοχθευντας Π9 codd.: μοχθεντας Π3

VI 2 ούδ* έτπτΓίστον ν
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ή τα ί Πιερίδες· κουφον δέ τ ι το ύ το  και άδύ
γ ίν ε τ ’ έπ ’ άνθρώποις, εύρεϊν 6’ ού ράιδιόν έστι.
γινώ σκειν δ ’ οίμαί τυ  καλώς Ιατρόν έόντα 5

και τα ις εννέα δή πεφιλημένον έξοχα Μοίσαις.
οντω  γοΟν ρά ισ τα  δ ια γ ’ ό Κύκλωψ ό π α ρ ’ άμϊν,
ώ ρχα ίός Πολύφαμος, όκ ’ ή ρ α το  τά ς Γαλατείας,
ά ρ τι γενειάσδων περί τό  στόμα τώ ς κροτάφως τε.
ήρατο  δ ’ ού μάλοις ούδέ ρόδωι ούδέ κικίννοις, ίο
άλλ’ όρθαΐς μανίαις, ά γεΐτο  δέ π ά ν τ α  πά ρεργα .
πολλά κι τα ΐ δίες π ο τ ί τω ύλιον α ύτα ί άπήνθον
χλω ρός έκ βοτάνας· ο  δέ τά ν  Γαλάτειαν άείδων
αύτός επ ’ άιόνος κατετάκετο φυκιοέσσας
εξ άοϋς, έχθιστον εχων ύποκάρδιον έλκος, ΐ5
Κύπριδος έκ μεγάλας τό  οί ή π α τ ι πάξε βέλεμνον. 
άλλα τό  φάρμακον εύρε, καθεζόμενος δ 1 έπι πέτρας 
ύψηλάς ές π ό ντο ν  όρων άειδε το ιαύτα·

ώ  λευκά Γαλάτεια, τ ί τόν  φιλέοντ’ άποβάλλη ι, 
λευκοτέρα π α κ τά ς  ποτιδεϊν , ά π α λ ω τέρ α  άρνός, 2ο
μόσχω γαυροτέρα , φ ιαρω τέρα όμφακος ώμάς; 
φοιτήις 6’ αυθ’ ούτω ς όκκα γλυκύς ύπνος εχηι με, 
ο ΐχη ι δ ’ ευθύς ιοΐσ3 όκκα γλυκύς ύπνος άνήι με, 
φεύγεις δ’ ώ σ περ  όις πολ ιόν  λύκον άθρήσασα; 
ήράσθην μέν εγω γε τεούς, κόρα, άνίκα π ρ α το ν  25
ήνθες έμαι σύν ματρί θέλοισ’ ύακίνθινα φύλλα 
έξ όρεος δρέψασθαι, εγώ  6’ οδόν άγεμόνευον. 
π α ύσ α σ θα ι δ ’ έσιδών τυ  καί ύστερον ουδ’ έτι π α ι νυν 
έκ τήνω  δύναμαι· τ ίν  δ ’ ού μέλει, ού μά ΔΓ ούδέν. 
γ ινώ σ κω , χαρίεσσα κόρα, τίνος ούνεκα φεύγεις· 3°
ούνεκά μοι λασία μέν όφρύς έπι παντ'ι μετώ πω ι

4 άνθρώποις KS: -ους Ιό ίο  ούδέ Ki: ούδ’ au ν ρόδωι MS: ρόδοις Ω 
π όρθαΐς K liant.: όλοαΐς Ω ΣνΧ 14 αυτός Cl'WNon.: -τώ vel -του Ω
20 άρνός MS: δ' άρνός Ω 25 έγωγα Valckenaer τεοΰς ΚΑ2: τεώς 
PQ_2: τεϋ QWNU ττράτον Q: πρώτον Ω 28 παι Κ: πω Α: τά Ω
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έξ ώ τός τέτα τα ι π ο τ ί θώτερον ώς μία μακρά,
είς δ4 5 οφθαλμός ύπεσ τι, π λα τεία  δέ ρις έπι χείλει.
ά λ λ ’ ούτος το ιοϋτος έών βοτά  χ ίλ ια  βόσκω,
κήκ το ύ τω ν  τό  κράτιστον άμελγόμενος γ ά λ α  πίνω· 35
τυρός δ 5 ού λείπει μ’ ούτ* έν θέρει ο ύ τ’ έν όπώ ρα ι,
ού χειμώνος άκρω- τα ρσ ο ί δ’ ύπεραχθέες αίεί.
συρίσδεν δ 5 ώς ουτις έπ ίσ τα μα ι ώδε Κ υκλώπων,
τ ίν , τό  φίλον γλυκύμαλον, άμάι κήμαυτόν άείδων
πολλά κι νυκτός άωρί. τράφ ω  δέ το ι ένδεκα νεβρώς, 4°
π ά σ α ς μαννοφόρως, καί σκύμνως τέσσαρας άρκτω ν.
ά λ λ ' άφίκευσο π ο θ ’ άμε, καί έξεις ούδέν έλασσον,
τά ν  γλα ύκ α ν δέ θάλασσαν εα π ο τ ί χέρσον όρεχθεΐν
άδιον έν τώ ντρ ω ι π α ρ ’ έμίν τά ν  νύκτα διαξεΐς.
έντί δάφναι τηνεί, έντί ραδιναί κυπάρισσοι, 45
έστι μέλας κισσός, έστ5 άμπελος ά  γλυκύκαρπος,
έστι ψυχρόν ύδωρ, τό  μοι ά πολυδένδρεος Αίτνα
λεύκας έκ χιόνος π ο τό ν  άμβρόσιον προ ιη τι.
τίς  κα τώ νδε θάλασσαν εχειν καί κύμαθ* έλοιτο;
αί δέ το ι αύτός έγώ ν δοκέω λασιώτερος ήμεν, 5ο
έντί δρυός ξύλα μοι καί ύπ ό  σ ποδώ  άκάματον πΰρ·
καιόμενος 6’ ύπ ό  τεύς καί τά ν  ψ υχάν άνεχοίμαν
καί τόν  έν’ οφθαλμόν, τώ  μοι γλυκερώ τερον ούδέν.
ώμοι, ό τ 5 ούκ έτεκέν μ’ ά μάτηρ β ρά γχΓ  έχοντα,
ώς κατέδυν π ο τ ί τ ίν  καί τά ν  χέρα τευς έφίλησα, 55
αί μή τό  στόμα λήις, έφερον δέ το ι ή κρίνα λευκά
ή μάκων* ά π α λ ά ν  έρυθρά π λ α τ α γ ώ ν Γ  έχο ισ α ν
άλλα τά  μέν θέρεος, τά  δέ γ ίνετα ι έν χειμώνι,
ώ σ τ ’ οΰ κά το ι τα ϋ τα  φέρειν άμα π ά ν τ ’ έδυνάθην.
νυν μάν, ώ κόριον, νυν α ύτίκ α  νεΐν γε  μαθεΰμαι, 6ο

33 ύπεστι Winsem: επ- codd. 4ο τράφω Paris. Suppi. Gr. 1024: τρέφω 
Ω 4 1 ναυνοφόρως Σ'·1: άμνοφ- codd. 42 άφίκευσο ΡΘΣ Iunt.: άφίκευ 
QW: άφίκευ τυ Ω φ -η  Ιστ(ι) KP ter: έντί ... έντ' ... έντί Ω 4 9  κα
Brunck: καν vel άν vel τάν codd. καί Ahrens: ή codd. 52 τεΰς Κ 
Iunt.: τεϋ ίν 55 τενς Κ Iunt.: τεϋ Ιν 59  ού κά Wilamowitz: ουκ άν 
codd. 60 αύτίκα Paley: αυτόγα KPW: τόγε Qf ν
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ca κά τις συν ναι πλέων ξένος ώ δ3 άφίκηται,
ώς είδώ τί ττοχ’ άδύ κάτοικον τόν βυθόν ϋμμιν.
έξένθοις, Γαλάτεια, και έξενθοΐσα λάθοιο,
ώσπερ έγών νυν ώδε καθήμενος, οίκαδ3 άπενθεΐν-
ττοιμαίνειν δ5 έθέλοις συν έμίν άμα και γά λ 3 άμέλγειν 65
και τυρόν πάξα ι τάμισον δριμεΐαν ένείσα.
ά μάτηρ αδικεί με μόνα, και μέμφομαι αύτάι-
ούδέν π ή π ο χ 3 όλως π ο τί τιν φίλον είπεν ύττέρ μευ,
καί τα ϋ τ’ άμαρ έπ 3 αμαρ όρεύσά με λετττύνοντα.
φασώ τά ν κεφαλάν καί τώ ς ττόδας άμφοτερως μευ 7°
σφύσδειν, ώς άνιαθήι, έττεί κήγών άνιώμαι.
ώ Κύκλωψ Κύκλωψ, ττάι τάς φρένας έκπεπότασαι;
α ί κ’ ενθών ταλάρω ς τε πλέκοις καί θαλλόν άμάσας
ταΐς άρνεσσι φέροις, τά χα  κα πολύ μάλλον έχοις νών.
τάν παρεοισαν άμελγε· τ ί τόν φεύγοντα διώκεις; 75
ευρησείς Γαλάτειαν ίσως καί καλλίον’ άλλαν.
πολλαί συμπαίσδεν με κόραι τάν νύκτα κέλονται,
κιχλίζοντι δέ πάσαι, έπεί κ1 αύταϊς υπακούσω.
δήλον στ ' εν τά ι γά ι κήγών τις φαίνομαι ήμεν.

ούτω τοι Πολύφαμος εποίμαινεν τόν έρωτα 8ο
μουσίσδων, ράιον δέ δ ιάγ3 ή εί χρυσόν εδωκεν.
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ΒΟΥΚΟΛΙ ΑΣΤΑ1 Δ Α ΜΟ Ι Τ Α Σ  ΚΑΙ Δ ΑΦΝΙ Σ

Δαμοίτας χώ  Δάφνις ό βουκόλος είς ένα χώρον
τάν άγέλαν π ο κ 3, "Αρατε, συνά γαγον  ής δ3 δ μέν αυτών
πυρρός, δ δ3 ήμιγένειος· επί κράναν δε τ ιν ’ άμφω

6 g  λετττύνοντα Meineke: λεπτόν Ιόντα codd. 7 4  κα Ahrens: κεν S: καί 
Ω 79 MS: είναι Ω VII

VII i καί PQAU
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εσδόμενοι θέρεος μεσωι άμ α τι το ιά δ 3 άειδον. 
π ρ ά το ς  δ3 άρξα το  Δάφνις, έπεί καί π ρ α το ς  έρισδεν.

Δ ΑΦΝΙ Σ

βάλλει τοι, Πολύφαμε, τό ποίμνιον ά Γαλάτεια 
μάλοισιν, δυσέρωτα καί αίπόλον άνδρα καλευσα· 
καί τύ νιν ού ποθόρησθα, τάλαν τάλαν, άλλα κάθησαι 
άδέα συρίσδων. πάλιν άδ3, ίδε, τάν κύνα βάλλει, 
ά τοι τάν όίων επεται σκοπός· ά δέ βαϋσδει 
είς άλα δερκομένα, τά  δέ νιν καλά κύματα φαίνει 
άσυχα  καχλάζοντος επ’ αίγιαλοίο θέοισαυ. 
φράζεο μή τάς παιδός επί κνάμαισιν ορούστμ 
έξ άλός έρχομένας, κατά δέ χρόα καλόν άμύξηι. 
ά δέ καί αύτόθε τοι διαθρύπτεται· ώς ά π 3 άκάνθας 
τα ί καπυραί χα ιτα ι, τό καλόν θέρος άνίκα φρύγει, 
καί φεύγει φιλεοντα καί ού φιλέοντα διώκει, 
καί τόν άπό  γραμμάς κινεί λίθον ή γά ρ  έρωτι 
πολλάκις, ώ Πολύφαμε, τά  μή καλά καλά πέφανται.

τώ ι δ3 επί Δαμοίτας άνεβάλλετο καί τά δ ’ άειδεν.

Δ Α Μ Ο Ι Τ Α Σ

ειδον, ναι τόν Πάνα, τό  ποίμνιον άνίκ’ έβαλλε, 
κου μ3 έλαθ3, ού τόν έμόν τόν ένα γλυκύν, ώι ποθορώιμι 
ες τέλος (αύτάρ ό μάντις ό Τήλεμος εχθρ3 άγορεύων 
εχθρό: φέροι ποτί οϊκον, όπως τεκέεσσι φυλάσσοι)· 
άλλα καί αυτός εγώ κνίζων πάλιν ου ποθόρημι,

7 καί Meineke: τόν codd. 9  άδ’ ίδε Ω: άδί ΡΣν-1, 12 καχλάζοντος SZ: 
-οντα Ω 15 αύτόθε Ρ: -θι Ω ι6  φρύγει S: ~γή KWALU: -ξήι PG: φλέ
γει Q_ 2 0  καί τάδ’ άειδεν Κζ>: καλόν άείδε(ι)ν I Ρ '1' 2 2  τόν ενα Ω: ενα
KL ποθορώιμι Heinsius: -ωμαι US: -ημαι Ω 2 4  φέροι ποτί AaL2 U 
Mosch.: φέρει vel ψέρηι ποτί KAL: φέροιτο ποτ’ IG  2 5  ποθόρημι Α 
Mosch.: -ημαι Ω
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άλλ’ άλλαν τινά  φαμί γυναικ ’ εχεν- ά 5' άίοισα
ζαλοΐ μ’, ώ Παιάν, καί τάκεται, έκ δέ θαλάσσας
οίστρεϊ παπτα ίνο ισα  π ο τ ’ άντρα τε καί ττοτί ποίμνας.
σίξα δ’ ύλακτείν v!v καί τα ι κυνί· καί γά ρ  όκ’ ήρων
αύτάς, έκνυζειτο π ο τ ’ Ισχία ρύγχος έχοισα. 3ο
τα υτα  5’ ίσως έσορευσα ττοευυτά με ττολλάκι πεμψεΐ
άγγελον, αύτάρ εγώ κλαιξώ θύρας, εστε κ’ όμόσσηι
αυτά μοι στορεσείν καλά δέμνια τάσδ’ έττί νάσω·
καί γά ρ  θην ούδ’ είδος εχω κακόν ώς με λεγοντι.
ή  γά ρ  πράν ές πόντον έσέβλεπον, ής δέ γαλάυα, 35
καί καλά μεν τά  γένεια, καλά δέ μοι ά μία κώρα,
ώς π α ρ ’ έμίν κεκριται, κατεφαίνετο, τω ν δέ τ ’ όδόντων
λευκοτέραν αύγάν Παρίας ύπέφαινε λίθοιο.
ώς μή βασκανθώ δε, τρις εις έμόν έιττυσα κόλπον
ταύτα  γά ρ  ά γραία  με Κοτυτταρίς εξεδίδαξε 4°
[ά ττράν άμάντεσσι π α ρ ’ Ίπποκίω νι ιτοταύλει].

τόσσ’ ειπών τον Δάφνιν ό Δαμοίτας έφίλησε· 
χώ  μέν τώ ι σ ύ ρ ιγγ ’, ο δε τώ ι καλόν αυλόν έδωκεν. 
αυλει Δαμοίτας, σύρισδε δέ Δάφνις ό βούτας- 
ώρχεΟντ’ έν μαλακάι τα ί πόρτιες αύτίκα ττοίαι. 45
νίκη μέν ούδάλλος, άνήσσατοι δ ’ έγένουτο.
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ΥΛΑΣ

ούχ άμίν τόν "Ερωτα μόνοις ετεχ', ώς εδοκεύμες,
Νικία, ώ ιτινι τούτο θεών πόκα τέκνον εγεντο· 
ούχ άμΐν τά  καλά πράτοις καλά φαίνεται ήμεν,

29 σίξα Ruhnken: σΐγα vei σίγα vel σιγδι codd. ύλακτείν νιν ν: υλακτεί 
Κ'Σ' ''·: ύλακτείν I go έκνυζεΐτο K*P: -ατο Ω: -οΊτο -ήτο S Greg. 
Cor. 79 36 δέ μοι ΚΙ: 5’ έμίν ν: δέ μευ Ahrens 41 (— Ι0·ΐ6) om. Κ.
46 μεν Κ/: μσν ν VIII

V III 3 ημεν S·. ειμεν Κ'. ε\με$ PQ: ήμες W«
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οΐ θνατοί πελόμεσθα, τό δ’ αύριον ούκ έσορώμες· 
άλλα καί Άμφιτρύωνος ό χαλκεοκάρδιος υιός, 
δς τόν λΐν ύπέμεινε τόν άγριον, ήρατο παιδός, 
του χαρίεντος Ύλα, του τάν πλοκαμΐδα φορεύντος, 
καί νιν π ά ν τ’ έδίδασκε, π ατήρ  ώσεί φίλον υιόν, 
δσσα μαθών αγαθός καί αοίδιμος αυτός εγεντο- 
-χωρίς δ ’ ούδέποκ’ ής, ο ύτ’ εί μέσον άμαρ δροιτο, 
ουθ’ δκχ’ ά λεύκιππος άνατρέχηι ές Διός άώς, 
ούθ’ όπόκ’ όρτάλιχοι μινυροί π ο τί κοΐτον όρώιεν, 
σεισαμενας πτερά  ματρός έπ’ αιθαλόεντι πετενρωι, 
ώς αύτώι κατά θυμόν ό παΐς πεποναμένος είη, 
ήαύτώι δ’ ευ έλκωνή ές άλαθινόν άνδρ’ άποβαίη. 
άλλ’ δτε τό  χρύσειον επλει μετά κώας Ίάσων 
Αισονίδας, οί δ’ αύτώι άριστήες συνέποντο 
πασάν έκ πολίω ν προλελεγμενοι ών όφελος τι, 
ϊκετο χώ  ταλαεργός άνήρ ές άφνειόν Ίωλκόν, 
Άλκμήνας υιός Μιδεάτιδος ήρωίνας, 
συν δ ’ αύτώι κατέβαΐνεν "Υλας εύεδρον ές ’Αργώ, 
στις κυανεάν ούχ άψατο Συνδρομάδων ναΰς, 
άλλα διεξάιξε βαθύν δ’ είσέδραμε Φάσιν, 
αίετός ώς, μεγα λαίτμα, άφ’ ου τότε χοιράδες έσταν.

άμος δ’ άντέλλοντι Πελειάδες, έσχατιαί δέ 
άρνα νέον βόσκοντι, τετραμμένου είαρος ήδη, 
τάμος ναυτιλίας μιμνάσκετο θειος άωτος 
ηρώων, κοίλαν δέ καθιδρυθέντες ές ’Αργώ 
Έλλάσποντον ϊκοντσ νότωι τρίτον άμαρ άέντι, 
είσω 6’ όρμον εθεντο Προποντίδος, ένθα Κιανών 
αύλακας εύρύνοντι βόες τρίβοντες άροτρα, 
έκβάντες δ’ επί θΐνα κατά ζυγά δαΐτα πένοντο 
δειελινοί, πολλοί δέ μίαν στορέσαντο χαμεύναν.

ö εοιοασκε IP: -αξε codd. υιόν Π3: υίέα Κ: vice Ω ίο ούτ' Sauppe: 
ούδ' codd. u  ούθ’ Ιν: ούδ' Κ  δκχ’ ed. prine.: όκα codd.: όττόχ'
Graefe άυστρέχτμ Wüamowitz: -χει codd.: -χοι Schaefer 12 ούθ’ Ιό: 
ούδ’ Κ ό-ίτόκ’ S: όττότ’ Ω ig άψνειόν Ίωλκόν Κ: άφνειάν Ίαολκόν 
Ιν 22 σψστο Brunck: τ\ψ- codd. 23 Φάσιν codd.: Πόντον Griffiths 
24 delevit Meineke 3° εγεντο codd.: ΐκοντο Π10 33 δειελινήν KM*
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λειμών y a p  σφιν εκειτο, μέγα στιβάδεσσιν όνειαρ,
ένθεν βούτομον οξύ βαθύν τ ’ έτάμοντο κύπειρον. 35
κώιχεθ’ "Υλας ό ξανθός ύδωρ έτπδόρττιον οϊσων
α ύτώ ι θ ’ Ή ρακλήι και άστεμφεΐ Τελαμώνι,
οι μίαν άμφω εταίροι άεί δα ίνυντο τράττεζαν,
χάλκεον α γ γ ο ς  έχων. τ ά χ α  δε κράναν ένόησεν
ήμένωι εν χώ ρω ι· ττερί δέ θρύα ιτολλά πεφύκει, 4°
κυάνεόν τε χελιδόνιον χλω ρόν τ ’ άδίαντον
καί θάλλοντα σέλινα καί είλιτενής άγρω στις.
ύ δα τ ι δ’ εν μέσσωι Νύμφαι χορόν άρτίζοντο,
Νύμφαι ακοίμητοι, δειναί θεαί άγρο ιώ τα ις,
Εύνίκα καί Μαλίς έαρ θ’ όρόω σα Νύχεια. 45
ήτο ι ό κούρος έττεΐχε ττοτώι π ολυχανδέα  κρωσσόν
βάψ αι εττειγόμενος- τα ί δ ’ έν χέρι π ά σ α ι έφυσαν
ττασάων y à p  έρως άτταλάς φρένας έξεφόβησεν
Ά ρχείω ι επί τταιδί. κατήρ ιπε δ’ ές μέλαν ύδωρ
άθρόος, ώς ότε πυρσός ά π ’ ούρανου ήριττεν άστήρ  5°
άθρόος έν ττόντωι, ναύτας δέ τις  είπεν έταίροις
“ κουφότερ’, ώ παϊδες, πο ιεΐσθ’ όπλα· πλευστικός ούρος.”
Νύμφαι μέν σφετέροις επί γούνα σ ι κούρον εχοισαι
δακρυόεντ’ âyavoTai π α ρ εψ ύ χο ντ’ έπέεσσιν
Ά μφιτρυω νιάδας δέ ταρασσόμενος περί π α ιδ ί 55
ώ ιχετο , Μ αιω τιστί λαβώ ν εύκαμπέα τόξα
καί ρόπαλον, τό  οί αίέν εχάνδανε δεξιτερά χείρ.
τρις μεν Ύ λαν άυσεν, όσον βαθύς ήρυχε λαιμός·
τρις δ’ άρ’ ό π α ΐς  ύπάκουσεν, αραιά  δ ’ ΐκετο φωνά
έξ υδατος, παρεώ ν δέ μάλα σχεδόν εΐδετο πόρρω . 6ο
[ώς δ ’ ό π ό τ ’ ήυγένειος ά π ό π ρ ο θ ι λίς έσακούσας]
νεβρού φθεγξαμένας τις έν ούρεσιν ώ μοφάγος λίς
έξ εύνάς εσπευσεν έτο ιμ οτάταν επί δαίτα-

34 yàp σφιν εκ. codd.: σφιν ·ττα[ ΤΙ10: ττάρ σφιν εκ. Griffiths 4 8  έξε- 
φόβησεν M'J: έξεφηβόβησεν Κ: σμφεκάλυψεν Ω 49 αργείωι
Bonanno 5 1 ναύτας Brunck: -ταις codd. έταίροις Κ: -ρος h t 52
ττνευστικός Κ 55 έπί τταιδί Κ 5 8  βαρύς Κ 6ο versum delevit 
Griffiths 61  om. Π'ΚΣ
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Ηρακλεης το ιοΰτος έν ά τρ ίπ το ισ ιν  άκάνθαις

π α ΐδ α  πόθω ν δεδόνητο, πολύν δ ’ έπελάμβανε χώρον. 65
σχέτλιοι οί φιλέοντες, άλώμενος όσσ’ έμόχησεν
ούρεα και δρυμώς, τα  δ ’ Ίάσονος υστέρα π ά ν τ ’ ής.
|ν α υ ς  μέν άρμεν’ έχοισα μετάρσια τω ν  παρεόντω ν, 
ισ τ ία  δ ’ ημίθεοι μεσονύκτιον έξεκάθαιρον|
Η ρακλήα μενοντες. δ δ ’ αι πόδες ά γο ν  έχώρει η0

μαινόμενος· χαλεπός γ ά ρ  έσω θεός ή π α ρ  άμυσσεν. 
ο ύτω  μέν κάλλιστος Ύ λας μακάρων άριθμεΐται- 
Ηρακλεην δ ηρωες εκερτόμεον λ ιποναύταν, 

ούνεκεν ήρώησε τρ ια κ οντά ζυχον  Ά ρχω ,
πεζά ι δ’ ές Κόλχους τε καί άξενον ΐκετο Φασιν. ?5

66 ώς έμόγ. Κ 68~g Φ  codd: γέμεν Hermann πίθεοι h t τ κ  Ήοα- 
κλεη Κ ' °  ν



C O M M E N T A R Y

X Idyll i

A shepherd, whose name, Thyrsis, we learn in 19, compliments a 
goatherd on his syrinx-playing and is in turn complimented as a 
singer. The goatherd persuades Thyrsis to sing ‘the sufferings of 
Daphnis5 in return for a goat and a wooden bowl with marvellous 
decoration; the bowl is described in detail (27-60). Thyrsis then sings 
the story of Daphnis’ resistance to Aphrodite and ultimate death 
(64-145). The poem ends with the handing over of the bowl. There 
is no explicit setting, but Thyrsis comes from Etna (65) and sings a 
Sicilian song; it is not improbable that the setting is a stylised 
Sicilian countryside, cf. 24, 57nn.

Idyll i seems always to have been placed first in ancient collections 
of T .’s poetry, and it is not hard to see why. At its heart lies the story 
of Daphnis, variously the first ‘bucolic1 singer and the original sub
ject of ‘bucolic’ song; Thyrsis’ song begins with an invocation to the 
Muses to ‘begin the bucolic song5 (64), and so the placing of this 
poem at the head of a collection entitled Βουκολικά would be 
unsurprising. The author of the Hypothesis ascribes its position in the 
collection known to him to the fact that it ‘possesses more charm 
(χάρις) and art’ than the other poems. Be that as it may, its ‘pro
grammatic5 character is clear. It begins with the crucial idea of poetic 
‘pleasure’ (in.), and the description of the marvellous cup (27-61«.) 
evokes a style of poetry as well as a work of art, cf. Halperin (1983a) 
169-76, Cairns (1984). The programmatic significance of the subject 
is matched metrically and stylistically: there is a relatively high num
ber of guaranteed epic forms, and a very high incidence of bucolic 
diaeresis accompanied by period or colon end, cf. Di Benedetto
(1 9 5 6 ) 54~5> Van Sickie (*975) 55·

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

60

COMMENTARY: 1, IN TR O . 61

and any hypothesised early (or even authorial) collection is the sense 
of tradition which is written into the poem. Thyrsis is already a 
‘master poet’ (20) and the ‘sufferings of Daphnis’ have been sung 
many times before (19); Thyrsis has taken part in song contests which 
still live in the memory (24); even the carved scenes on the cup suggest 
a pre-existing tradition of poetry (27-6m.). The extreme courtesy 
and mutual praise of the opening verses both play off against an 
expectation of antagonism (Idyll 5), and are distinctly agonistic in 
form (ι - i i , i2-23nn.). T. may, moreover, be exploiting the poetry of 
Stesichorus for the song of Thyrsis (cf. below); if so, he is laying claim 
to a model from the ranks of high literature, rather as Callimachus 
uses Hipponax in the Iambi. In short, whatever the original circum
stances of writing and performance, Idyll 1 conjures up a pre-existing 
‘bucolic’ tradition, while itself founding such' a tradition, cf. Van 
Sickle (1975) 54-8, (1976) 22. Moreover, the three refrains which 
punctuate the song of Thyrsis chart the move from ‘beginning’ to 
‘repetition’ -  that move by which all acts of cultural foundation are 
marked -  and ultimately to ‘cessation’. Thyrsis’ song inaugurates 
and completes a whole genre.

Idyll i raises a popular song tradition to the level of high art: as 
the cup is an elaborate version of a common, rustic object, so the 
song of Thyrsis suggests the popular in both style (the refrains) and 
subject (Daphnis), but we may well believe that nothing like it had 
ever been heard or read before. Like the cup, the poem itself is ‘a 
marvel of the goatherd’s world, a τέρας to amaze your heart’ (56η.). 
Its power derives._from the fact that it does not fit readily into famil
iar categories (this is what a τέρας is), and it stands under the sign of 
Pan (3, 123-30), himself both ‘a marvel of the goatherd’s world’ and 
a τέρας (above, p. 15). Moreover, Idyll 1 is specifically music per
formed for prizes of a goat or a sheep ( i-n ,  25). βουκολιασμός was 
believed to be a pre-literate song (Intro. Section 2), and i- π  evoke 
the related τραγωιδία, ‘goat song’, which was variously etymolo
gised in antiquity: ‘song sung by goat-men’ and ‘song for [the prize 
of] a goat’ would both have been known to T .’s audience, cf. Dio- 
scorides, Anth. Pal. 7.410 (— HE 1585-90), Eratosthenes fr. 22 Powell, 
Pickard-Cambridge (1962) 112-24. The opening verses thus suggest a 
historical narrative for ‘bucolic’ which is analogous to the familiar 
account of tragedy’s origins. Later Peripatetic theory seems in fact



COMMENTARY: 1, IN TR O .

to have invented an origin for bucolic on the pattern of the story 
told about the origins of comedy (Intro. Section 2); T. himself, how
ever, has already inscribed a related history in the fabric of Idyll 1. 
‘Bucolic1 here is literally a kind of ‘tragedy’, with Pan taking the 
place of Dionysos, that Olympian to whom Pan stands nearest 
(k. Pan 46); Pan, Dionysos and the nymphs are indeed also found 
together in a ‘pastoral’ epigram of Leonidas (Antk. Pal. 6.154 =  HE 
2555-62). It is Dionysos who is evoked by Thyrsis’ name (19η.), and 
the decoration on the ‘ivy-cup’ specifically recalls a famous Dior 
nvsiac miracle feq-gm.l· The boy weaving his cricket-cage, who is 
at one level a figure of the poet, is set within the Dionysiae locus of 
a ripening vineyard (cf. the story of the young Aeschylus’ poetic 
‘initiation’ by Dionysos (Paus. 1.21.2 =  Acsch. Test, in  Radt)). At 
another level, the ‘sufferings of Daphnis’ clearly resemble a tragic 
pathos (cf. A. Parry, YCS 15 (1957) n-13), and the θρήνος or lament 
offers another vision of pre-tragedy, the kind of song which, taken in 
another direction, led to ‘drama’. Idyll 1 thus shares the very strong 
literary-historical orientation, of much third-century poetry (cf. 
Hunter (1998)). Dionysos plays an imjmrtant r.ôle also in the ‘bucolic 
foundation’ of Idyll 7 (7.154η.).

The marvellous cup is another Dionysiae artefact, but the ‘mimetic 
realism’ of the scenes, their contemporary or at least timeless setting, 
and their subjects -  erotic rivalry, rustic labour -  suggest perhaps 
the traditions of comedy, and cqmedy’s_ forebear, the Odyssey, rather 
than those of tragedy and the Iliad. Where the story of Daphnis, like 
so many tragedies, blocks generational passage, the cup, like both 
\the Odyssey, from which the κισσύβιον ultimately derives, and New 
SComedy, lays great stress upon ‘the ages of man’ and the activities 
appropriate to each. The ‘goat-song’ of Pan will thus be as double as 
the god himself, and the Aristotelian distinction between the pathos 
of the Iliad and the ethos of the Odyssey (Poetics 1459614-15), a dis
tinction which later theory applied to tragedy and comedy (cf. 
Quintilian 6.2.20, Halperin (1983a) 239-43, C. Gill, CQ_ 34 (1984) 
149-66), is played out in the counterpoint of the song and the,..cup. 
In Daphnis and the Cyclops of Idylls 6 and 11 (the original owner of 
a κισσύβιον) T. constructed two proto-bucolic poets, both Sicilian 
herdsmen, both in other versions blinded, but one tragic and one 
comic, one a hero of pathos, the other of ethos: ‘bucolic’ was to
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encompass them both. For a different view of pathos and ethos in Idyll 
i cf. Walsh (1985).

The song of Thyrsis, the άλγεα Δάψνιδος, is mysterious and allu
sive. In the east of Sicily (68-9) Daphnis ‘wastes away’, a verb often 
used of the sufferings of unsatisfied love. He is visited by Hermes 
and his fellow-herdsmen who enquire as to his trouble; next comes 
Priapos who tells him that ά κώρα is searching madly for him, and 
the god calls him δύσερώς τις αγαν και αμήχανος. To these visitors 
Daphnis makes no reply but ‘saw his bitter love through to the end 
appointed by fate’ (92-3). Next comes Aphrodite who claims that 
Daphnis had vowed to defeat Eros, but he himself has now been 
defeated; Daphnis responds abusively to her, and then delivers a 
lyrical farewell to nature and Pan, as he acknowledges that Death is 
at hand (130). Fate has now run its course and, though Aphrodite 
would have wished it otherwise, ‘Daphnis went to the stream (εβα 
ρόσυ), and the whirlpool washed over the man who was dear to the 
Muses and no enemy of the Nymphs’ (140-1). Minimally, we may 
infer that Daphnis is ‘in love’, perhaps with the girl who is searching 
for him, but refuses to satisfy that love, even though he knows that 
that refusal means death (103). The manner of his death remains 
mysterious, but he may merely have ‘wasted away’ (cf. 7.73-7).

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

Some of our later sources for the story of Daphnis may have been
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written to explain Idyll i, and as such must be treated with caution, 
but the ancient tradition is fairly consistent; for useful surveys cf. 
Prescott (1899), LIMC m 1.348-52, Zimmerman (1994) 25-37. Our 
principal sources are as follows (omitting minor variants which have 
no obvious connection with T.).

(i) 7.72-7 ‘Tityros shall sing how Daphnis the oxherd once loved 
Xenea, and how the mountain grieved and the oak trees, which 
grow on the banks of the River Himeras, mourned him as he wasted 
(κατετάκετο) like snow on tall Haimos or Athos or Rhodope or fur
thest Kaukasos.1

(ii) Parthenius, Narr. amat. 29 ‘Concerning Daphnis. The story 
occurs in the Sikelika of Timaeus [FGrHist 566 *'83]. Daphnis was 
born in Sicily; he was the son of Hermes, and a fine syrinx player 
and very handsome. He did not consort with most men, but stayed in 
the countryside both winter and summer herding cattle (βουκολών) 
on Etna. The story is that the nymph Echenais fell in love with him, 
and told him not to sleep with (Panother) woman, for if he disobeyed 
he would lose his eyesight. For some time he held out, though many 
women were crazy about him, but finally a Sicilian princess got him 
drunk and roused his desire to sleep with her. Thus it was that, like 
the Thracian Thamyras, an act of thoughtlessness caused him to be 
blinded.5 The attribution to Timaeus, a Sicilian historian of the late 
fourth or early third century, is due not to Parthenius but to a later 
annotator (cf. Knox (1993) 63-4), but it is not implausible, particu
larly in view of the next source.

(iii) Diod. Sic. 4.84 Tn the Heraean mountains [SE Sicily, inland 
from Syracuse], so the story goes, was born Daphnis, a son of 
Hermes and a nymph, and he, because of the bay ( δ ά φ ν η )  which 
grew there in profusion, was called Daphnis. He was brought up by 
the nymphs, and possessed very many herds of cattle which he 
tended very carefully. For this reason he earned the name ‘Boukolos’. 
He was a naturally gifted musician and invented bucolic poetry and 
song (t o  β ο υ κ ο λ ικ ό ν  π ο ί η μ α  κ α ί  μ έ λ ο ς) , which persists throughout 
Sicily to the present day. The story is that Daphnis hunted with 
Artemis and found favour with the goddess, and that he delighted 
her exceedingly with his syrinx playing and bucolic singing ( β ο υ κ ο 

λ ι κ ή  μ ε λ ω ιδ ία ) .  They say that one of the nymphs fell in love with 
him and warned him that, if he slept with another woman, he would
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lose his sight. A king’s daughter made him drunk and he slept with 
her, whereupon he was blinded in accordance with the nymph’s 
warning.’

(iv) Aelian, VH 10.18 ‘Some say that Daphnis the boukolos was 
Hermes’ eromenos, others that he was his son . . .  His mother was a 
nymph and she exposed him in a bay bush (έν δάφνηι). They say that 
his cattle were from the same stock as the cattle of the sun, of which 
Homer tells in the Odyssey (12.127fr.). When he was herding his cattle 
in Sicily, a nymph fell in love with him; he was beautiful and young, 
with his first beard, and she slept with him. She got him to agree not 
to sleep with anyone else, and she threatened that if he transgressed 
the agreement he would be blinded . . .  Some time later the daughter 
of a king fell in love with him, and under the influence of wine he 
broke his agreement by sleeping with the princess. As a result of this, 
bucolic song was sung for the first time (τα βουκολικά μέλη πρώτον 
ήισθη) and its subject was what happened (τό πάθος) to his eyes. 
Stesichorus of Himera [PMGF 279] began this kind of lyric (τής 
τοιαύτης μελοποιίας ύπάρξασθαι).’

The meaning of the last phrase is unclear: are the ‘first singing’ 
and Stesichorus’ poem intended to be the same, or is Stesichorus 
being credited with raising ‘bucolic song’ from a sub-literary to a 
literary form? Halperin (1983a) 79 understands the verb to mean 
‘inherited [from Daphnis]’, but Aelian is not explicit that Daphnis 
himself sang the story of his suffering, and such an interpretation, 
though in itself credible, finds no support in Diodorus. Doubts have 
been expressed about whether the famous Stesichorus of Himera, 
rather than a fourth-century namesake, really sang (or even men
tioned in passing) the story of Daphnis, but there is no compelling 
reason to reject the traditional interpretation (cf. L. Lehnus, SCO 24 
(1975) iQt—6, O. Vox, Belfagor 41 (1986) 311-17), and the reference to 
the River Himeras at 7.75 -  Himera stands at its mouth on the north 
coast of Sicily -  makes it not implausible that T. associated the story 
with his great Sicilian forebear.

(v) Σ 8.93 ‘The story is that Daphnis was loved by a nymph whom 
Sositheos [TrGF 1 99 fi] calls Thaleia. She told him not to sleep with 
another woman and when he disobeyed she came to hate him. So 
Theocritus says that the nymph rejected him, but that he persisted in 
his love for her and died of grief; but he also says that Daphnis
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rejected her and loved another, “how Daphnis once loved Xenea” 
[7-733- Others say that he was blinded and fell over a cliff as he 
wandered around.’

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

Sources (iii) and (iv) connect the story of Daphnis with the origin 
of ‘bucolic song’, as also apparently does Idyll 1. As an aetiological 
figure, Daphnis finds a close parallel in Menalkas, whose story was 
told by Clearchus (late fourth to early third century) in his Erotika 
(fr. 32 Wehrli =  Ath. 14 6igc-d): ‘Eriphanis, the lyric poetess (ή 
μελοττοιός), fell in love with Menalkas while he was hunting, and in 
her desire she too went hunting. She wandered and roamed over all 
the woods of the mountains . . .  so that not only the most heartless 
men, but also the most savage beasts, wept at her suffering (συνδακ- 
ρϋσαι τώι ττάθει), for they perceived the lover’s delusion. Hence, 
they say, she composed poetry and wandered through the wilderness 
calling out and singing the so-called “pastoral song” (υόμιον), in 
which occur the words “Tall are the oaks, Menalkas” .’ Here are 
many familiar elements -  unrequited love, a madly searching girl, 
the ‘pathetic fallacy’, the origin of a rustic poetry; those elements are 
differently distributed from their occurrence in any version of the 
Daphnis story, but the similarities are clear. Daphnis and Menalkas 
(originally a Euboean figure) are connected in various sources -  
Hermesianax apparently made them lovers (Σ 8.55 — fr. 2 Powell) -  
and they may have been rival ‘first inventors’ whom poets liked to 
bring together as competitors, à la Homer and Hesiod, cf. Idylls 8 
and g, Sositheos TrGF 99 f i . Clearchus’ account suggests, though 
does not state explicitly, that Menalkas rejected the love of Eripha
nis. The hunting motif (cf. (iii) above) might in fact suggest that 
Menalkas rejected all eros, like Hippolytus, Atalanta (3-40-2n.) and 
perhaps Daphnis.

The nature of Daphnis’ death (140-1) remains a tantalising puz
zle. For some critics, Daphnis is in love with a water-nymph -  per-
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haps has been punished by Aphrodite with this love -  and finally can 
hold out no longer; he thus throws himself into her pool and ‘dies’ in 
the manner of Hylas (cf., e.g., H. W. Prescott, C Q i (1913) 576-87, 
H. White, AC 46 (1977) 578-9). Comparable perhaps is Call. Epigr. 
22 (= HE 1211-14) in which Astakidas, who has been ‘snatched from 
the mountain by a nymph’, usurps Daphnis’ position as a subject for 
shepherds’ song (above, p. 3 n. 8). Line 103, however, seems to be a 
cry of ultimate defiance. For others, Daphnis refuses to satisfy his 
love for a mortal girl (ά κώρα), because of a boast or a general vow 
of chastity (cf. Hutchinson (1988) 149), or because of his oath to the 
nymph to which 97 may allude (cf. F. J. Williams, JHS  89 (1969) 
121-3). *n t îe tatter case, he may drown in the nymph’s pool as 
revenge for the breaking of his oath. Nevertheless, 140-i are 
intended to be mysterious: the ‘hero’ dies in a manner unlike that of 
ordinary ‘oxherds’, cf. Segal (1981) 50-3. The emphasis on the 
watery nature of his end -  whether it is understood literally or meta
phorically (71-50.) -  seems to point to a specific narrative and not 
simply to be an elaborate way of saying ‘went to the Underworld’, 
though the words must also evoke such an idea (ï40n., A. M. Van 
Erp Taalman Kip, Hermes 115 (1987) 249-51). Daphnis may, for 
example, have wasted away to nothing and the place of his death 
been marked by a spring.

Thyrsis’ song shapes the story of Daphnis as a myth, that is ‘as a 
narrative about the deeds of gods and heroes . . .  handed on as a 
tradition . . .  and of collective significance to a particular social 
group or groups’ (Buxton (1994) 15), and it also brilliantly displays 
what has been called the ‘improvisatory character of myth’ 
(J. Bremmer in J. Bremmer (ed.), Interpretations of Greek mythology 
(London 1987) 4). In the Hellenistic age traditional tales, like the 
story of Daphnis, were very commonly fashioned into aetiologies for 
ritual practice; ‘bucolic song’ is the recurrent commemoration of the 
pathos of Daphnis, and in the threnodic form of Idyll 1 is very close 
to ritual. As a myth, the story of Daphnis has clear analogues. 
Daphnis’ resistance to eros brings him close to the Phaedra of Euri
pides’ Hippolytos, although as a male who insults Aphrodite he stands 
closer to Hippolytos; with Hippolytos he shares an almost obsessive 
self-concern, a sense of his own worth and position (120-in.). For 
both figures this ‘radical refusal of the “other” ’ inevitably means



‘that when desire comes, it will turn not outward but rather within5 
(Zeitlin (1996) 223, 279). Zimmerman (1994) has in fact argued that 
we are to read Daphnis5 story as largely parallel to that of Narcissos 
(cf. 133): Daphnis5 ‘wasting5 is due to the effect of ‘the evil eye5 to 
which his scorn for love left him vulnerable, and his death is a lique
faction into the stream beside which he has been lying and in which 
he had seen his own reflection.

The story of Daphnis (as indeed that of Hippolytos) has clear sim
ilarities to eastern stories of the paredroi of great female divinities 
(Dumuzi and Inanna etc.). Such young men, regularly shepherds or 
herdsmen, are part son, part lover, and are characterised by great 
beauty and essential passivity; their death causes great grief to the 
goddess (even though she may be in part responsible for it) and 
upheaval in nature, and is usually commemorated in song (cf. again 
Hippolytos, Eur. Hipp. 1428-30). The most familiar of these figures 
is Adonis (cf. 3.46-8, Idyll 15); 109-10 in which Daphnis taunts 
Aphrodite with her lost favourite might also be an acknowledgement 
of the affinity of Daphnis and Adonis. Bion certainly drew heavily 
upon the song of Thyrsis for his Lament for Adonis (cf. A. Porro, Aevum 
Antiquum i (1988) 211-21), and the Daphnis of Eclogue 5 owes much 
to Adonis (cf. esp. lines 22-3). Reconstruction of a ‘chain of trans
mission5 from the east to T. is fraught with difficulty, but as ‘the 
pathetic fallacy5 also seems to look eastwards (71-50.), the similarities 
cannot be dismissed. Cf. further W. Berg, Early Virgil (London 1974) 
15-22, Halperin (1983b), Griffin (1992).

Title. Θύρσις ή Τύιδή (Σ and some MSS), Ποιμήν καί Αίπόλος vel sim. 
ceti.

Modem discussions. Cairns (1984); Calame (1992) 59-85; Edquist (1975) 
roi-8; Griffin (1992); Gutzwiller (1991) 83-104; Halperin (1983a) 
161-89; Lawall (1967) 14-33; Miles (1977) i4 5 “ 5 6; 0 t t  (i9 69 ) 85 ~*3 7 ; 
Schmidt (1987) 57-70; Segal (1981) 25-46, 50-3; Stanzel (1995) 248- 
68; Walsh (1985) 2-11; Zimmerman (1994). For further bibliography 
on the ekphrasis of the cup cf. 27~6in.

i —i i  In sound, dialect and rhythm the opening exchange announces 
a ‘new5 poetry to which our ears must become accustomed, cf. D. 
Donnet, AC 57 (1988) 158-75. Bucolic diaeresis is observed through-
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out, and until 9 no verse has more than one spondee; the opening 
verses thus strongly align T .’s poetic ‘whisper5 with ‘modern5 poetic 
taste, though his overall practice is somewhat different (Intro. Sec
tion 4). Bucolic poetry is to be a ‘clear5 and ‘sharp1 sound, like that 
of the syrinx itself which is evoked by the repeated i and ii sounds of 
the opening verses (cf. Eel. 1.1 Tityre tu . . . ,  Arg. 1.577-8 σύριγγι 
λιγείηι | καλά μελιζόμενος). [Arist.], De audib. 8o4a22~5 lists cicadas, 
grasshoppers and nightingales as examples of creatures whose song 
is λιγυρόν ‘sharp5 and λεπτόν ‘thin5, and all are associated by T. 
with ‘bucolic song5 (cf. 52, 136, 7.139).

The ‘competition5 of compliments with which the poem opens 
does not necessarily mean that the goatherd is to be imagined as 
playing the syrinx and Thyrsis ‘singing5 before the poem begins (7- 
8n.); these are the usual skills of the two characters. Rather, this 
‘competition5 corresponds to the opening exchange of abuse in Idyll 
5: in both poems a poetic exchange, though of very different kinds, 
follows; so too in Idyll 7 the preliminary sparring of Lykidas and 
Simichidas is a form of ‘bucolic agon'. In Idyll 1, however, eris (24) is 
a thing of the past, now recollected only in art, whether on the cup 
or in the song of Thyrsis; the present is marked by reciprocal φιλία, 
the past by the bitterness of eris and ms. T. thus not merely explores 
the shifting relationship between frame and included song, but also 
suggests the timelessness of bucolic conventions in a poem which is 
actually going to ‘invent5 those conventions. The second structure 
which informs ι- n  is that of the ‘priamel5, in this case of the simple 
‘A is fine, B is fine, but C is finest5 type, cf. Asclepiades, Anth. Pal. 
5.169 (= HE 812-15), ‘Sweet it is to drink ice-water when thirsty in 
summer, and sweet for sailors is the sight of the spring Garland after 
winter storms, but sweeter it is when one blanket covers lovers . . . ’ 
Thyrsis uses one version of this to compliment the goatherd (1-3), 
but then the goatherd caps the compliment by incorporating Thyr
sis’ priamel into a larger priamel structure: the opening ‘sweeter .. 
suggests that Thyrsis’ song surpasses not just the sound of splashing 
water, but also the music of 1-3. In both herdsmen’s priamels, how
ever, the final, and hence privileged, sound is that of human music -  
syrinx-playing and song: T .’s poetry both derives from and surpasses 
the music of nature.

1-3 > Ed. 1.1. ‘Something sweet, goatherd, the whispering



[which] that pine-tree by the springs sings, and sweet also is your 
syrinx-playing.’ The construction combines άδύ . . .  άδύ δέ with καί 
. . .  καί. The goatherd’s playing (and hence T .’s poetry) has the same 
qualities as nature itself, but this poetic vision of ‘nature’ will be a 
highly ‘artful’ one, as signalled here by the mannered word-order 
and phrasing (ψιθύρισμα . . .  μελίσδεται), which juxtaposes two key 
features of the bucolic locus, the music of nature and nature itself; 
both ψιθύρισμα and μελίσδεται are transferred from the human 
sphere to that of nature to emphasise the relationship. The link 
between nature and the ‘rustic music’ is further reinforced by the 
assonance of ψιθύρισμα . . .  συρίσδες, and prepares for the ‘pathetic 
fallacies’ of Thyrsis’ song (71-5^).

i  άδύ: ‘sweetness’ is to be the key quality of T .’s bucolic verse, cf. 
65, 145, 148, Call. fr. i.ii (Mimnermus as γλυκύς), άδύ suggests the 
quality of the sound of the syrinx itself (cf. Eur. EL 703 μοϋσα 
ήδύθροος of Pan’s playing) and the ‘pleasure’ it gives both men and 
animals (cf. Aristid. Quint. 2.5); the beauty of that sound mirrors 
and repays the beauty of the locus in which it is performed and the 
calm ease of the singer or piper (cf. 5.31-4 άδιου άισήι | τειδ’ ύττό 
ταυ κότινου κτλ., 6 .g, Edquist (1975) *02-3). Behind άδύ lies also a 
long-standing debate about the purposes and value of ‘literature’. 
The ‘pleasure’ (τό τερπνόν, dulce, iucundum) that poetry brings had 
been a battleground for Plato and Aristotle, and one branch of Hel
lenistic theory, particularly associated with Eratosthenes (cf. Pfeiffer 
(1968) 166-7), privileged poetry’s emotional appeal, its ψυχαγωγία, 
over any moral or educational claims it might have. On this view, 
‘bucolic poetry’ will have no effect in the world in which it is per
formed -  goats go on being goats, and Daphnis’ pathos will become, 
like the marvellous cup, purely a subject for our aesthetic apprecia
tion. Like, however, the ‘sweet (γλυκερή) voice’ of the Hesiodic poet 
('Theog. 96-103), bucolic poetry, the ‘sufferings of Daphnis’, can 
make us forget our own sufferings and induce a sense of άσυχία. In 
later rhetorical theory, ηδονή, like γλυκύτης, was a quality of 
thought and writing particularly associated with ‘bucolic’ and 
images of nature, cf. Hunter (1983b) 92-8. In particular, the 
description of nature in terms properly applicable to men, such as 
‘the pine whispering’, was considered ‘sweet’, and the ‘pathetic
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fallacy’ of 71-5 would be an excellent example of ‘sweet’ ideas; T. 
may have already been influenced by such critical categories, 
ψιθύρισμα: the soft (and sensual, cf. 2.141, 27.67-8) rustle of the 
leaves, cf. 27.58 άλλήλαις λαλέουσι τεόυ γάμου αΐ κυπάρισσοι, 
Ar. Clouds 1008 ήρος εν ώραι, χαίρων όπόταν πλάτανος πτελέαι 
ψιθυρίζηι, Anyte, Antk. PL 228.2 (= HE  735) άδύ τοι ευ χλωροΐς 
πνεύμα θροεΤ πετάλοις, Eel. 8.22 argutumque nemus pinusque loquentis. 
πίτυς: this name for the pine may have been particularly associated 
with Pan and Arcadia, cf. Pind. fr. 95 Maehler, Thphr. HP 3.9.4, 
Leonidas, Antk. Pal. 6.334 (—HE  1966-71); T. uses πεύκη only at 
7.88 (where see n.) and 22.40. The story of Pan’s love for the nymph 
Pitys is largely attested in imperial sources, but cf. Syrinx 4, Prop. 
1.18.19-20. αίπόλε: the goatherd remains nameless throughout 
the poem. In all the other ‘bucolics’, as also in Idylls 2, n , 13, 14 and 
15 and in later imitations, there is at least one proper name in the 
first or second verses, cf. J. Hubaux, RBPh 6 (1927) 603-16, Clausen 
on Eel. 1.1. Here the repeated generic addresses, αίπόλε . . .  ποιμήν 
. . .  αίπόλε . . .  ποιμήν (ι, η, ΐ2, 15), establish the antithetical bucolic, 
cf. Hunter (1993b) 40.

2 παγαΐσι: the presence of cool water is inevitable for any Medi
terranean locus amoenus. T. uses πα γά  only here, perhaps for the 
alliterative effect. μελίσδεται: μέλι- (connected with μέλος, 
‘song’ cf. 7) suggests τό μέλι ‘honey’, thus emphasising the ‘sweet
ness’ of bucolic, cf. 128 μελίπυουυ, i46-8n.

3 συρίσδες: Doric -ες for -εις in the 2nd pers. sing, is never metri
cally guaranteed in T., cf. Molinos Tejada 279-81; a Cyrenean 
inscription of the second century bc (SEG xx 719) gives ποτοισές for 
ποτοισεΤς, cf. Ruijgh (1984) 60 n.io. The syrinx is Pan’s instrument 
and that of the bucolic world. The herdsmen depicted on the Shield 
of Achilles ‘delight themselves with the syrinx’ (II. 18.526) in a scene 
which is constructed as antithetical to the world of martial epic; here 
too the syrinx functions as an image of a new poetic world. It was 
constructed out of reeds cut (usually) to the same length and held 
together with wax, and differential pitch was created by stopping 
each reed with wax at a different point, cf. [Arist.] Probi. 19.91968, 
Gow on 1.129, West (1992) 109-12; in the Roman period a syrinx 
constructed of reeds of descending length became standard.
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άθλον: the idea of competition for a prize appeals not merely to 
the agonistic Greek spirit (cf. 22.70-2) but also introduces a familiar 
feature of ‘bucolic poetry’ cf. 5.21-9. EB 55-6 revises the conceit, 
‘Pan might be afraid to play Bion’s syrinx, lest he take second prize.’

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

5 ές τε καταρρεί lit. ‘flows down to you’, not merely ‘falls to your 
lot’, though the verb may have been used colloquially in this way; as 
part of a pattern of water imagery, the word evokes the ‘flowing’ 
collapse of the kid, as it is sacrificed and then (6) eaten, cf. MD 32 
(1994) 165-8. The Doric accusative τέ is all but certainly restored 
also at 5.14.

6 ά χίμαρος ‘young she-goat’, one stage older than an εριφος 
‘kid’. The point of Thyrsis’ assurance -  to a goatherd who may be 
expected to understand such things -  is that it is not only the εριφος 
which is good to eat: so too is a young goat before she has had her 
own kids, cf. Hes. WD 591-2 on the pleasures of summer, βοός 
ύλοφάγοιο κρέας μή ιτω τετοκυίης | πρωτογόνων τ ’ ερίφων. With 
rustic cunning, Thyrsis proposes a diminution only of the goatherd’s 
flocks; the goatherd will respond in kind (9-11). κρέας: the 
transmitted κρης is a good Doric form (Sophron fr. 25 Kaibel, Ar. 
Ack. 795, Buck (1955) 39) and might be right; such an intrusive 
breach of ‘Naeke’s Law’ (130η.), however, would disturb the other
wise uniform rhythm of the opening verses. A long monosyllable in 
the second half of the fourth foot is very rare at all periods, and 
partial parallels at 5.132, 15.62 and 22.114 do not lessen the oddity, 
cf. O ’Neill (1942) 123, 139. At 5.140 καλόν κρέας is universally trans
mitted in the same sedes.

7 -8  > Eel. 5.45-8, 84. Either ‘Your song, shepherd, flows down 
more sweetly than that water [flows down]’ or ‘Sweeter, shepherd, 
[is] your song than that plashing water [which] flows down from the 
rock on high . . . ’; the syntactical ambiguity matches that of 1-2 (cf. 
Ott (1969) 88), just as the κ and λ alliteration, indicative of flowing 
water (cf. 7.137, 22.37-9, 49-50, Arg. 3.71), matches the sound effects 
of the opening verses. Whereas the opening verses move from nature 
to human music, 7-8 move from the shepherd’s song to natural phe
nomena. The principal models are Hes. Theog. 786-7 (the fearsome
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Styx is rewritten as a nameless and pleasant waterfall) and Od. 
17.209-10 (the spring at which Melantheus, Eumaeus and Odysseus 
meet, cf. Idyll 7, Intro.); both models mark bucolic as a re-writing 
and re-evaluation of epic. Although ‘your song’ refers primarily to 
special performances of the kind cited in 24 and exemplified by the 
Daphnis-song which is to follow, 1-6 are also part of ‘Thyrsis’ song’ 
here praised by the goatherd. It is amusing that the goatherd is 
so full of praise for a ‘song’ which was full of praise for him, but 
this technique also calls attention to the relation between ‘frame’ 
and ‘song’, or rather explores the distinction between them, cf. 143- 
5n.

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

9 Μοϊσαι: T. seems to have used this Aeolic and Pindaric form 
rather than the common Doric Μώσαι; he may also have used 
Μοΰσαι, but (if so) the rationale of the choice is unclear, cf. 117 
Άρέθοισα, Nöthiger (1971) 93, Molinos Tejada 55-8. οΐιδα: this 
accusative does not occur elsewhere (cf. Pfeiffer on Call. fr. 513); 
disyllabic όιν in 11 offers a mannered contrast.

10 σακίταν ‘fed in the stall (σηκός)’, rather than being allowed to 
graze with its mother. δέ may appear in the apodosis of a condi
tional, usually as here with a pronoun, cf. 29.17, Denniston 180-1.

12-23 The characters now ‘contest’ both the nature of the per
formances to follow and their location, cf. 5.31-61. Attempts to pro
vide a spatial map of the geography of the setting are doomed to 
failure; typical features of the locus amoenus (7.135-470.) are divided 
between the speakers and hence multiplied and stylised, cf. Eiliger 
(1975) 326-7, Pearce (1988) 295-6.

12 λήις: λήν ‘to be willing’ is completely absent from epic and 
high lyric, but is one of the most persistent features of literary Doric 
at ‘lower’ levels. Νυμφαν: it may be that we are to imagine 
statues of the Nymphs in the vicinity, c f 22η. τείδε ‘here’; the 
form occurs on a first-century bc papyrus of Epicharmus (fr. 99 
Kaibel =  CGFPR 83). The standard variants are τεΐνδε and τηδε, cf. 
Molinos Tejada 338-9, West on Hes. WD 635.



13 ώς ‘where’, a marked dialect feature. This verse recurs at 
5.101. μυρΐκαι ‘tamarisks’, cf. Lindseli (1937) 8o, Lembach (1970) 
105-6. It was perhaps this verse that prompted Virgil to make humiles 
myricae a symbol of Theocritean pastoral {Ed. 4.2).

14 συρίσδεν: cf. 16. Both -εν and -ειν or -ην infinitives are metri
cally guaranteed in T. (Molinos Tejada 312-17); the short form 
occurs also in the traditional language of high lyric (Nöthiger (1971) 
96-9). τάς δ ’ αίγας κτλ.: singing or playing the syrinx may be 
conceived as an alternative to ordinary pastoral activities (Idylls 1, 3) 
or as taking place during those activities (Idylls 4, 5).

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

16 δεδοίκαμ,ες: perhaps ‘we goatherds’.
17 εστι: cf. 3.37-911.
18 χολά ποτ'ι ρινί: cf. Herodas 6.37-8 μή 5 ή, Κοριττοϊ, την 

χολήν έπί ρινός | εχ’ ευθύς. The phrase combines semi-Homeric dic
tion (cf. II. 18.322 δριμύς χόλος) with a colloquial expression. At Od. 
24.318-19 δριμύ μένος moves along Odysseus’ nostrils as he watches 
his father weeping.

19 γάρ: ‘anticipatory’ γάρ (Denniston 69-70) explains the propo
sition of 21-3. Θύρσι: not otherwise attested, except in imi
tations of Idyll i {Epigr. 6, Myrinus, Anth. Pal. 7.703 (= GP 2568-73)). 
Θύρσος is not uncommon (LGPN 1 s.v.), and Θύρσις may suggest 
Dionysos, cf. above, p. 62. τα Δάφνιδος αλγε5: at 5.20 the phrase 
is used as proverbial for the worst fate which can befall a herdsman, 
άείδες: probably present (3η.), rather than an unaugmented imper
fect (άειδες). To (be able to) ‘sing the sufferings of Daphnis’ is vir
tually the same as ‘reaching mastery in bucolic song’ (20).

20 βουκολικός: cf. Intro. Section 2. πλέον: cf. 3.46-80.
21 >  Eel. 5.3. As the opening suggested a parallelism between the 

sounds of nature and bucolic song, so the central narrative is to be a 
projection from the environment of the characters: Thyrsis and the 
goatherd sit near statues of Priapos and the nymphs for Thyrsis’ song
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in which Priapos and the nymphs have important rôles. Πριάπω: 
Πρίαιτος is Attic /  koine and passed to the Romans, whereas ΓΓρίηττος 
is the Ionic form used in the god’s Lampsacene homeland. For T. 
certainty is hardly possible, but a Doric poet might well prefer the 
form with long -a. The cult of Priapos, the ithyphallic son of (vari
ously) Dionysos and Aphrodite, Dionysos and a nymph or Hermes 
and a nymph, spread from Lampsakos on the Hellespont all over the 
Greek world; in Hellenistic times he was particularly associated with 
Dionysos, and their images were carried together in the great pro
cession of Ptolemy Philadelphos (Ath. 5 20ic~d). His prominent rôle 
in Idyll 1 is thus a typically Hellenistic retrojection of ‘the present’ 
into the mythic past. In essence a fertility deity, the protector of 
crops and fruit, his functions clearly overlapped those of Pan; 
Pausanias says that he is honoured ‘wherever goats or sheep are 
pastured or there are swarms of bees’ (9.31.2). Springs, as sources 
of irrigation and fertility, were an obvious site for statues of the god 
(cf. Epigr. 4), as they were for Pan and the nymphs (Nikarkhos, Anth. 
Pal. 9.330 (= HE  2727-36) etc.). C f in general H. Herter, De Priapo 
(Giessen 1932).

22 Κρανιάδων ‘[statues of] Nymphs of the spring’, the νύμφαι 
κρηναΐαι of Od. 17.240, cf 13.43-5, Leonidas, Anth. Pal. 9.326 (= HE 
1978-83), Arg. 1.1228-9 etc'> f°r the form cf SH 978.14-15 επί 
πηγήν | τήνδε μετ’ εύνομίης βαίνετε Κρηνιάδες (probably not much 
later than T.). The transmitted κρανίδων would most naturally 
mean ‘springs’ (cf. Eur. Hipp. 208, Call. fr. 751), rather than ‘spring 
nymphs’, because in the latter sense the -1- might be expected to be 
short (cf EB 29). Like Priapos, nymphs are to play a major rôle in 
Thyrsis’ song, and it is important that bucolic narrative and bucolic 
emotion are seen to grow out of the context in which they are set.

24 This line presupposes (and thereby inaugurates) the existence 
of song ‘contests’, the rustic equivalent of the aristocratic games at 
which a Homer or a Hesiod competed and the dramatic contests of 
Athens. Thyrsis is most naturally understood to have sung ‘the griefs 
of Daphnis’ in this contest; this is his ‘masterpiece’, as Daphnis is the 
prime subject of ‘bucolic song’. In an amusing fantasy, Chromis may 
be imagined to have travelled from Libya to take part in one of 
these rustic ‘matches’, as Hesiod crossed the sea to Euboea [WD 
650-7) and as Theocritus and his contemporaries regularly travelled
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to poetic festivals; the most familiar institutions of classical poetry 
are thus to have their bucolic equivalents. ‘Chromis of Libya’ (or his 
family) may, however, have settled in the area long before, and he 
may have been no more a recent arrival than the Libyan goat of 3.5. 
Χρόμις is a Homeric name {II. 2.858) and a fish of uncertain identi
fication (Thompson, Fishes s.v.), but it may be relevant that among 
the people called Χρόμιος known to literature is a Syracusan patron 
of Pindar (Nemeans 1, 9).

25 ές τρις άμέλξαι ‘for milking three times’, i.e. I will let you milk 
her three times; for the ‘infinitive of purpose’ cf. Goodwin §770.

26 ποταμέλγεται ες δύο πέλλας ‘produces two pails of milk in 
addition [to the milk for her kids]’. The repeated numerals in these 
verses mark the goatherd’s ‘naïve’ eagerness to convince Thyrsis.

27-61 As Hesiod won a tripod, Thyrsis is to be rewarded with a 
marvellous cup; Cairns (1984) 106 sees here a reminder to T .’s 
patrons that they should be equally generous. The ekphrasis of the 
bowl is the goatherd’s ‘masterpiece’ to match the song which Thyrsis 
will sing. In the bucolic world of reciprocal exchange rather than 
financial transaction, cup is to be exchanged for song: both are of an 
equal value (56η.), which is that of a goat and a large cheese (57-8). 
The description of the wooden cup evokes contemporary ceramics, 
metalwork, and statuary in a fantastic τέρας (56), which is at once 
both ‘realistic’ and quite ‘unrealistic’; like Thyrsis’ song, the cup is a 
highly wrought and artistic version of an essentially humble and 
popular form. For Hellenistic ekphrasis in general cf. D. P. Fowler, 
JRS  81 (1991) 25-35, Hunter (1993a) 52-9, Goldhill (1994), M. 
Fantuzzi, Der neue Pauly s.v. ‘Ekphrasis’. On the cup cf. also Dale 
(1952), Gallavotti (1966), Nicosia (1968) 15-47, Manakidou (1993) 51-
83-

The three scenes all have analogues on the Shield of Achilles, and 
it is clear that the cup is to be seen as a ‘bucolicisation’ of the Shield, 
where the first ‘bucolic poets’ of literature appear (the herdsmen 
playing the syrinx, II. 18.525-6). Just as Homer’s shield was inter
preted as a comprehensive picture of the world (cf. P. R. Hardie, 
JH S  105 (1985) 11-31), so the cup offers a view of the wider world 
against which the limited concerns of ‘bucolic’ poetry are played 
out. In turning the Shield of war into a rustic bowl of peace, T. 
exploited a familiar opposition, perhaps under the influence of the 
roughly similar shape of the objects, cf. Ar. Ach. 583-6 (Lamachos’
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shield used as a vomit-bowl), Lys. 185-237 (a large kylix is substituted 
for an Aeschylean shield), Aristophon fr. 13.2 K~A τώυ θηρικλείων 
εύκύκλωτον ασπίδα, Arist. Poet. 1457619-22, Rhet. 3 I407ai5~i8 (a 
shield and a drinking-bowl (φιάλη) are ‘analogous’, as the latter is to 
Dionysos as the former to Ares); as on a shield, the decoration is on 
the outside (cf. below). The cup is not a simple representation of the 
bucolic world -  there are, e.g., no flocks -  because the ecphrastic 
relation here constructed between a described object and the poem 
in which it occurs is not that of ‘original’ and ‘copy’. The three 
scenes cover the three principal ‘ages of man’ (maturity, old age and 
childhood), as the Shield divided existence into ‘war’ and ‘peace’; so 
too, emotional (the lovers) and physical (the fisherman) πόνος give 
way to a labour (the boy’s weaving) which suggests poetic πόνος 
(7.5m.). That the art of poetry is expressed through an image (‘a boy 
weaving a cage’) is itself a manifestation of how poetry works; so too 
is the fact that the goatherd’s account of the scene does not follow 
the ‘natural’ order of child -  adult -  old man, cf. Ettin (1984) 116.

The fisherman and the boy in the vineyard suggest contemporary 
‘realistic’ trends in art, cf. Himmelmann (1980), id., Alexandria und der 
Realismus in der griechischen Kunst (Tübingen 1983), Laubscher (1982), 
Pollitt (1986) 141-7. An old fisherman is represented in famous 
statues in the Vatican and the Louvre and was clearly a widespread 
sculptural type (cf. 43η., Pollitt fig. 155, Ridgway (1990) 334-6); these 
may have had predecessors close in time to T., but relief work on 
pottery and metal will have been the principal influence, cf. U. 
Hausmann, Hellenistische Reließecher aus attischen und böotischen Werk
stätten (Stuttgart 1959), E. A. Zervondaki, MDAI(A) 83 (1968) 1-88; 
for a relief vase depicting fishermen cf. Zervondaki p. 35 with Tafel 
26.4-5. By suggesting that the subjects of his poetry have already 
been copied into art, only then to be re-inscribed in literature 
through the device of ekphrasis, T. reinforces the sense of tradition in 
his poetry; in describing works of art, literature erects a hierarchy in 
which art is both derivative from literature and also needs the writ
ten word if its narratives are to be explained, and indeed from a 
later period survive relief bowls decorated with scenes from epic and 
tragedy (cf. Hausmann op. cit.). For an early nineteenth-century 
silver version (by Paul Storr) of T .’s cup cf. Gallavotti (1966) 431, 
W. G. Arnott, QPCC 29 (1978) 129-34.

27-31 >  Eel. 3.36-9.



27 κισσύβιον? a rustic wooden bowl or pail (Od. 9.346, 16.522) 
which could doubtless double, as here (cf. 55, 149), as a drinking ves
sel, cf. Dale (1952), Halperin (1983a) 167-76. After Homer the word 
may have been restricted to literature. The most common etymology 
was ‘a bowl made of ivy-wood (κισσός)’ (cf. Eur. Cycl. 390-1, Ath. 11 
476f~7e), but such bowls are technologically improbable, and the 
word is perhaps non-Greek in origin, cf. G. A. Mastrelli, SIFC 23 
(1948) 97-112. T. may wish to etymologise as ‘decorated with an ivy 
pattern’ (cf. 30, Pollux 6.97). κεκλυσμένον! wooden vessels 
might be sealed with wax for protection and to prevent seepage into 
the wood, cf. Ovid, Met. 8.668-70; Cato, De agr. m  says that ivy- 
wood is porous to wine, κλύζειν is the technical term for such sealing 
(Ammonius, De diffi. 274 Nickau). aSct κηρώι: the wax shares the 
principal quality of bucolic poetry (in.).

28 άμφώες ‘two-handled’, a hapax corresponding to the Homeric 
hapax άμφωτος {Od. 22.10), used of the beautiful golden cup from, 
which Antinous is about to drink when Odysseus kills him; the 
change from precious object to wooden bowl is a pointed marker of 
the move from epic to bucolic, άμφώες may also suggest ‘double’: 
the cup is both ‘a cup’ and an image of poetry, it is ‘ambiguous’, 
νεοτευχές carries a ‘programmatic’ charge: this poetry is something 
quite new. The bowl still ‘smells of the knife’; the reference is not 
merely to the shaping of the bowl, but specifically to the carving of 
the decoration. Thus the inside of the bowl will be fragrant with the 
sealing wax, whereas the outside still carries the smell of wood
carving, cf. Könnecke (1917) 290-1.

29-31 ‘Up towards the cup’s lip weaves ivy, ivy intertwined with 
helichryse; along the flower winds the ivy-tendril rejoicing in its 
[own] yellow fruit.’ The intricate word-order is mimetic of the 
interwoven plants; the anaphora of κισσός across a verse-division 
displays the curling ivy. The principal model is the description at 
h. Dion. 40-1 of ivy curling over the mast of the ship carrying the 
god, άμφ’ ιστόν δέ μέλας είλίσσετο κισσός | άνθεσι τηλεθάων, χαρ- 
ίεις δ’ Ιτπ καρπός όρώρει, cf. K. J. Gutzwiller, A JP 107 (1986) 253-5; 
one Dionysiae miracle prompting amazement (A. Dion. 37) is used to 
describe another. The language of weaving (μαρύεται, κεκονισμένος) 
associates the cup with the ‘cricket-trap’ depicted on it (52-4): both 
artefacts suggest poetry.
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Except for one particular, the above translation broadly follows 
Gallavotti (1966). Both sides of the bowl (as defined by the two han
dles) carry a pattern of interwoven ivy and helichryse rising from the 
base and running around the top to form a frame closed at the base 
by an acanthus pattern (55). On the cup, as in the text, the two 
flower patterns frame the asymmetrical carved scenes (29-31, 55). 
Both painted pottery and Hellenistic silver-ware offer examples of 
such work. (Among those who have placed the decoration on the 
outside of the cup, the most popular alternative has been to see a 
line of ivy round the rim of the bowl with the ελιξ ‘opposite it’ (κατ’ 
αύτόν) and the scenes between the two; this, however, leaves the 
position and purpose of the acanthus unexplained. It is doubtful 
whether the imitations at Eel. 3.36-40 and Nonnus 19.130-1 should 
be used to try to explain T .’s text.)

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

30 ελιχρύσωι: probably Helichrysum sieulum, cf. Polunin-Huxley 
183-4. A· notice in the Suda (e 874), glossing a quotation from Call. 
Hecale (fr. 274 =  45 Hollis), alleges that έλίχρυσον can be the ivy- 
flower; there is, however, no other evidence for this meaning, έλιγρ- 
. . .  ελιξ . . .  είλεΐται reinforces the mimetic word-order; Et. Mag. 
330.29 Gaisford derives ελιξ from έλίσσω. κεκονισμένος ‘inter
woven’, from the rare κονίζειν, continuing the image in μαρύεται, 
cf. Hesychius δ 1070, Latte (1968) 668-9; Σ glosses as συμπεπλεγμέ- 
νος. κεκονι(σ)μένος has more usually been derived from κονίω, and 
interpreted as ‘dusted’ or ‘sprinkled’. κατ’ αύτόν ‘along the 
helichryse’.

31 καρπών, the tendril ‘rejoices in /  prides itself upon’ its saffron- 
coloured fruit (cf. Epigr. 3.3-4 τόν κροκόεντα . . .  κισσόν), a good 
example of γλυκύτης (above, p. 70) which illustrates the genesis of 
one kind of ‘pathetic fallacy’, for here the viewer shares the plant’s 
‘joy’. Gallavotti, however, understood the ‘fruit’ to be the yellow 
flowers of the helichryse.

32 εντοσθεν ‘within [the frame of the plants]’. The oldest witness 
reads εκτοσθεν, which would remove the potential ambiguity of 
‘inside’, i.e. ‘inside the frame’ or ‘inside the cup’, but seems an



unnecessary specification; it may have arisen precisely to remove the 
ambiguity. γυνά, τ ι θεών δαίδαλμα: cf. 15-79 (the tapestries) 
θεών περονάματα φασεΤς, 57η. δαίδαλμα belongs to the standard 
language of ekphrasis, cfi 11. 18.482, Arg. 1.729, Moschus, Europa 43, 
but here evokes Pandora, the most famous ‘fashioned’ woman of 
Greek story, an emblem of women’s power to cause ‘grievous desire 
and body-devouring cares’ (Hes. WD 66) for men, cf. Miles (1977) 
*47-

34-5  >«“λόν: adverbial neuter. Ιθειράζοντες: this hapax could 
refer to either beard or hair, but the latter, the normal sense of 
έθειρα, seems more likely. άμοιβαδίς . . .  | νεικείουσ’ επεεσσι: 
the scene rewrites the ‘legal’ νεϊκος of the Homeric Shield (II. 
18.497-508), cf. 506 άμοιβηδις δε δίκαζον; a case of murder has 
become a fruitless erotic quest, νεικείουσ’ is a non-Doric form of an 
epic word, and έπος also is otherwise absent from the bucolic Idylls, 
cf. Hunter (1996a) 43-4; the diction thus marks the ‘epic’ origin of 
the scene. The men stand on either side of the woman and argue 
their case alternately (cf. the imitation at Longus, D&C 1.15.4-17.1). 
The principle of alternation suggests the bucolic agon, and επη hints 
at the performance of hexameters; it is noteworthy that at 7.48 ετώ- 
σια μοχθίζοντι is used of unsuccessful poets. Other Theocritean 
lovers do not, however, ‘contest’ before their rivals, cf. Idylls 3, 10, 
π  : such a stylised and controlled display is possible only in the freez
ing grip of pictorial art.

36—7 οκα μεν . . .  | άλλοκα S’: a Doric version of the epic ότέ μέν 
. . .  άλλοτε δέ, cf. 4 ·ΐ7~ Ι9 > Λ· ι8 ·5 9 9 ~6ο2> Call. h. 3.192-3, Chan
traine, GH 2.360-1. γέλαισα: if correctly restored, this will be 
the athematic participle of a thematic verb (< *γέλα-νσα), cf. 85 
ζάτεισα, 6.8 ποθόρησθα, 7.40 νίκημι. The phenomenon is standard 
in Lesbian Aeolic, but examples occur also in Cyrene and Cos; 
γελάοισα is, however, metrically guaranteed at 95-6. The woman 
laughs while the men suffer from the m s  for which she is responsible; 
here is the mortal equivalent of ‘laughing’ Aphrodite (95-6) and 
Daphnis. ποτί τόν ‘to the other’.

3 8  The first spondeiazon of the poem completes the scene; the 
heavy rhythm is mimetic of the men’s wasted labour, 
κυλοιδιόωντες ‘with bags under their eyes’, presumably caused by 
the sleeplessness typical of those in love; κύλα are the tender parts
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under the eyes and κυλοιδιάν . . .  τούς οφθαλμούς is a symptom of 
love at Heliod. 4.7.7. ετώσια μοχθίζοντι: cf. 7.48. They ‘labour 
in vain’ because, as Σ observes, ‘who could persuade a statue?’ As in 
35, the ‘naïve’ interplay between the narrative and the carving 
explores the principles of ecphrastic description.

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

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

41 τά καρτερόν: adverbial, cf. 3-3~5n. έοικώς: the standard 
language of ekphrasis, cf. Hes. Aspis 215 (the fisherman) άπορρίψοντι 
έοικώς, Arat. Phaen. 63-7 μογέοντι . . .  άνδρ'ι έοικός κτλ., Arg. 1.739 
(Zethos) μογέοντι έοικώς. All such figures are merely ‘like’ because 
they are not ‘real’, but the phrasing also foregrounds the rôle of the 
interpreter in literary ekphrasis.

42 ‘You would say that he was fishing with [lit. as to] all the 
strength of his limbs.’ φαίης xev: a Homerism, which might 
protect the epic-lyric κεν against Ahrens’ κα, cf. 34-50, In Homer 
φαίης κεν is used by both the poet and his characters (cf. De Jong 
(1987) 57-60, Richardson (1990) 174-8); T. uses it only here (150 
‘idpav . . .  δοκησεΐς and 15.79 θεών περονάματα φασεϊς are related 
forms), and the phrase will have particular significance in an ekphrasis 
concerned with the viewer’s production of meaning, cf. Arat. Phaen. 
196 (the constellation Cassiepeia) φαίης κεν άνιάζειν έπι παιδί, 
Herodas 4-28 (an ekphrasis in the mouth of a humble character) ούκ 
έρείς . . .  ; Here the form plays against the precious poeticisms γυίων 
and έλλοπιεύειν: would anyone ‘say’ such a thing? έλλοπιεύειν: 
ελλοψ (probably ‘scaly’) occurs as an epithet of fish in T .’s Hesiodic 
model (Aspis 212), and is used as a noun for fish in Hellenistic poetry. 
As fish were proverbially dumb, the standard etymology is έλλείπειν



την όττά, cf. Syrinx ι8 ελλοτπ κοόραι of Echo, who has no voice of 
her own, Hesych. ε 2i68, Et, Mag. 331.51-2 Gaisford. This verb, 
which is found only here, may therefore have special point for a 
work of art which cannot speak.

43 ‘Realistic’ depiction of veins, muscles and sinews is a familiar 
feature of Hellenistic statuary and ekpkrasis, cf. 22.44-50, 25.148-9, 
and is particularly prominent on the ‘Louvre fisherman’ (27-6in.). 
In Epist. 3.6 Pliny describes a bronze figure which he believes to be 
uetus et antiquum: effingit senem stantem; ossa musculi nerui, uenae rugae etiam 
ut spirantis adparent; rari et cadentes capilli. . .

44 πολιώι: perhaps little more than ‘old’, but the ecphrastic 
mode allows the goatherd to ‘see’ colours on the kissubion, no less 
than the poet describes the colours on Achilles’ shield. αβας: 
άβα is Aeolic and ήβα the original Doric, but άβα in third-century 
literary Doric would not be surprising, cf. Ruijgh (1984) 85, Cassio 
(59 9 3 )'> a second-century inscription from Tenos has both εφηβεύ- 
σαντες and εφαβοι (IGxn 5.911).

45-54 A vineyard at harvest-time is depicted on the Shield of 
Achilles (II. 18.561-72, cf. Hes. Aspis 292-300): young men and girls 
collect grapes in ‘woven baskets’ (cf. 52, Ed. to.71 which combines 
52 with its Homeric model), while a παΐς plays the lyre and sings 
λεττταλέη! φωνήι. So too the boy on the cup is an image of the 
bucolic poet, constructing something beautiful from ‘natural mate
rials’ (52-3), cf. Call. fr. 1.6 παίς άτε, Cairns (1984) 102-5, S. 
Goldhill, ICS 12 (1987) 1-6.

45 τυτθον δ’ οσσον απωθεν (lit.) ‘[It is] a little how distant from 
. . . ’, i.e. ‘very close to . . . ’ άλιτρύτοιο: Leonidas calls fishermen 
άλιττλάγκτοι . . .  δικτυβόλοι (Anth. Pal. 6.4.4 =  HE 2286).

46 Cf. II. 18.561-2 έν 5 έ τίθει σταφυλήισι μέγα βρίθουσαυ άλωήν | 
καλήν χρυσείην; the unusually close reworking acknowledges the 
significance of the Homeric passage as a founding ‘bucolic’ text, 
φπυρναίοιςφ: quite obscure and presumably corrupt. Briggs’s περ- 
κναϊσι (περκυαίαις iam Ribbeck) has won much favour (cf. ύπο- 
περκάζουσιν of the grapes in Alcinous’ orchard, Od. 7.126). τό πόρ
νον is ‘bread’, ‘food’, and ‘ready for eating’ would make good sense 
(cf. 49), but the adjective is unattested; πυρνοτόκος ‘producing food’ 
occurs as an epithet of άρουρα (IG xii 5.739, line 45). Wilamowitz 
understood ‘of Pyrnos’ in Caria; Ahrens proposed truppaiaiç, and
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Campbell (CQ,25 (1931) 90) γενναίας. (There is no evidence for any 
other reading, cf. J. Bingen, CdE 113/114 (1982) 313.)

4 « The two foxes echo and invert the two men who strove for the 
attention of the beautiful woman. Vineyards are a standard place to 
find foxes, cf. 5.112-13, Ar. Knights 1076-7, Song of Songs 2.15 
etc. μιν: the Doric is vtv, but the transmission is very unstable in 
such details (Molinos Tejada 248-53); epic colouring is appropriate 
in this ekphrasis, and άμφί δέ μιν is a Homeric verse-beginning (Od. 
3.467, 4.404 etc.).

49 τάν τρώξιμον: a collective σταφυλά may be understood, 
‘grapes ripe for eating (τρώγειν)’, but the expression may also be a 
colloquialism in which the absence of a noun is no longer felt. The 
Digest states that τρώξιμοι were grapes grown for eating rather than 
pressing (50.16.205).

50-1 The textual and interpretative problems in these verses have 
as yet found no satisfactory solution. The second fox presumably has 
designs on the boy’s own food (bread -  τα ξηρά -  carried in the 
pouch referred to in 53?), but the final four words of 51 defy expla
nation. άκρατίζεσθαι is ‘to breakfast’, but if άκράτιστον means 
‘having breakfasted’ and καθίξηι is intransitive, the minimum neces
sary change will be άκράτιστος to agree with the fox, ‘will not let 
the boy go until she has sat down having feasted upon dry food’; the 
word is, however, probably corrupt, ή άκρ- must be scanned as a 
single syllable by synizesis, but ή could be excised as an inter
polation. To the commentaries add J. Edmonds, CR 26 (1912) 241-2, 
A. Y. Campbell, CQ,2 5  (*9 3 ι) 90-102, A. D. Knox, C d 25 (1931) 205- 
II. τεύχοισα: cf. above, p. 26. φατί ‘thinks to herself’, cf. 
LSJ s.v. ib.

52 > Eel. 10.71. άνθερίκοισι ‘asphodel stalks’. πλέκει: 
weaving as an image for poetry occurs already in the archaic period 
(Bacchylides 5.9-10 ύφάνα$ I ύμνον, ig.8), and becomes a common
place of Latin poetry. άκριδοθήραν ‘a trap for crickets’; the vari
ant άκριδοθήκαν ‘a cricket-cage’ is not impossible -  the two variants 
also occur in the Longan imitation of this passage (D&C 1.10.2) -  but 
‘traps’ may also function as ‘cages’, as does the modern glass jar, and 
-θήκη words seem to be confined to containers for the dead or inan
imate (P. Kretschmer and E. Locker, Rückläufiges Wörterbuch der grie
chischen Sprache (Göttingen 1963) 86). ‘Pet’ crickets are the subject of



a number of contemporary epigrams (e.g. Leonidas, Anth. Pal. 
7.198 — HE 2084-91). Other ακρίδες posed a threat to grapes (cf. 
5.108-9), but it is unlikely that ‘locusts1 were the boy’s prey; for the 
terminological problems cf. Davies-Kathirithamby 135-44. The boy 
has become entirely absorbed in the task, and μέλεται δέ ο! κτλ. 
captures both the ‘frozenness’ of art and the innocent unconcern 
which is built into the pastoral vision from the earliest texts, cf. II. 
18.526, 21.39, Griffin (1992) 198-9; we are here close to an ancient 
expression of ‘art for art’s sake’.

53 σ χ ο ί ν ω ι  ε φ α ρ μ ό σ δ ω ν  ‘joining [the asphodel] to rush’; σχοίνωι 
is collective singular. The asphodel will give strength, while the more 
pliant rushes bind the trap together.

55 >  Eel. 3.45. The acanthus design runs round the base of the 
cup. δ έ π α ς :  in 27 the cup was a κισσύβιον and in 143 will be a 
σκύφος; such use of synonyms is a common feature of Hellenistic 
poetry, which always sought variety rather than sameness, 
π ε ρ ι π έ π τ α τ α ι  ‘is spread around’, perfect passive of περιπετάννυμι. 
υ γ ρ ό ς  ‘pliant’, ‘able to bend in supple ways’.

5 6  The expression of admiration refers to the acanthus, but col
ours the description of the whole cup, to which it forms the con
clusion; after the section-by-section account, we learn that the whole 
cup is a τέρας, as acanthus surrounds the whole cup. α ί π ο λ ι κ ο ν  

θ ά η μ α  ‘a marvel of the goatherd’s world’, an expression appropriate 
to the speaker. Despite Hes. Aspis 318, θαύμα ΙδεΤν καί Ζην! βαρυ- 
κτύπωι, ‘a thing at which a goatherd would marvel’ seems less nat
ural, although the difference is slight. For the variant αιολικόν 
cf. Wilamowitz (1906) 36-8. θάημα is the Doric form of θέαμα 
‘(marvellous) sight’, which was rightly connected in antiquity with 
θαύμα words, cf. Etym. Mag. 443.37-48 Gaisford; the language of 
‘wonder’ is standard in ancient ekphrasis, cf. II. 18.377, -Arg. 1.767, 
Moschus, Europa 49, LfgrE s.v. θαύμα, and see next n. τ έ ρ α ς  κ έ  

τ υ  θ υ μ ό ν  ά τ ύ ξ α ι  ‘it would amaze your heart as a wonder’, t u  θυμόν 
is a double accusative of ‘whole and part’, cf. K -G  1 289-90. Con
templation of the cup, like listening to the song of Thyrsis, produces 
not just ‘wonder’ but ‘amazement’; άτύζειν is a strong word of high 
poetry. The cup is a τέρας, i.e. a manifestation of the supernatural, 
and this associates viewing the cup with the reception of poetry. 
‘Pleasure’ as an aim of poetry (in.) was closely linked by Hellenistic

COMMENTARY: 1.57-60 85

theorists with έκπληξις, the ‘amazing’ of the mind and senses, a 
υπερβολή θαυμασιότητος (Arist. Top. 4 i26bi4); this was most 
important for tragedy and epic, but not limited to them, cf. Polyb. 
2.56.11, Strabo 1.2.17, R. Heinze, Virgil’s epic technique (Eng. trans., 
Bristol 1993) 370, 384-5. ‘Longinus’ 15.1-2 makes έκττληξις the 
purpose of poetic φαντασία, which is ‘when inspiration and emotion 
make you appear actually to see what you describe and bring it 
before your hearers’ eyes’; the goatherd thus inscribes both his tech
nique and our reaction into the text. As cup and song are reciprocal 
artefacts, so the effect of the cup upon Thyrsis will be the same as 
that of Thyrsis’ song upon the goatherd.

57 τώ μεν κτλ. ‘For it [i.e. in exchange for it] I gave . . .  as 
price . . . ’; the genitive resembles a genitive of price, cf. Od. 11.326-7 
Έριφύλην I ή χρυσόν φίλου άνδρός εδέξατο τιμήεντα, K -G  ι 
378. πορθμήι Καλυδνίωι ‘a ferryman from Kalydna’, an island 
(modern Kalimno) or set of small islands off the NW coast of Cos, 
cf. 17. 2.677, RE  X 1768-71. The geographical specificity increases the 
mystery of the cup’s origin: a ferryman might well have received the 
cup from a passenger, perhaps indeed from a god (which would give 
added point to 32); we might think of the story of Aphrodite and the 
ferryman Phaon. It would be hazardous to seek to draw conclusions 
from this phrase about the setting or place of composition of Idyll 1, 
cf. above, p. 2. (The text is not certain: the MSS have ττορθμεΤ 
Καλυδωνίωι ‘ferryman of Calydon’, which lies on the edge of the 
mountains towards the NW end of the Corinthian Gulf; this may 
have arisen from familiarity with the πορθμός Καλυδώνιος, Helio
dorus 5.17.i etc.)

58 τυρόεντα: meaning and text are uncertain. Hesychius glosses 
the word as πλακούντα ‘cake’, but it may simply =  τυρόν; άρτος 
τυρόεις is ‘cheese bread’ (cf. Sophron fr. 14 Kaibel). Elsewhere, 
however, the first syllable of τυρός is long; unless this is an unparal
leled exception, -οε- is scanned (by synizesis) as a long syllable or we 
should read τυρώντα or the text is corrupt.

59 > Eel. 3.43, 47. ποτί . . .  θίγεν: tmesis, although the verb 
normally governs the genitive rather than the accusative.

60 αχραντον: like νεοτευχές (28), ‘unstained’ suggests the novelty 
of T.’s undertaking, cf. Call. h. 2.111 (the programmatic epilogue) 
καθαρή τε και άχράαντος. There is humour in the implication that,



had a goatherd drunk from the cup, it would no longer be ‘pure’, 
κά: cf. 42η.

6 ι φίλος: cf. 149. φίλος as a nominative address occurs already in 
Homer, cf. II. 9.601, 21.106, M. L. West, Glotta 44 (1967) 139-44; in 
many cases the form seems to convey great urgency. τον . . .  
ύμνον ‘that . . .  hymn [we have mentioned before]5, ύμνος is here not 
simply ‘song’: the ‘song of Daphnis’ is an encomiastic commemora
tion of a ‘bucolic hero1.

62 κερτομεω: an allusion to the expected agonistic rivalry 
between musical herdsmen, cf. 5.77 τύγα  μάν φιλοκέρτομος έσσί. 
πόταγ’ ‘Gome on!5

63 έκλελάθοντα ‘which causes forgetfulness5, a strong aorist par
ticiple from έκληθάνω, cf. II. 2.599-600 (of the Muses taking away 
Thamyris5 musical skill). Hades wipes out memory (cf. Ar. Frogs i86, 
PL Rep. 10 621a), and this is particularly cruel for a singer, as the 
Muses are the daughters of Mnemosyne; cf. the variation at EB 22 
παρά Πλουτήί μέλος Ληθαΐον άείδει. The goatherd’s rhetoric is 
reinforced by the assonance of σοιδάν . . .  Άίδαν, and looks forward 
to Daphnis’ abandonment of music as he dies (128-30). The idea of 
an underworld river of Lethe, ‘forgetfulness5, is largely post-classical 
(cf. Roscher s.v., RE xn 2141-3).

®4“ I45 Ο*1 the manner and subject of Thyrsis’ song cf. above, 
pp. 63-8. Later antiquity developed a complex and confused scheme 
of classification for lamentatory poems: Thyrsis’ song may be de
scribed as an επικήδειου, in which praise of the dead played a major 
rôle, but very little generic importance should be attached to the 
label. Whether or not it is relevant that the Suda Life ascribes 
Επικήδεια to T. is unclear. There are major reworkings of the song 
in Bion’s EA, the EB, in Eclogue 5 (cf. I. M. DuQuesnay, PVS 16 
(1976/7) 18-41) and Eclogue 10.

64 >  Eel. 8.21, 25 etc. The song is punctuated by three different 
refrains; to judge from Σ, the changeover verses are 94 and 127 
(where see n.), but the transmission is far from unanimous. The 
refrains, which divide the song into short but irregular units, suggest 
both popular βουκολιασμός -  Wilamowitz compared them to a 
‘real-life5 blast on the syrinx -  and the antiphonal refrains of the 
threnodic tradition, cf. Wilamowitz (1906) 148-51, Alexiou (1974) 
131-7. άρχετε: the invocation to the Muses is of a traditional

COMMENTARY: 1.65-66 87

kind (cf. PMG 14a, 27, 278 etc.), but here it carries a particular 
charge: not only are the ‘sufferings of Daphnis’ the original subject 
of ‘bucolic5 song, but Idyll 1 is also a foundational poem (above, 
p. 61). βουκολικός: cf. Intro. Section 2. Μοΐσαι φίλαι: cf. 
9 -iin . Singers are ‘dear to the Muses’, cf. 141, 7.95 etc. Mortals call 
gods ‘dear5 when they have a special relationship with them and/or 
are asking a favour, cf. 2.142 (Simaitha and Selene), 7.106, 22.23.

65 A spkragis ‘seal5 which marks the song as the property of the 
singer; although this normally concludes rather than begins the 
song (cf., e.g., Theognis 19-24, Eratosthenes fr. 35.18 Powell του 
Κυρηυαίου t o u t 5 Έρατοσθένεος), there are exceptions (Sousarion 
fr. i K-A), and the historiographical tradition may be influential 
here, cf. Hecataeus, FGrHist 1 f i  Έκαταΐος Μιλήσιος ώδε μυθεΐται 
κτλ., Hdt. 1.1 'Ηροδότου ‘Αλικαρνησσέος άπόδεξις ήδε κτλ. For the 
spkragis in general cf. W. Kranz, Studien zur antiken Literatur und ihrem 
Fortwirken (Heidelberg 1967) 27-78. Αίτνας: whether this is the 
mountain (cf. 69) or the homonymous town at its foot, Thyrsis comes 
from the same area as the story of Daphnis which he is to sing; the 
spkragis therefore also gives authority to his song. The Cyclops is 
another proto-bucolic poet ‘from Etna5, cf. 11.47. Θύρσιδος άδέα 
φωνά: probably, ‘sweet is the voice of Thyrsis5 rather than ‘[this is] 
the sweet voice of Thyrsis5. ‘Sweetness’ echoes the beginning of the 
poem (1-30,), a repetition which questions the relation between the 
frame and the song: which constitutes ‘bucolic song5? άδέα: such 
feminine forms occur first in Homer, and then sporadically in both 
Doric and Ionic, cf. 3.20, 7.78, both in the same sedes.

66-9  > Ed. 10.9-12 (where see Clausen’s note). The fact that the 
Nymphs did not save Daphnis can only be understood on the 
assumption that they were elsewhere at the time; a feature of major 
gods -  that they may be either present (έπίδημος) or absent (απόδη
μος) -  is here transferred to nymphs, who are usually closely con
nected with a single locality. There are three further points. The 
Nymphs knew that Daphnis was to die, and gods keep away from 
death, even (or especially) the death of those close to them (cf. Eur. 
Hipp. 1437-9). Secondly, the absence of the nymphs from the lamen
tation for Daphnis, himself the son of a nymph, reverses the pattern 
of Achilles, at whose funeral his mother, her fellow Nereids and the 
Muses all lamented (Od. 24.47-59, Aethiopis p. 47 Davies). Finally, T.



tends to associate the Muses with ‘mythological’ poetry and the 
Nymphs with the lives of his fictional herdsmen, cf. 7.148η., Fantuzzi 
(1998b).

66 πή: the form used by T. is quite uncertain. Doric dialects knew 
πει (cf. 15.33, ?2.i), frôi and πή, cf. Buck (1955) 103, Gow on 15.33, 
Hunter (1996b) 156. apJ marks an urgent question, cf. Denniston 
39-40, LSJ S.V. B2.

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

6 8  ε ϊ χ ε τ ’ ΐ the standard verb for gods ‘haunting’ /  ‘protecting’ /  
‘dwelling in’ a place, cf. LSJ s.v. A3. Άνάπω: the Anapos flows 
from the hills into the sea at Syracuse.

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

71-5 In a startling narrative anticipation, the song begins after 
Daphnis’ death, thus confirming the power of Daphnis’ farewell and 
the efficacy of his call to nature: 115-21 (where see n.) closely rework 
71-5 to make this point. No convincing alternative has been sug
gested, though some sense of awkwardness remains. If 140 (where 
see n.) means that Daphnis’ death involved his disappearance, it is 
odd that the cattle mourn his corpse; at 7.73-7 the lamentation of
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nature for Daphnis takes place while he wastes away, and cf. Eel. 
10.14-16. Either, therefore, 140 is purely ‘metaphorical’ or 74-5 
refer to a time when Daphnis was wasting but not yet dead, while 
clearly evoking the imagery of death (cf. 74η.); so too could 71-2, if 
θανόντα is emended or explained.

The strong ‘pathetic fallacy’, in which nature responds to human 
events, rather than just mirroring them, is found also in connection 
with Daphnis at 7.73-7, and cf. 4.12-14, 6.45. It may be connected 
with Eastern lament traditions (cf. Griffin (1992) 204-9), j ust as 
Daphnis himself resembles figures such as Adonis (above, p. 68): cf. 
Epic of Gilgamesh p. 94 Sandars (Gilgamesh weeps for Enkidu) ‘And 
the beasts we hunted, the bear and the hyena, tiger and panther, 
leopard and lion, the stag and the ibex, the bull and the doe [weep 
for you]’, EA 32-6. The weeping of Achilles’ immortal horses for the 
fate of Patroclus {II. 17.426-40) shows Homer moulding the device 
to his own stylised view of the epic world. For the ‘pathetic fallacy’ 
in Greek poetry cf. F. O. Copley, AJP 58 (1937) 194-209, B. F. Dick, 
Comp. Lit. 20 (1968) 27-44, J· L· Buller, Ramus 10 (1981) 35-52, Reed 
(1997) 215. T .’s discretion in the use of the figure is marked by a dis
tinction between the wild animals of 71-2 and Daphnis’ own herds 
of 74-5. Whereas the latter gather around the dying or dead hero, 
the ‘crying’ of the former is more naturally located in their usual 
habitats, thus showing that in their case the ‘fallacy’ depends upon 
an interpretation by the singer of the sounds of nature, rather than 
upon a manifest and extraordinary event; cf. Leonidas, Anth. Pal. 
7.657.5 (= HE 2088), the request of a dead shepherd, βληχήσαιντ’ 
6téç μοι. T .’s usually neat separation of wild and domesticated 
was another distinction which subsequent bucolic abandoned, cf. 
A. Perutelli, ASNP m 6.3 (1976) 763-98. The ‘pathetic fallacy’ was to 
become one of the most familiar tropes of the Western pastoral 
tradition; it is already ironised by Meliboeus as a generic marker at 
Eel. 1.38-9.

71-2 >  Eel. 5.20-1, 27-8, 10.13-15. The pattern of 71, sssds, is 
very rare (cf. 22.39), an(i 72 is also heavily spondaic: the verses 
imitate the mournful howling of the animals. For a related effect 
in the same context cf. Eel. 5.24 non ulli pastos illis egere diebus. 
ώρύσαντο: the standard verb for the howling of wolves etc. (Livrea 
on Colluthus 116); it is nowhere else constructed with an accusative,
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‘how! for’, but the extension is not difficult. Nevertheless, the variant 
ώδύραυτο cannot be dismissed out of hand, particularly given T .’s 
fondness for mannered repetition; either corruption would be very 
easy to explain, (ώρύσαυτο seems to be imitated at Quint. Smyrn. 
12.518; ώδύραυτο at EA 18 may derive from 75, but is in any case 
itself problematic). δρυμοίο: cf. 3.15-17^ λέων: Sicily may 
never have known lions, as was already objected in antiquity (cf. Σ, 
Virg. Eel. 5.27 perhaps ‘correcting’ T.), but this is ‘myth’ (cf. Eur. 
Cyd. 248), and the proximity of Sicily to North Africa means that no 
great leap of imagination is required.

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

75 Another spondeiazon. δέ is treated as long ‘in ictus’.
77 Although some later sources make Hermes Daphnis’ father (cf. 

above, p. 64-5), it is his pastoral rôle as Hermes νόμιος which is cru
cial here (cf. h. Hern. 567-71, Ar. Thesm. 977-8 etc.). He comes from 
‘the mountain’, the place of summer pasturage, and an area naturally 
associated with this god of margins, cf. Buxton (1994) 81-96. Hermes 
is Pan’s father and, like his son, was credited with the invention of 
the syrinx (k. Herrn. 511-12); like Priapos, who is also sometimes 
Hermes’ son (21η.), Hermes is often depicted as ithyphallic, and may 
in general be credited with a fairly straightforward view of sexual 
passion (cf. Od. 8.338-42). It is he and Priapos, rather than Aphro
dite herself, who here take over the rôle of Aphrodite from Sappho 
fr. i.

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

80 > Ed. 10.19-21. The repeated verb imitates a Homeric man
nerism, cf. Od. 3.430-5, 8.322-3 (the gods coming to laugh at Ares 
and Aphrodite). In T .’s stylised countryside, unlike that of the poet 
of 9.17, there are no mixed herds of sheep and goats, cf. 6.6~7n. 
Later scholarly theory constructed a ‘bucolic hierarchy’ with oxherds 
at the top and goatherds at the bottom (cf. Proleg. c Wendel, Dona
tus, Vit. Verg. 49, Longus, D&C 1.16.1), and this verse may be thought 
to foreshadow that structure; ‘goatherd (in matters of love)’ is a jibe
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aimed at the amour propre of a βουκόλος in 86 (where see n.) and a 
shepherd in 6.7. In Idyll 1 a shepherd and a goatherd exchange songs 
about the originary figure of an oxherd, so that the latter is neces
sarily privileged in this ‘bucolic’ song. Elsewhere in the genuine 
‘bucolics’, the only real oxherds are Daphnis himself (cf. Idyll 6, 
Intro.), the errant Aigon of Idyll 4, Lykopas (5.62), and Damoitas 
(6.i-2n.); neither Aigon nor Lykopas actually appears, and Aigon’s 
social status seems rather higher than that of the other characters, 
cf. further 7·9ΐ~2η. As for shepherds and goatherds, there is no sign 
that the shepherds of Idylls 1 and 5 are a sodal cut above the goat
herds, though a sheep would normally be reckoned more valuable 
than a goat (5^25-30, 16.90-3), cf. Schmidt (1987) 37-5.

81 άνηρώτευν: cf. 3·ΐ8-2θη. τ ί πάθοι κακόν: a standard 
question to those in love (cf. 10.1, Sappho fr. 1.15, Arg. 3.675 etc.) or, 
as perhaps here, resisting love. Πρίαπος: cf. 21η. On the situa
tion presupposed by Priapos’ speech cf. the Introduction to this 
poem. He tries to be kind and helpful (Σ rightly identify elements of 
consolation in his speech); for him, the situation has a straightfor
ward physical solution. There is no reason to think, with Σ82-5(ε), 
that Priapos is teasing Daphnis because Daphnis himself is searching 
for the girl, rather than vice versa.

82-3  > Ed. 10.22-3. τάλαν here expresses sympathy, but 
elsewhere this vocative may suggest surprise or anger, cf. 6.8 (to 
another δύσερως, the Cyclops), 4.26 (to the thoughtless Aigon). The 
form is very common in Menander, where it is used almost exclu
sively by women (cf. D. Bain, Antichthon 18 (1984) 33-5); Hellenistic 
poetry, however, does not observe this distinction. νυ is common 
in questions of this kind (LSJ s.v. υϋν n 4), and seems more likely 
than τύ, particularly if accusative τυ is correct later in the verse. At 
5.41, άνίκ’ Ιπύγίζόν tu, τύ δ’ άλγεες, there is a pointed contrast 
between the characters to justify the repeated pronoun (cf. 5.39 εγώυ 
παρά τευς). The -τ- alliteration of Priapos’ rhetoric, matched by -π- 
alliteration in 83, is not spoiled by vu. τάκεαι: cf. above, p. 63. 
Daphnis is an extreme case of the traditional thinness and wasting of 
lovers (McKeown on Ovid, Am. 1.6.5-6). πάσας: in the accusa
tive plural of the first and second declensions T. uses forms with a 
short final syllable, as well as the familiar forms (cf. 90 τάς παρθένος, 
134 °XvaS> 3 ·2 αύτάς, 6.32 θύρας); such short-vowel forms, which



arise from the loss of -v- from *-ovs and *-ανς without compensatory 
lengthening, occur in some Doric dialects (including Cos and 
Cyrene) cf. Buck (1955) 68, Molinos Tejada 163-8. ποσσ'ι φορ- 
εΐται suggests the randomness of a wild search, cf. 13.70 (Heracles in 
a similar situation), 13.64.-7m. Bion draws upon both Idylls 1 and 13 
for his description of Aphrodite’s frenzied search for the wounded 
Adonis; EA 23 5 t’ άγκεα φορεΐται reworks the present verse (with 
πόσιν, line 24, as a mannered variation on ποσσί?).

85 ζάτεισ’: cf. 36η. The enjambment of the participle across the 
refrain emphasises the length and desperation of the girl’s search, cf. 
2.104-6 (a moment of suspense). δύσερως: at 6.6-7 Galateia is 
alleged to flirt with Polyphemos and call him δύσερωτα και α!πό- 
λον; that song assumes a situation in which Polyphemos could have 
Galateia but holds back. So here, Priapos probably considers Daph
nis δύσερως, ‘perverse with regard to love’, because he is not taking 
an easy opportunity. The precise nuance will, however, depend on 
the situation envisaged: elsewhere the word may connote an obses
sive desire for the unattainable (F. Williams, JHS 89 (1969) 122-3), 
and either this or ‘hopelessly in love (with another girl)’ have been 
proposed as interpretations, cf. above, p. 67. αμήχανος; for 
Priapos, any man who does not know what to do when a girl is 
‘after’ him is both ‘helpless’ and beyond help. Here it is the lover, 
rather than love itself (Sappho’s χλυκύπικρον άμάχανον ορπετον, 
fr. 130 Voigt), who is αμήχανος; at 14.52-3 τό φάρμακον . . .  άμηχα- 
νέοντος έρωτος [ ούκ οιδα, Aischinas’ love is αμήχανος because the 
object of his desire has fallen in love with another.

86-91 The listening goatherd apparently approves of this 
description of his kind as much as of the rest of the song (146-8); the 
framing context never completely disappears. As for the verses 
themselves, I86a explains that oxherds were self-controlled in mat
ters of sex, whereas goatherds were notoriously licentious; this, how
ever, seems entirely contrary to Priapos’ point, which rather implies 
Daphnis’ rejection of the girl who is seeking him. Schmitt (1997) 
argues from Σ that ‘goatherd love’ is so overwhelming that any 
attempt to satisfy it would be pointless, as Daphnis knows; others 
explain that the goatherd gets upset because he-goats can indulge 
themselves whereas he has no easily available woman, but neither 
explanation accounts for the analogy Priapos draws between the
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goatherd’s behaviour and Daphnis’ desire to ‘dance with the maid
ens’ (90-1). Even if Priapos is not a model logician, some relation
ship between the situations is inevitable; the analogy is reinforced by 
the virtual rhythmical identity of 87-8 and 90-1. Priapos’ point may 
be that the goatherd is δύσερως because, although having in his 
(female) goats a ready supply of outlets for desire, he longs for the 
impossible (transformation into a he-goat) rather than merely doing 
what a Priapos would do to the nearest available she-goat. Unlike 
the he-goat (151-2), the goatherd places emotional barriers and 
impossible wishes in the way of sexual satisfaction; the contrast is 
repeated in that between Tityros and ‘the goatherd’ in Idyll 3 
(below, p. 112), and is important for the whole construction of 
bucolic eros. The inimitable model is Pan, the goatherds’ god and ‘he 
who mounts the she-goats’ (αίγιβάτης), for he has achieved ‘meta
morphosis’ in being half-man, half-goat, cf. above, p. 15. Daphnis, 
according to Priapos, longs to join ‘the maidens’ in their dance; 
Priapos perhaps sees this as a strategy of seduction (cf. Achilles on 
Scyros). Priapos presumably simplifies to assimilate a situation which 
is beyond his understanding to the categories in which he sees the 
world, but in one sense at least he is right: to ‘dance with the maid
ens’, actually to become a παρθένος, would be to escape the anguish 
of sexual desire, and this is indeed what Daphnis wishes (cf. Miles 
(1977) 150, Zimmerman (1994) 52-3). Both he-goats and παρθένοι 
are represented as free of the erotic suffering felt by both ‘goatherds’ 
and Daphnis, but neither suggested transformation is possible.

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

87 βατεΰνται ‘are mounted [by the he-goats]’.
88 τάκεται οφθαλμώς: ‘wastes/melts in his eyes’ is chosen as a 

way of saying ‘cries’ (cf. Od. 19.204-9, Onians (1954) 201-3), to echo 
both Daphnis’ wasting condition (66) and the ‘bags under the eyes’ 
of the lovers on the cup (38). Whether this phrase and the corre
sponding one in 91 evoke the blinding of Daphnis may be debated. 
Zimmerman (1994) 52 connects this phrase with the ‘evil eye’, one of 
whose typical effects is ‘wasting’.



90 παρθένος: cf. 82-30..
92 Daphnis’ silence, broken only after Aphrodite’s final provoca

tion, marks him as a tragic figure. τώς: i.e. τούς ‘them’, Priapos 
and the herdsmen. ποτελέξαθ’ ‘addressed’, cf. 25.192, Livrea on 
Arg. 4.833. αύτώ: cf. 15.131 τόν αύτας . . .  άνδρα. Zimmerman 
(1994) 54~5  sees here an ambiguity explained by the similarity of 
Daphnis and Narcissos, i.e. both ‘his love’ and ‘love of himself’.

93 ανυε ‘bore to its end’, ‘saw it through’, though no exact paral
lel is at hand, cf. 2.164 οισώ τόν εμόν πόθον. ες τέλος . . .  
μοίρας ‘to the end [determined by] fate’. Wilamowitz’s μοίραν, 
‘bore his fate to the end’, makes explicit what is darkly suggested by 
the transmitted reading, which should therefore be retained.

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

95-6 Desperately difficult, and perhaps corrupt, verses. The 
laughter of Aphrodite may convey indulgence (cf. Sappho fr. 1) or 
triumphant glee (k. Aphr. 49 etc.), but both what she says to Daphnis 
and his reply suggest that here it is the latter, cf. Cameron (1995) 
412-13. Θυμός covers a range of emotions, from grief to anger. Here 
it is normally interpreted as the former: if she is griefstricken now 
(i.e. βαρύθυμος, cf. Hopkinson on Call. h. 6.80), as she may well be 
later (138-9), she must be hiding the grief and feigning a sense of 
mocking triumph, cf. G. Crane, HSCP 91 (1987) 161-84. Such a 
reading can, however, make no adequate sense of λάθρη, unless it is 
taken (unconvincingly) to mean ‘openly but treacherously’, and it is 
not clear that the second half of 96 can mean ‘holding (?back) deep 
grief’. The first knot would be cut by adopting Hermann’s attractive 
άδέα for λάθρη, which could be explained as an intrusive gloss. 
Others understand Aphrodite to be ‘laughing inside’ but feigning 
grief (like Clytemnestra at Aesch. Ck. 738-9), a pose through which 
Daphnis sees; άνέχειν will thus mean ‘hold out’, ‘display’, which 
seems possible, if very unusual, with an emotion as object, cf. G. 
Zuntz, CQ10 (i960) 37-40. If, however, we give weight to the appar
ently mocking tone of Aphrodite’s speech in which nothing suggests 
‘grief’ (cf. below on άργαλέω), we may be rather inclined to see 
‘anger’ on display here: Aphrodite is ‘secretly’ indulgent towards her 
Adonis-like favourite, but (with Zuntz’s interpretation of άνέχειν) 
puts on a display of angry mockery. This interpretation suits Aphro-
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dite’s subsequent wish to ‘save’ Daphnis (138-9). Daphnis, facing 
death and not party to the real motives and schemes of the immor
tals, takes his tormentor at her word and hurls abuse at her. This is 
as far as interpretation of the transmitted text can go. As an alter
native, it should be noted that άνά θυμόν may mean ‘in the heart’ 
(II. 2.36 etc.), and βαρύν may have replaced (e.g.) χόλον or even 
•πόθον, perhaps under the influence of Κύπρι βαρεία in 100. Nonnus 
34.303, είχε νόον γελόωντα, χόλον δ’ άνέφηνε προσώπωι, is at least 
suggestive. For the pattern of 96 cf. 7-6i-2n. γε μάν marks the 
climactic point of an enumeration, cf. Denniston 349, Wakker (1996) 
258. άδεια: probably neuter plural with γελάοισα, though many 
construe as feminine singular, cf. G. Tarditi in Filologia e forme letter- 
ane. Studi offerli a Francesco Della Corte (Urbino 1987) i 347-52. Ott 
(1969) 124-5 suggests that, as a feminine, the meaning is ήσθεΐσα 
‘pleased’ (cf. LSJ s.v. ήδύς n 2); this would sit well with the inter
pretation of 96 offered above.

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

98 άργαλέω ‘hard to bear (let alone defeat)’, as Daphnis has 
found to his cost; Aphrodite is under no illusions about what eras 
entails, άργαλέος is connected with άλγος (Et. Mag. 135.19 Gaisford), 
which gives point to Daphnis’ response at 103.

xoo βαρεία: cf. 3.15-17^
101 dsssd is a rare shape at all periods (Brioso Sanchez (1976) 39 

counts π  examples in the genuine corpus); the heavy rhythm dis
plays Daphnis’ bitterness, as does the rising tricolon with anaphora, 
νεμεσσατά ‘spiteful’, ‘nursing resentment’, cf. II. 11.649 (Patroclus 
about Achilles).

102 ‘Do you think that every sun has set for me?’, an apparently
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proverbial way of saying Ί  am not beaten by you yet’, cf. Diod. Sic. 
29.16, Livy 39.26.9. The suggestion that the sun will shine on Daph
nis even in the Underworld underlines his extraordinary defiance of 
‘the natural order5 (cf. Od. 12.382-3}. The implication of yap is ‘Do 
you say this (i.e. 97-8) because . . .  ?’ δεδύκειν: cf. u .in .

103 Δάφνις: the use of his own name evokes his kleos; this is the 
Daphnis ‘who everyone will know5 did not yield to eros. άλγος: 
cf. 98η. Daphnis will continue after death to be a source of ‘bitter 
pain5 to Eros, because Eros (and Aphrodite) will always know that 
one man at least rejected their power, and this man will be the sub
ject of a song, the άλγεα Δάφνιδος, which will be constantly re-sung. 
Daphnis’ ‘triumph5 over the obliteration of death contrasts with the 
projected fate of the singer (63).

105 Daphnis now turns from persistent defiance to Aphrodite’s 
own love-making with a βουκόλος, an episode which remained a 
μέγ’ όνειδος for the goddess (cf. h. Aphr. 24.7); she herself proved too 
weak to resist the eros with which she taunts Daphnis. Somewhat 
similar is the abuse which Gilgamesh hurls at Ishtar: ‘Your lovers 
have found you like a brazier which smoulders in the cold, a back
door which keeps out neither squall of wind nor storm . . .  Which of 
your lovers did you ever love for ever? What shepherd of yours has 
pleased you for all time? Listen to me while I tell the tale of your 
lovers . . . ’ (Gilgamesh p. 86 Sandars), cf. P. Walcot, Ugarit-Forschungen 
1 (1969) 118, Halperin (1983b) 190-1. As close in tone, however, is 
Helen’s abuse of Aphrodite at II. 3.406-9 ήσο τταρ’ αυτόν [i.e. 
Paris] ΐοΟσα κτλ.; there Helen, like Daphnis, rejects love-making, 
although in her case the goddess is to prove too strong. ού 
λέγεται κτλ.: for the ‘polite5 omission of, and hence suggestion of, 
a verb of sexual intercourse cf. Meleager, Anth. Pal. 5.184.5 {—HE 
4374} ούχ ό περίβλεπτός σε Κλεών;, Ter. Em. 479 eS° iüim eunuchum, 
si opus siet, uel sobrius, Ecl. 3.8-9, J. N. Adams, Phoenix 35 (1981) 120-8. 
Ίδαν: Ovid’s Alcithoe sets the story of Daphnis on Ida {Met. 4.276- 
8), perhaps under the influence of this passage.

106-7 > -ÊW. 7.12-13. The transmitted text implies a contrast 
between the oaks of Mt Ida at Troy (cf. II. 23.117-18, Thphr. HP 
3.8.2) and the galingale and bees of Daphnis’ location; there must be 
a pointed reference to the rôle of oaks in the story of Anchises 
{h. Aphr. 264), of which Aphrodite does not wish to be reminded. No
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point has, however, been discovered in a contrast between oaks and 
galingale (for attempts cf. Giangrande (1977) 177-86, Di Gregorio 
(1984) 280-2). Bees, on the other hand, are notoriously pure and 
asexual, so that at 107 Daphnis could be saying ‘Ida is where you 
belong; this place is chaste5, or perhaps he is alluding to a belief (see 
below) that bees sting adulterers, and thus giving Aphrodite some 
‘good advice5. Some critics (cf. Wilamowitz (1906) 229-35) have seen 
an allusion to an otherwise unattested story that it was bees, rather 
than lightning, which were the instrument of Anchises’ punishment 
by blinding when he finally revealed the story of how he slept with 
Aphrodite {h. Aphr. 286-8, Soph. fr. 373.2 Radt, Austin on Virg. Aen. 
2.649); Daphnis need not, however, make the point that Anchises, like 
Adonis, came to an unhappy end -  Aphrodite’s disgrace is sufficient.

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

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

Meineke noted that this translation seemed to imply a text of 106-7 
with ήδέ κύπειρος | ai δέ καλόν κτλ. In this case Daphnis would be 
sending Aphrodite off to a locus amoenus with a real sting in its tail; 
far from suggesting chastity, the similarity of Κύπρις and κύπειρος, 
and the latter’s use in garlands (cf. Aleman, PMG 58, P. E. 
Easterling, PCPS 20 (1974) 38-40), suggests that ‘galingale5 is an 
appropriate plant for a ‘love-nest5, ήδέ κύπειρον ends a hexameter 
at II. 21.351, and although this would be the only use of ήδε in the 
bucolics (cf. Hunter (1996a) 41), there are more than enough epic 
touches in the rest of the poem to allow the reading. The corruption 
may be explained as assimilation to 5.45-6. On balance, this seems 
to be the best option, but the weak MS attestation of 108 and the 
problems attending 109-13 suggest that there can be little confidence 
in this passage of text.



X09-10 >  Eel. 10.18. ‘Adonis too [i.e. as well as Anchises] is in his 
prime [i.e. ripe for sex] since . . . ’, cf. 3.46-80. Adonis’ activities, as 
listed by Daphnis, move from the harmless to the ultimately fatal, as 
Adonis was killed by a wild boar, a death which moved Aphrodite to 
paroxysms of grief, cf. Bion, EA. Adonis is the kind of seductive 
shepherd favoured by Aphrodite (cf. Paris) and thus ώραϊος for her. 
On the rhythm of 109 cf 130η. μδλα: this ‘hyperdorism’ for 
μήλα ‘sheep’ is found on a third-century papyrus of Stesichorus 
(PMGF 222b.241); it is customarily dismissed from the text of T .’s 
genuine poems, but too little is known about the construction of his 
literary Doric to allow any confidence in such matters, cf. 3.46-80., 
4.10, Gallavotti (1984) 7-8, Cassio (1993) 907-10.

112-13 Diomedes wounded and mocked Aphrodite in a famous 
sequence of II. 5 (lines 335-430): Diomedes, Dione and Zeus all 
advise Aphrodite to stay away from war, so Daphnis’ choice of mar
tial language is particularly pointed. αύτις ‘again’, ‘for a second 
time’. Cf. II. 3.432-3 (Helen to Paris) άλλ’ ΐθι vOv προκάλεσσαι 
άρηιφίλον Μενέλαον ) έξαυτις μαχέσασθαι εναντίον. δπως στα- 
σήΐί this imperative form with the future indicative is a colloquial 
Attic usage (Goodwin 94-5), not otherwise attested in T. Alternative 
proposals include making όπως στασήι a final clause dependent 
upon 105 with 109-10 being treated as a parenthesis (‘off to Ida -  or 
if you prefer there is Adonis -  so that . . . ’, cf. Könnecke (1917) 294- 
8), and wholesale deletion. Text and interpretation must be consid
ered uncertain.

115-21 Daphnis’ farewell reworks 71-5: 115-17 re-orders 71-2 and 
substitutes bears for lions, and 120-1 picks up 74-5 but omits ‘hei
fers’. The appeal to the surroundings recalls the final speeches of 
tragic heroes, c f Soph. Phil. 936-8 ώ λιμένες, ώ προβλήτες, ώ 
ξυνουσίαι | Θηρών όρείων, ώ καταρρώγες πέτραι, | ΰμϊν τάδ’ κτλ., 
Ajax 859-65, Eur. Hipp. 1092-7.

115 A tricolon begins the farewell in impressively rhetorical style. 
Daphnis’ relation with wild animals is that he pastured his cattle in 
country which really belonged to those animals and devoted his life 
to protecting his cattle from them. To this extent he is no different 
from ‘ordinary’ herdsmen. The animals’ grief, however, marks his 
death as the event which ultimately separated man from nature, as 
Prometheus’ deception separated men from the gods. ώ θώες, ώ
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άν’ κτλ.: -ες is treated as long in arsis (cf. Legrand (1898) 316-18) 
and the following ώ shortened (‘correpted’) before άν’, c f 15.123 ώ 
εβενος, ώ χρυσός, ώ εκ λευκώ κτλ. In both cases the prosody is 
expressive of the speaker’s emotion. φωλάδες άρκτοι ‘bears 
who dwell in caves’, rather than ‘bears in hibernation’ (φωλεία), 
which would explain their absence from the lamentation of 71-2 but 
might tip pathos into bathos; the phrase also occurs at IG xn 5.739, 
line 46 (a first-century Isis hymn from Andros). The Cyclops, 
another Sicilian singer from mythical time, keeps bear-cubs (11.41).

116- 17 b βουκόλος . . .  Δάφνις ‘the [famous] oxherd Daphnis’. 
C f the Sophoclean Ajax’s last words, τουθ’ όμίν Αίας τουπος ύστα
τον θροεΤ κτλ. υμμιν: the so-called ‘ethic’ dative (K -G  1 423) 
expresses Daphnis’ conception of the animals’ interest in him. 
ούκέτ’ . . .  ούκέτ’ evokes the language of epitaphs, cf. CEG 2.680.6, 
Anyte, Anth. Pal. 7.202.1 (— HE 704), 7.215.Î (= HE 708). ϋλαν: 
marginal wooded land where animals could be grazed; this aspect of 
the Theocritean landscape comes to dominate Virgil’s Musa siluestris, 
cf Eel. 1.2, 5, 4.3 etc.

117- 18 Cf. Ajax’s farewell to the waters, κρήναί τε ποταμοί θ’ 
οΐδε (Soph. Ajax 862). Άρέθοισα: the famous spring of Syracuse; 
for the form cf. gn. Θύβριδος: an unidentified geographical fea
ture ‘down from which’ waters rush (cf II. 9.15 ~  16.4 ή τε κατ’ 
αίγίλιπος πέτρης δνοφερόν χέει ύδωρ). Servius on Am. 3 ·5 °°  alleges 
that Athenian prisoners were compelled by the Syracusans to dig a 
ditch for a moat around Syracuse, and that this was called Thybris 
από τής ύβρεως; such a ditch would fit Daphnis’ words, but we 
might rather think of a natural feature. ‘Thybris’ (or ‘Thymbris’) has 
therefore often been identified with Monte Crimiti above Syracuse; 
the waters from this set of rocky gorges would, in T .’s day, have 
been channelled down to Syracuse, and such a fusion of mythic and 
present time would be very much in the manner of Hellenistic 
poetry, cf K. Ziegler, RE via 659-61.

120-1 > Eel. 5.43-4- Line 120 recalls 65 to associate Daphnis with 
Thyrsis, like all bucolic singers a ‘descendant’ of Daphnis. As Virgil 
saw (and made explicit), Daphnis here writes his own epitaph. 
Hector designed the epitaph of a Greek, whom he intended to kill, 
for a tomb which would be a source of eternal kleos for himself (II. 
7.89-90), but Daphnis’ self-contemplation brings him rather closer



to Hippolytos, cf. above, p. 67, Eur. Hipp. 1078-9, 1363-6 Ζευ, Ζεύ, 
τάδ ' όράις; I δδ’ ό σεμνός εγώ και θεοσέπτωρ | δδ’ ό σωφροσύνηι 
πάντας ύπερσχών, | προυπτον ές "Αιδην στείχω κτλ.

123-6 > Ed. 10.15, Georg. 1.16-18. it is standard in prayers and 
invocations to list possible places where the god may be found (cf. II. 
16.514-16, Aesch. Eum. 292-8, Ar. Clouds 269-74), just as one tries to 
list all the titles by which a god may wish to be known, cf. Norden 
(*9*3)  H 3 - 6 3 -

123 Παν Πάν: such doubling is common in address to a divinity, 
c f Aesch. Ck. 246 ΖεΟ Ζεΰ, θεωρός τώνδε πραγμάτων γενου, J. 
Wills, Repetition in Latin poetry (Oxford 1996) 50. Λυκαίω: 
Lykaion was a mountain in SW Arcadia with a famous sanctuary of 
Pan (cf Pausanias 8.38); here the name seems to be used for the 
whole range west of Megalopolis. Pan is, of course, quintessentially 
a god of the όρος, cf h. Pan (19) 6-21.

124 Μαίναλον: a mountain lying between Megalopolis and Man- 
tinea, and also associated with Pan, cf Call. h. 3.88-9, Pausanias 
8.36.8, RE  XIV 576-7. ενθ’ =  ελθ(ε).

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

Pelasgos

Lykaon

Kallisto (Helike) =  Zeus 

Arkas

As early as Hesiod (fr. 163 M-W) ‘the Great Bear’ constellation 
seems to have been identified as the (only) daughter of Lykaon, 
usually called Kallisto. When the Great Bear was subsequently iden
tified with Helike, one of the Cretan nurses of Zeus (cf. ‘Epimenides’ 
3 F23 D -K , Aratus, Pkaen. 37, Arg. 2.360, 3.745, RE  vii 2858-61), an 
assimilation of Kallisto to Helike was inevitable; for the various ver
sions cf Kannicht on Eur. Hel. 375-85, Borgeaud (1988) 29-34. ‘The
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peak of Kallisto/Helike’ might be any Arcadian mountain, though 
123 makes it not improbable that it is here Mt Lykaion, just as ‘the 
high tomb of the descendant of Lykaon, i.e. Arkas’ is probably to be 
identified with Mainalos (cf Pausanias 8.9.3-4). Pausanias 8.35.8 
identifies ‘the tomb of Kallisto’ as an Arcadian site, and Bosius con
jectured λίττ’ ήρίον; λίπεν piov occurs, however, in the same sedes at 
II. 14.225, 19.114.

Σ interpret very differently: Helike is the Achaean town of that 
name on the Corinthian Gulf, Rhion the promontory near Patrai at 
the western end of the Gulf, and ‘the descendant of Lykaon’ is 
Aipytos, a grandson of Arkas (Pausanias 8.4.7, 16.1-3) whose tomb 
near Mt Kyllene, the highest Arcadian mountain, is mentioned in 
the Iliad (2.605) and was still a tourist attraction in Pausanias’ day. 
‘Rhion of Helike’ makes little sense, however, (the two places are not 
adjacent), and there is no obvious connection with Pan. Never
theless, the Iliad passage is the start of the ‘catalogue of Arcadians’ 
and its striking word-play might have attracted any Hellenistic poet: 
οι δ’ εχον Άρκαδίην ύττό Κυλλήνης όρος αίττύ. j Αίπυτιον παρά 
τύμβον. The whole manner of 125-6 suggests the ‘mythological 
games’ of which Hellenistic poets were fond, and αιπύ τε σαμα pre
sumably signals by its allusion to the Iliad that more than one 
‘decoding’ of this phrase (Arkas or Aipytos?) is possible, τήνο ‘that 
well known . . . ’ adds to the learned tease.

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

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

128--30 > Ed. 2.36-8, Longus, D&C 1.29.2-3 (cf. Hunter (1983b) 
81-2).

128 φέρευ πακτοΐο: this articulation seems more likely than the 
active φέρ' εύπακτοϊο (both were known in antiquity): contrast the 
reworking at EB 55 Πανί φέρω τό μέλισμα; μελίπνουν ‘breath
ing sweetly (from the wax]’; the syrinx shares the sweetness of cup 
(έλικτάν recalls 30-1) and poem cf in., 27-8, 149-50. The sweet 
aroma of the binding wax forms an associative unity with the sweet 
breath of the syrinx-player and the sweet sound of the musical ‘airs’.

129 καλόν περί χείλος έλικτάν lit. ‘well bound-around [as to]



the lip1; καλόν is adverbial, περί . . .  ελικτάν in tmesis, and χείλος 
accusative of respect. The reference will be to binding near the lip 
which aids the wax between the reeds in holding the syrinx together; 
for περί . . .  ελικτάν of the object around which the bindings are 
wrapped rather than the bindings themselves cf. 2.121-2 λεύκαν . . .  
πορφυρέαισι περί ζώστραισιν έλικτάν. The interwoven word-order 
is clearly imitative of the sense. Both text and interpretation are, 
however, doubtful. The transmitted καλάν may be defended by 8.18 
σύριγγ' . . .  καλάν and Epigr. 2.1 καλάι σύριγγι (both in same sedes), 
but is flat and rhythmically inferior to καλόν, cf. also 5.134-5 ok’ 
αύτώι I τάν σύριγγ’ ώρεξα, καλόν τί με κάρτ’ έφίλησεν. If καλόν is 
adopted, it could also be taken as an adjective with χείλος. White 
(1979) 39-44 follows Σ in understanding the final words as ‘turned 
around <the player’s) lip’, in reference to the mode of playing the 
syrinx; it is, however, (as White recognises) the lips rather than the 
syrinx which move, and this can hardly be derived from the Greek. 
There is, moreover, no reason why Daphnis would say such a thing 
to Pan.

130 Άιδαν: word-break after a fourth-foot spondee (a breach of 
one of the Callimachean rules, ‘Naeke’s Law’) is very rare in the 
genuine ‘bucolics’ (cf. 6n., 109, mitigated by prepositive καί, 5.132, 
Intro. Section 4); how sensitive T. was to such matters can be seen 
from the fact that there are two examples in Idyll 10, six in Idyll 11 
(including line 1), and thirteen in Idyll 15 (of which eleven fall in the 
conversational lines 1-99), cf. ii.m ., Legrand (1898) 336, Fantuzzi 
(1995a) 231, 239. Ail third-century poets except Callimachus show 
sporadic infringements of this ‘Law’; Call, has only h. 4.226 (where 
Maas’s emendation is often accepted). “Αιδος, a familiar dactylic 
form in Homer, would remove the anomaly, but it is hard to believe 
that the heavy (? ugly) rhythm does not evoke the Death of which 
Daphnis speaks. ελκομαι: the verb would suit {inter alia) dis
appearance into a pool, cf. Arg. 1.1239 (Hylas and the nymph) 
εσπασε.

132-6 >  Eel. 3.89, 5.34-9, 8.26-8, 52-6 (cf. L. Braun, Phil. 113 
(1969) 292-7). Daphnis sees his life as so fundamental to nature that 
his death, unlike that of Adonis who was able to return, should be 
marked by an overturning of the natural order, cf. Walsh (1985) 3. 
Eel. 5.34-9 combines this with the Hesiodic-Aratean abandonment
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of the earth by the gods: postquam te [sc. Daphnin] fata tulerunt, \ ipsa 
Pales agros atque ipse reliquit Apollo. | grandia saepe quibus mandauimus hor
dea sulcis, I infelix lolium et steriles nascuntur auenae etc. For some similar 
passages in other cultures cf D. E. Gershenson, SCI 1 (1974) 24-8. 
Daphnis’ mode of expression is the adynaton (cf. 5.124-7), a statement 
of phenomena contrary to the natural order; such statements may be 
made either as a promise that nothing extraordinary will happen 
(‘lead will rise from the sea-floor before . . . ’, cf Ed. 1.59-63) or in 
response to an extraordinary event (‘Now I could believe cf. 
Archilochus fr. 122 West); the form becomes very common in Latin 
poetry, c f E. Dutoit, Le thème de Vadynaton dans la poésie antique (Paris 
1936), Nisbet-Hubbard on Flor. C. 1.29.10, 1.33.7. Daphnis’ death is 
not in fact contra naturam, but his obsessive concern with his own 
position places him, in his own eyes, at the very centre of the natural 
order. The rhyming verse-ends of 132-4 have the effect of a magical 
incantation, working the changes of which Daphnis speaks.

133 κομάσαι; c f Virg. Georg. 4.122-3 sera comantem \ narcissum. A 
more regular expression would be ‘let the juniper flower with the 
narcissus’ (cf. 7.9, Call. h. 3.41, Arg. 3.928); there is no need to see a 
play on κομαν επί in the sense of ‘pride oneself upon’ (Lembach 
(1970) 87). The thorny juniper makes an appropriate opposition to 
‘the beautiful narcissus’.

134 αναλλα ‘changed’, a very rare word, as also is the alternative 
εναλλα; the former might be thought lectio difficilior, because of the 
easy association of εναλλα with έναλλάσσειν, and the possibility of 
taking άν- as privative. That Virgil knew a text with εναλλα has 
been attractively deduced from Ed. 8.58 omnia uel medium fiat mare\ he 
would be playfully connecting εναλλα with ένάλια ‘things in the sea’, 
πίτυς: the very symbol of the ‘natural’ world, cf. 1, is to revolt.

135 > Ed. 8.28. We might have expected ‘Daphnis’ death’ to 
come after all the adynata, but ‘the natural tendency toward terminal 
weight is blocked .. .  Inventory is put at the service of disorder’ 
(Rosenmeyer (5969) 264-5). τ ά ς  κ ύ ν α ς :  hunting-hounds are 
usually (at least in literature) female, cf. Xen. Cyn. passim, LSJ s.v. 
κύων. ε λ κ ο ι  ‘worry’, ‘tear apart’, rather than ‘drag back’ (Gall. 
A- 3 -9 3 )·

136 Daphnis closes with a final spondeiazon. γαρύσαιντο: here 
constructed with a dative, ‘cry in competition with . . . ’, i.e. ‘rival’ (cf.



8.6 λήις μοι άεϊσαι), rather than just ‘cry to . . However unpleasant 
the cry of the scops owl (cf. Σ), whose name was etymologised from 
σκώτττειν, and however firmly this bird is linked with the woods, 
that it should ‘compete with nightingales from the mountains’ is not 
obviously a real revolution in nature. One zoological tradition dis
tinguished άείσκωπες, the common, noisy type, from σκώπες cf. 
[Arist.] HA 9 6i7b32-6i8a8, Call. fr. 418); the latter were rare and 
voiceless, (so rare in fact that they are unknown to modern ornitho
logy). To give the σκώψ a voice would then be a piece of ‘learning’ 
on a par with the mythological games of 125-6. At another level, it is 
clear that Daphnis identifies himself with the nightingale, the singer 
(Hes. WD 203-12) whose sweet song is surpassed only by Pan himself 
(cf. h. Pan (19) 16—18), cf. i-n n .,  8.38; it was for this reason that 
Daphnis handed his syrinx to Pan. After his death this beautiful song 
will be replaced by the harsh sounds of lesser singers trying, in an 
unequal song-contest, to rival his sweetness as they sing of his death 
(cf. 7.41). αηδόνι is thus perhaps to be preferred to the better 
attested plural (cf. ώλαφος), but confidence would be unwarranted, 
cf. 5.136 π ο τ’ άηδόνα κίσσας έρίσδειν (immediately followed by a 
plural), Anth. Pal. 9.380.2 τολμώιεν δ’ έρίσαι σκώπες άηδονίσιν. The 
nightingale is par excellence the bird of lamentation, and Daphnis is 
both the first singer and first subject of a song of άλγεα, a θρήνος in 
fact. As this suggests ‘tragedy’, the bird of σκώτττειν evokes its 
opposite, ‘comedy’, and it is in the fusion of the two that the foun
dation of ‘bucolic’ song is to be located.

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

139-4° άνορθώσαι ‘set him on his feet’, cf. Barrett on Eur. Hipp. 
198; the verb also suggests ‘raise him [from death]’. That gods can 
do nothing about the certainty of human death is familiar from the 
Iliad on; that Aphrodite wanted to save Daphnis marks the heroic 
and tragic nature of his death. It seems more likely that her wish 
arises from a (?new-found) concern for Daphnis than that she wants 
him alive so that she can continue to make him suffer (Vaughn (1981)
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58). See further 95-60., 152η. λίνα . . .  | εκ Μοίραν ‘the threads 
[assigned] by the Moirai’, cf. Bulloch on Call. h. 5.104-5. λελοί- 
πει ‘had run out’, cf. Od. 14.213 νυν 6’ ήδη πάντα λέλοιπεν (where 
interpretation is disputed), λείπειν is here used like επιλείπειν. 
εβα ρόον: cf. above, p. 67. δίνα: in poetry this need mean little 
more than ‘water’, but Apollonius uses δίνη of the pool which closes 
over Hylas (Arg. 1.1239), and the word is likely to have a strong 
meaning here. Arg. 1.644-5 refers to the Άχέροντος | δίνας άπροφά- 
τους and both Catullus (65.5) and Virgil (Aen. 6.296) associate the 
Underworld with a gurges; cf. already Simonides, PMG 522 πάντα 
γάρ μίαν ίκνεΐται δασπλήτα Χάρυβδιν.

1 4 * The song of Thyrsis closes with the death of Daphnis and, as 
it had begun (64-6), with the Muses and the Nymphs. Daphnis 
belongs both to the mythical world of the Muses and the bucolic 
world of the Nymphs, cf. 66-gn., Fantuzzi (1998b). ού Νύμφαι- 
σιν απεχθή: ‘litotes’, or pointed understatement, cf. Eur. Helen i6 - 
17 ούκ ανώνυμος | Σπάρτη, K -G  n 180. Σ explains the phrase with 
reference to the love of a nymph for Daphnis, and there is certainly 
a clear allusion to the details of the story.

143-5 These lines stand outside the song proper, but the promise 
and hymnic farewell to the Muses which link 144 to 141, the echo of 
65 in 145 (εγώ -  Θύρσις δ δ \ άδιον -  άδέα), and the fact that the ex
pectation has been created that the refrain of 142 will introduce a 
new stanza all blur the boundary between the two; cf. Goldhili (1991) 
245. The promise to ‘sing a sweeter song in the future’ takes the 
place of the standard αυτάρ εγώ καί σεΐο καί άλλης μνήσομ’ άοιδής 
with which the Homeric Hymns close: the ‘sufferings of Daphnis’ have 
a stature equal to the doings of the gods.

143 δίδοι: an imperative form found in Pindar and archaic Boeo
tian inscriptions (CEG 326, 334, 358), but also almost certainly in a 
Corinthian text (IG iv 213), cf. K. Strunk, Glotia 39 (ig6i) 114-23, 
Gallavotti (1984) 4-5. σκύφος occurs only here in T., reflecting 
its one appearance, in the rustic context of Eumaios’ entertainment 
of Odysseus, in Homer (Od. 14.112); Virgil too uses it only once (Aen. 
8.278), cf. J. Farrell in C. Martindale (ed.), The Cambridge companion to 
Virgil (Cambridge 1997) 226-8.

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

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

148 τέττιγος: the singer par excellence, cf. PI. Phdr. 258e-gd, Call, 
fr. i etc. Cicadas notoriously lived only on dew (4.15-16^), so there 
may be humour in the juxtaposition of this image to the eating of 
figs.

149-50 The stress on the sweet smell of the cup marks the com
pletion of the promise of 27-8, as ττεττλύσθαι varies κεκλυσμένον 
(27). φίλος: cf. 6ιη. 'Ούράν: the Hours, daughters of Zeus 
and Themis, are associated with beauty and fruitfulness -  their Attic 
cult names were Θαλλώ and Καρπώ. They are closely linked with 
Aphrodite and the Graces: the attraction of the bowl, as of ‘bucolic’, 
is an erotic one, cf. Hes. Theog. 901-3 (with West’s note), LIMC s.v. 
Horai. The ‘spring of the Hours’ is not explicitly attested elsewhere, 
but continues the water imagery which has dominated the poem; a 
washing in that spring confers upon the bowl (and upon T .’s poetry) 
the same power to amaze and arouse desire as the Hours confer 
upon Aphrodite herself before her presentation to the immortals 
(k. Apkr. (6) 5-18). It is a related idea when Callimachus asks for ‘the 
oil of the Graces’ to flow over his poetry (fr. 7 =  9 Massimilla). 
Giangrande (1981) 352 sees here rather a reference to ‘seasonal’ 
rain-water. έπί: cf. Arg. 3.876-7 λιαροϊσιν έφ’ ύδασι Παρθενίοιο 
. . .  λοεσσαμενη (with Hunter’s η.). δοκησεΐς: cf. 42η.

151-2 For the earthy ending cf. 4.58-63, 5.147-50. We move 
from the mysterious eroticism of the bowl and Daphnis’ death 
to the straightforward animality of rutting goats, cf. 86-gin. 
Κισσαίθα: Σ derive the first part of the name from κισσός ‘ivy’, of
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which goats are said to be fond, or κισσαυ ‘to crave’, ‘to conceive’; 
the second part they derive from αϊθω or αίθός (‘white’). Κυμαίθα is 
a cow at 4.46 and Κιναίθα a goat at 5.102. αί δέ χίμαιραι: this 
form of address is perhaps a colloquial survival of the demonstrative 
force of the article; it is used only to inferiors or animals, cf. 4.45-6, 
8.50, Ar. Frogs 521 ό παΐς ακολουθεί. σκιρτασειτε: the future is 
normal in this form of prohibition, but the transmitted subjunctive 
may be possible also, cf. Goodwin §§ 297, 301, 364. άναστηι: i.e. 
‘get up’ from where he is now lying in order to rut. Unlike Daphnis 
(13g), the he-goat can ‘rise up’, cf. Segal (1981) 34. A double entendre, 
‘have an erection’, would suit the tone of these verses; such puns 
may occur at Antiphanes fr. 19.6 K-A, Men. Dysk. 895, and cf. 
Ovid, Am. 1.9.29 resurgunt.

II Idyll 3

A nameless goatherd leaves his goats in the charge of Tityros (cf. 1- 
2n.) while he serenades his beloved Amaryllis outside her cave; lack 
of success leads to despair and thoughts of suicide. There is very 
little indication of a geographical setting (cf. 25~7n.). Very little too 
can be conjectured about the poem’s literary sources. A probably 
fourth-century lyric poem by Lykophronides (PMG 844) included a 
goatherd who was in love with a girl ‘beautiful and dear to the 
Graces’, cf. Stanzel (1995) 193-4; T .’s interest in post-classical lyric is 
clear from his use of Philoxenus in Idyll 11 (cf. Idyll 11, Intro.), 
another komastic poem with much in common with idyll 3 (cf. 
Cairns (1972) 145-7). There are some indications of Philitan influ
ence (40-5in.).

Idyll 3 offers a rustic version of the komos, that familiar literary 
event, which no doubt had ‘real life’ analogues, in which one or 
more young men, often rather the worse for drink, proceeded 
through the town to the house of a boy or lady to sing songs outside 
the house; a late source (Plut. Mor. 753b) preserves the name τταρα- 
κλαυσίθυρον for these songs of the lacrimans exclusus amator (Lucr. 
4.1177). Elements of the komos are found in many cultures (cf. Song 
of Songs 2.8-14, 5.2-6) and in virtually every classical literary genre 
(first in Alcaeus fr. 374 Voigt), and in the third century komastic epi
grams become very numerous; Asclepiades seems to have been a



formative influence in this, as in so many, fields. ‘Rustic’ komoi also 
occur in Bion fr.rr and Euripides’ Cyclops, in which the chorus tease 
Polyphemos, as he wants to set out on a komos, that a τέρεινα νύμφα 
awaits him ‘within his dewy cave’ (515-16). On the komos in T. cf. 
Sicherl (1972) 57-62 and, more generally, Headlam on Herodas 
2.34-7, F. O. Copley, Exclusus amator (Baltimore 1956), Cairns (1972) 
Index s.v. komos, P. Pinotti, GIF 8 (1977) 60-71, S. L. Tarân, The art 
of variation in the Hellenistic epigram (Leiden 1979) 52-114, McKeown’s 
Introduction to Ovid, Am. 1.6. Despite the clear parallels with Idyll 
π , most of the komastic topoi which are here ‘bucolicised’ must be 
illustrated from later poetry; this obviously carries the danger of 
undervaluing the innovative poiesis of Idyll 3, but the procedure is 
justified by the state of our evidence.

O f particular importance for Idyll 3 are komoi within dramatic and 
quasi-dramatic modes. In addition to Eur. Cycl., komoi occur in Aris
tophanes (Eccl. 938-75) and Plautus {Cure. 1-157), and Menander 
constantly varies and inverts the idea (the end of Dysk., the openings 
of Mis. and Ter. Eun.). A solo ‘performance’ such as Idyll 3 brings us 
rather closer, however, to mimic performances of the kind described 
by Athenaeus: ‘The player called a magode (μαγωιδός) carries tam
bourines and cymbals, and all his clothes are women’s garments. He 
makes rude gestures (σχινίζεται), and all his actions lack decency, as 
he plays the part of adulterous women or bawds (μαστροπούς), or a 
man drunk and going on a revel to his mistress. Aristoxenus [fr. no W2] 
says that hilarodia is serious and derives from tragedy (παρά την 
τραγωιδίαν είναι), whereas magodia derives from comedy (παρά την 
κωμωιδίαν). For often magodes took comic scenarios (υποθέσεις) and 
acted them in their own style and manner’ (Ath. 14 62ic-d). As early 
as the fifth century we hear of Gnesippos ô παιγνιαγράφος who 
wrote ‘night-time songs with which adulterers could call out 
women’, presumably like the songs of Ar. Eccl. 938-75, cf. Ath. 14 
638d, Eupolis fr. 148 K-A, Plut. Mor. 712e. A second-century papy
rus preserves the so-called Fragmentum Grenfellianum (CA pp. 177-9, c ·̂ 
Hunter (1996a) 7-10), a paraklausithyron of a locked-out woman; for 
mimic komoi cf. also Mim. Adesp. 2-3 Cunningham. Idyll 3 offers a 
sophisticated hexameter version of this semi-dramatic form, which 
was always ‘parasitic’ upon high poetry. ‘Parody’ is thus an inad
equate description of the style and function of Idyll 3. It is true that
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the transference to the countryside of an essentially urban form (the 
komos) lays bare the conventional absurdities and absurd conventions 
of that form, but the poem reproduces a mode already based on a 
displacement from ‘serious’ styles.

Idyll 3 is highly ‘dramatic’, not only in its pathos, but also in the 
structure which allows the speaker to pause (?and gesture), or utter 
asides, after each small song-section. Refocusing of scene after 5 
would also have clear links with a quasi-dramatic tradition, cf. the 
change of scene after 27.48. Moreover, the change of tone after 5, 
from the practical and ordinary concerns of a goatherd to a senti
mental and self-pitying serenade, emphasises the goatherd’s quasi- 
dramatic ‘rôle-playing’. We are, at one level, offered an infatuated 
and deluded goatherd, who is entirely free of self-knowledge, but 
does, after his own fashion, what he thinks ‘lovers’ do: so deluded is 
he that, whereas the exclusus amator is normally forced to his despair
ing position by the rejection of the one he loves, here the rejection 
(6~7n.) and perhaps even the beloved herself (8~9n.), are part of his 
fantasy. He could just walk into the cave and find . . .  ? On the other 
hand, as the knowing ‘generic’ announcement of κωμάσδω makes 
clear, we are also offered, and always remain conscious of, a ‘per
formance’ (by a master mime-actor?) of ‘the goatherd as komast’ (cf. 
Herodas 2, ‘the pimp as forensic orator’); we laugh collusively, not so 
much at the foolishness of the goatherd, but at the brilliance of the 
script. The audience, whether we ourselves or ‘Amaryllis’, are to be 
won over not by the individual arguments, but by the virtuosity of 
the whole.

Structurally, there is a clear ‘stanzaic’ pattern (cf. Wilamowitz 
(1906) 144): 1-5; 6-11 (3 couplets); 12-23 (4 triplets); 24; 25-36 (5 
triplets); 37-9; 40-51 (4 triplets); 52-4. The ‘narrative’ of the song 
follows this division, but does not do so exactly, and this too is in 
keeping with Theocritean practice elsewhere. After 5 the goatherd 
turns to address Amaryllis, and there may be a refocusing of the set
ting (i~5n.); between 6 and 23 we may imagine a pause after each 
unit while the goatherd waits in vain for Amaryllis to respond. Line 
24 marks his recognition that he is not getting anywhere; as a result 
of this, he decides (25-7^) to cure himself or die, though he hopes 
that this too will draw Amaryllis out. In 28-33 he lists the earlier 
indications that should have warned him that his suit was helpless,
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but these verses too are gambits to lure Amaryllis out. In 34-6 he 
tries again (‘a last throw of the dice’), with another bribe and the 
weapon of jealousy. He is rewarded with a favourable omen (37-9) 
which leads to the mythological song of 40-51, a ‘performance’ 
within a performance. When this too achieves nothing he returns to 
the ‘moral blackmail’ of death (52-5). Clear parallelism between 27 
and 54 divides the poem also into two halves, thus accentuating the 
marked structuring characteristic of ‘folksong’. For other proposed 
structures cf. Ott (1969) 183-4.

Title. MSS and Σ label the poem with some part or combination of 
'Αμαρυλλίς ή Αίττόλος [or Αΐττολικόν] ή κωμαστής, cf. ι; the simple 
Κώμος is much less well attested.

Modem discussions. Damon (1995) 104-12; Gutzwiller (1991) 115-23; 
Isenberg-Konstan (1984); Lawall (1967) 34-41; Ott (1969) 174-89; 
Segal (1981) 193-8; Stanzel (1995) 131-7, 191-206.

1-5 κωμάσδω most naturally suggests that the komos is already 
under way, as in the standard scenario of komastic epigrams, and cf. 
an early fifth-century red-figure cup on which a man holding a lyre 
is singing είμι κωμάζων ΰττ’ αύ[λου (F. Lissarrague, Un flot d’images. 
Une esthétique du banquet Grec (Paris 1987) 127-8). Lines 1-5 are thus an 
‘entrance monologue’ in which 1-2 are addressed, as in comedy, 
to ‘the audience’, and 3-5 to Tityros who is ‘offstage’, cf. Hunter 
(1993b) 41. Hermogenes (second century ad) cites i-2a  as an exam
ple of ‘naïve simplicity’ (αφέλεια) because the goatherd explains 
what he is doing when no one has asked him (p. 322 Rabe), but the 
phenomenon is regular in comedy. It makes little difference whether 
we imagine these verses spoken on the way to the cave or after it has 
already been reached. Such scenic vagueness must have been normal 
in mime-performances.

1—2 >  Eel. 5.12. The frame, ‘komos . . . goats’, and the clear indica
tion that it is day-time (4), although the komos is usually a nocturnal 
activity, establish the paradoxical narrative. The use of the definite 
article with proper names is a feature of less formal speech, and is 
accordingly much more common in the ‘Doric’ than in the ‘epic’ 
Idylls, cf. Leutner (1907) 38-45; here the speaker’s narrow horizons 
are established (‘my Amaryllis’, ‘my Tityros’, cf. K -G  1 598). In 1 the
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central caesura fails between the article and its noun, cf. 2.8, 97 
(Simaitha), 10.29 (rustic song), 21.47; although the effect is somewhat 
weakened by the fact that ‘the article is preceded by a preposition to 
which it can become enclitic’ (Bulloch on Call. h. 5.103), this metrical 
‘roughness’ may be an opening marker of the character of the 
speaker. Αμαρυλλίδα: the name is found once in imperial 
Athens (LGPN π  s.v.), but is otherwise restricted to pastoral litera
ture; it is the name of Philetas’ beloved in Daphnis & Chloe (2.5.3). 
άμαρύσσειν ‘to glitter’, ‘to sparkle’, ‘to flash’ is frequently connected 
with female beauty (Sappho fr. 16.18 Voigt, Campbell on Arg. 3.288), 
and the Hesiodic formula Χαρίτωυ άμαρύγματ’ εχουσα (frr. 70.38, 
196,6 M-W) gives special point to χαρίεσσ’ Άμαρυλλί in 6 (cf. 4.38). 
There is probably a particular reference to the brightness of the eyes 
from which desire radiates, cf. Asclepiades, Anth. Pal. 5.153.4 (= HE 
823) γλυκερού βλέμματος άστεροτταί, Arg. 3.288, 1018; the associa
tion of the name with fire gives point to άπέσβης, lit. ‘you were 
extinguished’, in 4.39. Virgil perhaps chose ‘Tityrus’ and ‘Amaryllis’ 
for his programmatic First Eclogue under the influence of biograph
ical scholarship on T. Tityrus was early identified with Virgil (cf. Ed. 
6.4), just as the komast of Idyll 3 was later identified as T. because 
σιμός in 8 points to the Σιμιχίδας of Idyll 7 (so Munatius of Tralles 
(second century a d ), cited in the Hypothesis, cf. Wendel (1920) 74-7). 
Cf. further Bowie (1985) 80-1. Τίτυρος . . .  ελαύνει: for 
‘Tityros’ and Sicily cf above, p. to. Among later explanations are 
that τίτυρος means κάλαμος ‘reed’, ‘pipe’, and that it is a dialect 
term either for a satyr (or silenos), c f Aelian, VH 3.40, or for a he- 
goat. The first would suit 7.72 (a singing Tityros, c f n. ad loc.) and 
Eclogue i (Tityre . . .  auena frame the opening couplet), but the goat
herd of Idyll 3 certainly has satyr-like features (8-9n.), and so may 
his friend. Tityros may, however, be the leading he-goat who has 
been left in charge of the flock; to address a goat as ‘my wonderfully 
dear friend’ would be naïvely ‘sweet’ in the manner approved by 
later rhetoricians (cf Hermogenes p. 335.8-23 Rabe; Aulus Gellius, 
ΝΑ 9 -9 -7 - π ,  discussing Virgil’s translation of 3-5 at Eel. 9.23-5), 
and has an obvious model in the Homeric Cyclops’ address to his 
favourite ram (Od. 9.447-60 κριέ πέπον κτλ.). Ιλαύνειν normally 
means ‘drive [from one site of pasture to another]’, whereas here it 
seems to mean simply ‘graze’; this may lend colour to the suggestion



(Hunter (1983b) 127 n. 12, H. White, MPhL 7 (1986) 147-9) that there 
is here a double entendre, as έλαύνειν is a not uncommon vulgarism 
with sexual sense (cf. Eng. ‘bang’, ‘screw’). The he-goat will seize 
whatever opportunities are offered by the absence of the goatherd, 
one of whose jobs was to prevent unwanted mating (cf. 5.147--50); 
κορύπτειν (5) is the uox propria for fighting between rival he-goats or 
rams (cf. Σ 5, 5.147, Lyc. Alex. 558), though it could doubtless also 
have a wider application. Such an earthy opening would stand in 
obvious counterpoint to the pathetic emotion and frustrated desire 
of the rest of the poem (cf. t.86-9in.); animals do not suffer in this 
way. If, on the other hand, Tityros is a human figure, the double 
entendre persists and the picture is an even earthier one (for bestial 
relations cf. 4.58-63^); Tityros, unlike his friend, knows the cure for 
sexual longing. αύτάς: cf 1.83η.

3-5  >  Eel. 3.96, 9.23-5, cf Aulus Gellius, NA 9.9.7-n.
3 τό καλόν πεφιλημένε ‘my wonderfully dear friend’, c f i8, 1.41, 

7.98, Call. Epigr. 52.1 (= HE  1067) τόν τό καλόν μελανεύντα Θεό
κριτον, Asclepiades, Anth. Pal. 12.105.3 (= HE 910) άζήλωτα φιληθείς, 
Headlam on Herodas 1.54. Gellius describes this phrase as dulcissi
mum . . .  uerba hercle non translaticia, sed cuiusdam natiuae dulcedinis. Virgil 
reproduces the captatio beneuolentiae of the address by having his goat
herd note that he will not be gone for long, Tityre, dum redeo, breuis est 
uia (Eel. 9.23).

4 ενόρχαν: both ‘sexually mature1 and ‘uncastrated’. There is 
nothing vulgar in this rare word (cf II. 23.147, Ar. Birds 569), but the 
context gives it particular point: the goatherd will never get a chance 
to show that he too is ενόρχης.

5 τόν Λιβυκόν κνάκωνα ‘the tawny Libyan’ (cf 7.16). Already in 
the Odyssey Libya is the true home of nomadic pastoralism (4.85, 
with West’s note), c f Virg. Georg. 3.339-47.

6-7  These lines imply that the goatherd has previously enjoyed 
some success with his courting, but doubts persist, as they do about 
Amaryllis herself (8-gn.). χαρίεσσ’: cf. 13.7η. To the komast 
of Ar. Eccl. his girl is Χαρίτων Θρέμμα (line 973). τούτο κατ’ 
άντρον ‘out from [the mouth of] this cave’. This use of κατά, where 
έκ (cf 8.72) or διά is expected, lacks exact parallels, but the preposi
tion can mean ‘through [gates etc.]’, cf. II. 12.469, Thucyd. 4.67.3. 
At 7.149 the phrase means ‘in the cave’. καλεΐς, τόν ερωτύλον
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‘invite me, your beloved, in’, rather than ‘call me your beloved’; for 
the verb cf. 7.104η. ερωτύλος occurs first here, and is presumably a 
hypocoristic term of affection which the goatherd fondly hopes that 
Amaryllis may apply to him; cf τάν κυάνοφρυν έρωτίδα at 4.59 
(where see n.).

8 -9  >  Eel. 2.7 mori me denique cogis? (v.l. coges). σιμός ‘snub
nosed’, a characteristic regarded as ugly (so, most famously, Socra
tes), and ascribed to goats (8.50), satyrs and non-Greeks; cf the 
‘broad nose’ of the lovesick Cyclops, 11.33. Physiognomic writers 
make snub noses a sign of randy lustfulness ([Arist.] Pkysiog. 8nb2, 
SPG i 228.19-29, 376.5, A. S. F. Gow, JH S  71 (1951) 82. εγγύθεν 
‘on close inspection’, with the (hopeful) implication, T am not obvi
ously ugly . . . ’ νύμφα: to the goatherd Amaryllis is his (future) 
‘bride’ (cf 19). νύμφα is used in high poetry both of marriageable 
girls (II. 9.560, Hes. Theog. 298) and of married women (Stesichorus, 
PMGF209.1), cf. V. Ando, QUCC52 (1996) 47-79; there is a similarly 
pointed ambiguity at [Bion] 2.28. On the other hand, the νύμφαι 
which one normally finds in a cave are (despite 8.72-3) indeed 
‘nymphs’, and we may guess that the goatherd has fallen in love with 
a ‘nymph’ whom he has presumably never seen and whose existence 
is, at best, shadowy, cf. DuQuesnay (1979) 4 4  (‘his goddess, his diuina 
puella?), Gutzwiller (1991) 118-19, and nn. on 18-20 and 37-9 below. 
Our uncertainty about Amaryllis’ existence mirrors a central uncer
tainty in the audience’s perception of any dramatic character who is 
not ‘on-stage’. ‘Nymphs’ are also the object of the persistent sexual 
advances of satyrs, and this fits well with other indications about the 
goatherd. προγενειος ‘with a full [untrimmed] beard’, a promi
nent characteristic of satyrs, cf Lissarrague (1990). So too, the 
Cyclops of 6.36 is naively proud of his beard, though this is not a 
view which Galateia might share; cf Virg. Eel. 8.34 hirsutumque super
cilium promissaque barba. άπάγξασθαι: the speaker’s frustration is 
perhaps marked by the absence, for the first time in the poem, of 
‘bucolic diaeresis’. This childishly petulant threat is actually carried 
out by the komast of Idyll 23, and cf. Ovid, Met. 14.716-38 (Iphis).

ι ο - ΐ ϊ  > Eel. 3.70-1, c f 2.51-2. Apples are a very common love- 
token in ancient poetry, cf. 6.7, 11.10, A. R. Littlewood, HSCP 72 
(1967) 147-81, and 40-2n. below; for apples as komastic gifts cf 
2.120, Propertius 1.3.24. The naïve goatherd does not, however.



understand symbolism, and so he brings Amaryllis many apples (and 
promises more tomorrow), as though their value was purely func
tional; cf. the Cyclops’ ‘practical’ objections to the effusions of love- 
poetry at 11.58-9. Moreover, he casts himself as Herakles, bringing 
back from North Africa the golden apples of the Hesperides at the 
behest of Eurystheus (Bond on Eur. HF  394-9), cf. 29.37-8, ‘for you 
I would fetch the golden apples and Kerberos, watchdog of the 
dead’, Prop. 2.23.7-8, 2.24.34; that the golden apples had been a 
wedding gift to Hera from Earth (Pherecydes, FGrHist 3 f i 6) is 
appropriate in this address to his ‘bride’. Amaryllis may have given 
him this instruction, but surely only as a tease (O f course I’ll kiss 
you if . . . ’); for such tasks imposed by the beloved cf. the story of 
Leukokomas and Euxynthetos at Strabo 10.4.12 (= Thphr. fr. 560 
Fortenbaugh). For Amaryllis to accept the apples would have sig
nalled submission, cf. Anth. Pal. 5.79 (= ‘Plato’, Epigr. iv Page) τώι 
μήλωι βάλλω σε· συ 5 ' si μέν έκουσα φιλεΐζ με, | δεξαμενή, τής σής 
παρθενίη$ μετάδος κτλ. τ η ν ώ θ ε  ‘from that place’ =  έκεϊθεν (cf. 
Ar. Ach. 754); the variant τηνώ δέ is not impossible (cf. 25), but the 
asyndeton (like the repetition καθείλον . . .  καθελεΐν) suits the simple 
speaker.

12—14 What should Amaryllis look at? Perhaps we are to re
call that satyrs were in an ‘almost permanent state of erection’ 
(Lissarrague (1990) 55), and there would thus indeed be a visible sign 
of the goatherd’s distress; this would prepare for the imagery of the 
sexual penetration of the female in lines 13-14. Others take θδσαι 
with άχος, which is improbable, or with the apples of 10-11, but this 
seems unlikely in this system of self-contained ‘stanzas’ (though cf. 
40-2n.). θυμαλγες εμίν άχος can hardly be a vocative addressed to 
Amaryllis.

The goatherd’s wish for metamorphosis is of a familiar kind in the 
erotic poetry of many cultures (cf. PMG 900-1, Anth. Pal. 5.83-4, 
Nonnus 15.258-66, Ovid, Am. 2.15, M. L. West, HSCP 73 (1969) 132, 
Petropoulos (1994) 35—6), and may have been a komastic topos, cf. 
11.54-5. He could just walk through ‘ivy and fern’, but he has got to 
play out the rôle he has designed for himself. The bee -  the definite 
article shows that he sees a bee enter the cave -  is a familiar element 
of a locus amoenus, cf. 7.142, Od. 13.106, but here there is a special 
point. Bees were free of sexual longing and therefore had no need to
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play at being exclusae·, whether or not bees copulated was a famous 
problem of ancient zoology (cf. Arist. GA 3 75ga8-6ob33, Virg. 
Georg. 4.197-9). Σ raises the possibility that he wishes to be a bee in 
order to sting Amaryllis; however unlikely this seems, the bee image 
does take its starting-point from his θυμαλγές άχο$, for the compar
ison of the pain of love to a bee-sting is (at least in later poetry) 
common, cf. Idyll 19, Meleager, Anth. Pal. 5.163 (= HE 4248-53). Σ 
also recalls a story in which a bee acted as a go-between for Rhoikos 
of Knidos in his relations with a nymph, but there seems to be no 
necessary reference to that story here.

12 Ι |χ ί ν :  εμόν with metrical lengthening is not impossible, particu
larly in this emotional outburst.

14 a tu  πυχάσδει ‘which conceals you’. Alternatives include αι τύ 
ττυκάσδηι, ‘by which you are concealed’ and αι τυ πυκάσδεις, ‘by 
which you conceal yourself’ (cf. II. 17.551, Wilamowitz (1906) 81 n. 1).

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

15 εγνων: the aorist can mean simply ‘know’ (cf. 2.5, Meleager, 
Anth. Pal. 5.184.1-2 (= HE 4370-1) etc.), but the goatherd’s realisa
tion has been a slow one, hence vöv. Cf. Ovid, Met. 13.762 (the 
Cyclops) quid sit amor sensit. βαρύς ‘hard’, ‘grievous’, cf. 1.100 
Κύττρι βαρεία, 2.3 (of the beloved), Eubulus fr. 40.5-7 K-A, Lat. 
durus. η ρα λέαινας κτλ.5 one of many extant reworkings of II. 
16.33-5 (Patroclus to Achilles), ‘Pitiless one, horseman Peleus was 
not your father nor Thetis your mother; the grey sea and the high 
cliffs bore you, so unbending is your mind’; cf. Theognis 1231, Pease 
on Virg. Aen. 4.365-7. Eros’ parentage was a notorious problem 
(i3.i-2n.), but the lioness is chosen as a creature lacking all human 
sympathy, whose savagery passed to its cubs through its milk, cf. 
23.19 (a cruel eromenos), Catullus 60, 64.154, Ovid, Met. 9.615 (Byblis 
about Caunus) nec lac bibit ille leaenae.

16 δ ρ υ μ ,ώ ι :  δρυμοί are dense ‘thickets’ or ‘undergrowth’, often 
with thorns (cf. 13.64-7); for the association with lions cf. 1.72, 
25.134-5. The point is that the erastes must endure a painful exis-



tence in a harsh environment. ετραφε: probably imperfect, cf. 
έθήλαζε, 11.40-in.

17 κατασμύχων: cf. 8.90, Arg. 3.446 (Medea) κήρ άχει σμύχουσα, 
762-3 (the pain of love attacks Medea) σμύχουσα διά χροός άμφί τ ’ 
άραιάς I Τνας και κεφαλής υπό νείατον iviov άχρις, Pease on Virg. 
Aen. 4.2. For the bones as the site of this attack cf. 7.102, 30.21 
etc. ίάπτει: although the verb means ‘hurt1, ‘torture’ (cf. LSJ s.v.
a) , the phrasing also evokes ίάπτειν =  ‘shoot [arrows etc.]’ (LSJ s.v.
b)  . The pains of love are figured as the arrows of the Erotes in the 
very similar Arg. 3.761-5 (previous note), and cf. Propertius 2.34.60 
quern tetigit iactu certus ad ossa deus.

18 το καλόν ποθορεΰσα ‘[maiden] whose glance is beauty’, cf. 
3η., 13.45η.; the phrase suggests the etymology of Amaryllis’ name 
(i-2n.). The participle is formed as though from -όρέω rather than 
-όράω; for this Doric feature cf. 4.53, 5.85, 6.31, 7.55, 11.69, K-B 1 
124, Buck (1955) 125. λίθος: appropriate both to Amaryllis’ exis
tence in a cave and to her ‘stony’ heart, cf. 37-9«., 23.20 λάϊνε τταΤ, 
II. 16.33-5 (quoted above). Gutzwiller (1991) 120 notes that as όφρύς 
can mean both ‘eyebrow’ and ‘mountain-ridge’, κυάνοφρυ continues 
the conceit: has the goatherd fallen in love with a stone statue of a 
nymph? The phrase sits somewhat oddly between two complimentary 
addresses, and Σ record the variant λίπος; λιπαρός ‘sleek’, ‘shining’ 
is used as a compliment for women (Bacchyl, 5.169, 7.1), as well as 
men, whose use of oil in the gymnasium gave the adjective particu
lar point (cf. 2.78-80, 102). ‘All unguent’ would be a ‘naïve’ way of 
conveying the compliment. κυάνοφρυ: cf. 4.59; in the Iliad both 
Zeus and Hera have ‘dark brows’ (1.528, 15.102, 17.209), and Ibycus 
gives Eros himself κυάνεοι βλέφαροι {PMG 287.1-2). Here too 
Amaryllis is distanced into poetry and myth.

19 πρόσπτυξαι: a poetic word, in keeping with the goatherd’s 
stylistic ambitions; πρόσ-, rather than πότ-, is perhaps determined 
by euphony, cf. Hunter (1996a) 42. ‘Embrace me, your goatherd, so 
that I may kiss you’ is deliberately naive; the definite article conveys 
more than a touch of pride (cf. 5.90 κήμέ . . .  τόν ποιμένα, in., 
Leutner (1907) 59-60), though kissing goatherds had its down side 
(cf. Longus, D&C 1.16.2 on the smell).

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

2i~3 Garlands were standard wear for both komasts and bride
grooms (cf. Blech (1982) 63-81), but here perhaps we have a special 
garland which the goatherd has made and ‘is keeping’ for Amaryllis 
as a ‘wedding gift’ (cf. Chariton 3.2.16, Lucian, Iidt. 5). If so, the 
flowers will be very faded by the time Amaryllis sees them. For 
φυλάσσω ‘save’ cf. 34; at 7.64 στέφανον περί κρατί φυλάσσων, 
‘around my head’ makes all the difference. The komast often aban
doned his garlands at the door of the beloved (cf. 2.153, Asclepiades, 
Anth. Pal. 5.145 (— HE  860-5) etc·)» but this goatherd threatens not 
even to do that.

21 τον στέφανον κτλ. ‘You will make me shred [lit. ‘pluck’] the 
garland into little pieces [cf. Od. 12.174 τντθά διατμήξας] this very 
moment.’ καταυτίκα is not otherwise attested, but cf. καταυτόθι; it 
may be a very prosaic touch in the goatherd’s threat. Σ, however, 
explains the syntax as κατατΐλαι τόν στέφανον αύτίκα εις λεπτά, 
i.e. with ‘anastrophic tmesis’ of κατά, cf. 8.74, Bühler (1960) 221-8.

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

23 άμπλέξας: άναπλέκειν more usually governs the part of the 
body which is garlanded rather than the wreath to which subsidiary 
decorations are added, for which the regular verb is συμπλέ- 
κειν. καλύκεσσι: probably ‘[rose] buds’, as the marginal Σ in Π3 
explains, cf. 11.10 (roses as a love-gift), Strato, Anth. Pal. 12.8.5, 
12.204.3. εύόδμοισι σελίνοις: Theophrastus ascribes the pleas
ant smell of ‘wild celery’ to the sap {HP 1.12.2). Being πολύγναμπ- 
τον (7.68), it was very suitable for garlands, cf. PMG 410, Hor. C. 
1.36.16 (with Nisbet-Hubbard ad loc.), 2.7.23-4, 4.11.3, A. C. 
Andrews, CP 44 (1949) 91-9.

24 A despairing ‘aside’, cf. above, p. 109; Hermann’s υπακούει
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may be right {cf. 37-9), but is not necessary (cf. 52-4). In the first 
half of the verse the goatherd strikes a Homeric pose of despair (Od. 
5.465, II. 11.404). Ιγών: literary Doric seems to use both εγώ and 
έγών before consonants; MSS will count for little in such a matter, 
but here it is tempting to see a ‘Doricisation’ of a Homeric sequence, 
δύσσοος ‘wretched’, possibly a Doric colloquialism with a similar 
semantic range to κακοδαίμων, cf. 4.45, RIGI8 (1924) 266 (a Sicilian 
curse tablet); εύσοος occurs at 24.8, and the noun at Soph. OC 390, 
fr. 122 Radt and probably Alcaeus fr. 286a 6 Voigt.

25-7 > Ed. 8.59-60. To throw oneself over a cliff was a typical 
lover’s death; Hermesianax had told how Menalkas (above, p. 66) 
threw himself to his death in despair over one Euhippe (fr. 3 Powell); 
the goatherd’s threat may, therefore, evoke the experience of one of 
his models, cf. 5.15-16. Nevertheless, the most famous such leap was 
Sappho’s supposed leap off a cliff on the island of Leukas in her 
‘crazed desire’ (Menander fr. 258 K -T) for Phaon, cf. the Ovidian 
Epistula Sapphus, RE  xix 1790-5, G. Nagy, HSCP 77 (1973) 137-77; 
subsequently, it was believed that those who repeated Sappho’s leap 
and survived would be cured of their passion, cf. Strabo 10.2.9, 
Photius, Bibl. i53a-b (= 3.70-2 Henry). Amaryllis’ lack of response 
thus leads the goatherd to the final alternative -  death or a cure, μή 
may therefore be retained in 27, despite the obvious attractions of 
Graefe’s δή, because Amaryllis will be happy if he is cured of his 
love and pesters her no more. Damon (1995) 108 suggests a break 
after 25 to allow a response, before he defines the rock from which 
he will leap; the text does not require such an articulation, but 
‘scripts’ always allow more than one performance.

25 τάν βαίταν άποδύς: the act itself is not naïve, because (if μή is 
retained) this is not a simple attempt at suicide; what is αφελές, like 
the opening verses, is saying what does not need saying.

26 θύννως: cf. Ar. Knights 313, Oppian, Hal. 3.631-40 ‘Abundant 
and wondrous is the spoil for fishermen when the host of tunnies set 
forth in the spring . . .  first a skilful tunny-watcher (θυννοσκόπος) 
ascends a steep high hill, who remarks the various shoals, their kind 
and size, and informs his comrades’ (trans. Mair). The place, some
times specially constructed, from which the look-out was kept was a 
θυννοσκοττεΐον or σκοττιά/σκοπή. Tunnies are particularly asso
ciated with the seas around Sicily (Mair on line 627), and this may
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suggest a setting for Idyll 3. Ό λπ ις Oil-flask’, λήκυθος, cf. 
2.156, 18.45, Pfeiffer on Call. fr. 534; the word is also used of a ladle 
or jug for pouring wine (Sappho fr. 141.3 Voigt, Ion TrGF 19 f ï o ). 

The name perhaps suggests the fisherman’s physical shape, but Σ 
make other suggestions based on ‘fish’ words (λετπ'ς, ελλοψ); ολτπς is 
an anagram of λοττίς ‘fish-scale’. Sophron wrote a mime (about 
which nothing is known) called Θυννοθήρας, and the name might 
derive from that. Amaryllis is presumably expected to know that 
Olpis’ cliff is the highest in the locality: the verses again show the 
narrowness of the goatherd’s horizons.

27 και κα μή ’ποθάνω κτλ. ‘Even if I do not kill myself, your 
pleasure will certainly be done.’ τό τεόν άδύ is ‘your pleasure’, cf. 
Eur. Hec. 120 τό σόν αγαθόν, although Σ interpret ‘it will be pleas
ant as far as you are concerned’ (cf. PI. Prt. 33805, Pind. Pyth. 
11.41). γε μάν ‘certainly’, cf. Denniston 348. γε μέυ (Denniston) 
would mean ‘nevertheless’.

28-30  ‘I realised recently when I was giving thought [and won
dering] whether you loved me, and not even did the smack make the 
love-in-absence cling, but it withered on my smooth forearm.’ Text 
and interpretation are again uncertain. ‘Clearly this was a kind of 
“she loves me, she loves me not” divination in which a man smacked 
a petal or leaf on to the hairless underside of his arm and got his 
answer from whether it remained stuck to him when the arm was 
held normally . . .  or curled and fell off. It was later believed (by Σ, 
among others) that the sound made by the smack was crucial’ 
(Dover, cf. G. Kaibel, Hermes 36 (1901) 606-7). Pollux 9.127 offers a 
different explanation involving the fingers of the left hand and the 
hollow palm of the right. For modern parallels cf. Petropoulou 
(1959) 67- 70.

28 εγνων πραν stands in naïve counterpoint to νυν εγνων (15).
29 τηλέφιλον: the ‘love-in-absence’ is, according to Σ, a poppy 

leaf; poppy petals could be called πλαταγώνια, cf. 11.57, Lembach 
(1970) 163-4.

30 αΰτως ‘to no purpose’, ‘without accomplishing the desired 
result’. άπαλώι . . .  πάχεϊ: the transmitted genitive could per
haps imply ‘it withered [and fell off from]’, with ποτί chosen for 
variation before έξεμαράνθη; the dative is, however, much easier.

31 ά γραία: cf. 6.40 (where the interpolation of line 41 (— 10.16)



supports Heinsius’ emendation here). The transmitted ‘Αγροιώ, 
‘Lady of the fields’, makes 32 very difficult, but the text must be 
regarded as uncertain; ά Γροιώ would suggest γραΰ$, and for the 
resulting word order cf. II. 1.11 τόν Χρυσήν . . .  άρητήρα. 
κοσκινόμαντις: ‘sieve-diviners5 perhaps worked by sieving beans {pel 
sim.) and ‘reading’ the subsequent pattern, though other methods are 
also recorded in more recent times, cf. RE  xi 1481-3, Petropoulou 
(1959) 72-5, W. G. Arnott, Mnem. 31 (1978) 27-32. They were prob
ably a familiar feature of the ancient countryside. Magic plays a very 
prominent role in Roman love poetry (A. Tupet, La Magie dans la 
poésie latine (Paris 1976)), and 28-32 are a lowlife anticipation of that. 
There is an obvious irony here: no special ‘gifts’ would be required 
to ascertain the goatherd’s condition and Amaryllis’ lack of interest.

32 ποιολογεϋσα ‘cutting grass’ or, more likely, ‘gathering magical 
herbs’, which perhaps played some rôle in the sieve-divining (cf. 
Nicander, Ther. 497, LSJ s.v. πόα 1 2); Σ understands ‘making 
sheaves’ (cf. Idyll 10), but there is no evidence that the verb could 
mean that. Παραιβάτις does not occur elsewhere, but the mas
culine form is very common (LGPN1 s.v.). As an adjective the mean
ing would be ‘as she walked beside me’.

33 τίν ολος εγκειμαι Ί  am completely devoted to you’, cf. Par
thenius, Erot. 23.ί πάσα δε ενέκειτο Άκροτάτωι, Herodas 5·31 

πρόσκειμαι is more common in this sense (LSJ s.v. n 2), but one can 
εγκεϊσθαι πόθωι (Archil, fr. 193.i West), just as desire can εγκεϊσθαι 
mortals (Ar. Eccl. 956). Much the same meaning is differently 
expressed at 2.96 πάσαν εχει με τάλαιναν ό Μύνδιος.

34~6 > Eel. 2.40-4.
34 λεύκάν διδυματόκον αίγα: cf. 1.25. This is a rustic version of 

the small animals (hares, cocks etc.) which are the standard love-gifts 
of erotic literature and art, cf. Dover (1978) 92. White was presum
ably a prized colour in a goat, and there is particular point in that it 
is going to be given to a ‘dark1 girl; that it has borne twins suggests 
that it will yield a rich supply of milk.

35 εριθακίς ‘serving-girl’, ‘hired labourer’; Σ also notes the possi
bility of Έριθακίς, i.e. ‘Erithakis, servant [rather than ‘daughter’] of 
Mermnon’, cf. 10.15 Πολυβώτα. μελανόχρως: the goatherd 
tries to provoke Amaryllis by the mention of an inferior rival; what
ever her exact status (8-gn.), the cave-dwelling Amaryllis is likely, in
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the goatherd’s imagination, to have desirable white skin. μέλα$ can 
simply mean ‘with a dark complexion’ (as judged by a Greek), 
‘swarthy’, cf. PI. Rep. 5 474e!; on the other hand, Greeks judged all 
members of some races (Egyptians, Ethiopians) to be ‘dark’. Within 
Egypt μελάγχρως was one of a graded series of skin-colour terms 
used in official documents, cf. Preisigke s.v., Cameron (1995) 233-5. 
There is not enough evidence to decide the ethnic identity of this 
‘serving girl’, nor whether she affords any clue to the setting of the 
poem. Cf. further 10.26-8.

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

37-9  An aside, prompted by an omen, breaks off the series of 
pleas to Amaryllis and introduces the mythological catalogue of 40- 
51. The twitching of the right eye (always a good omen) is an exam
ple of the involuntary physical movements around which a whole 
para-science (παλμών μαντική) developed in later antiquity, cf. 
PRyl. : 28, Plaut. Pseud. 107, Suda π  113, 2110, S. G. Oliphant, AJP^i 
(1910) 203-8. άλλεσθαι ‘to quiver’ is the standard term in discussions 
of such movements. The goatherd’s superstition will belong, how
ever, to a simpler age before systematisation.

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

38 άισεΰμαι: 6-23 and 25-36 have been ‘songs’, but now that he 
has fond hopes of success, he will raise the stylistic register and pro
duce a more elaborate performance. άποκλινθείς: poetic for 
-κλιθείς. The goatherd now adopts the sitting posture of the bucolic- 
erotic poet, cf. 1.12, 21, 6.4, 7.89, Virg. Ed. 1.1, 3.55, 8.16 incumbens 
tereti Damon sic coepit oliuae (with Clausen’s note); this gives particular 
point to πεσών in 53. In Aristainetos’ account, based upon Calli
machus, Akontios laments his love for Kydippe ‘sitting beneath oaks 
or elms’ (1.10.57 Mazal). Cf. further 40~5m. This self-conscious pose 
may suggest that the pine-tree {inter al.) was already associated with 
the production of poetry (cf. 1.1); the Theocritean goatherd strikes a 
pose constructed from T .’s own poems. These considerations make 
the interpretation ‘stepping to one side’ less likely.

39 ποτίδοι ‘give me a look’, not just ‘catch sight of me’. For hia-



tus at the central caesura cf. n.45-~8n. ά δ α μ α ν τ ί ν α :  ‘adamant’ 
was (in the poetic imagination) a wondrously hard metal typically 
associated with gods, cf. West on Hes. Theog. j 6 i , H. Troxler, Sprache 
und Wortschatz Hesiods (Zurich 1964) 19-21. For the present conceit 
cf. 13.5-60., Pind. fr. 123.4 (imperviousness to desire), Ovid, EP 
4.12.31-2 quae nisi te moueant, duro tibi pectora ferro \ esse uel inuicto clausa 
adamante putem, Prop. 1.16.29-32 (in a paraklausithyrori), McKeown on 
Ovid, Am. I . π .9-10. έ σ τ ί ν :  most MSS offer έντί (cf 1.17, 5.21), 
which is first attested as a singular in third-century inscriptions and 
Hellenistic Doric literary texts; it has some claims to be retained in 
the text of T., cf. Gallavotti 42, Molinos Tejada 320-1, W. Blümel 
and R. Merkelbach, £PE 112 (1996) 151-2. The reading of the papy
rus here is uncertain: Parsons notes ‘the trace suggests εσσσ[ι; the 
suprascript correction might be - τ [ ι  or - τ [ α ι \

40-51 The goatherd’s new song is formally distinguished from 
what has gone before both by its stylistic pretension (epicisms, 
Homeric phrases etc.) and mythological subject matter, and also -  
until the end -  the absence of explicit reference to Amaryllis and the 
singer’s own position; except for the suggestion in χώ (43η.), the 
parallels between the mythological exempla and the framing narra
tive are, however clear, merely implicit, and the question of 47-8 is 
not explicitly addressed to Amaryllis. The goatherd thus offers a for
mal poetic composition, rather than the ‘extemporised’ ad feminam 
verses which have preceded. The world of the countryside, peopled 
by such as Olpis and Mermnon, gives way to the world and exotic 
names of myth. Four of the five myths (at least) appear to have links 
with the poetry of Hesiod, and the song apes in form the ‘catalogue’ 
poems, inspired by Hesiod’s Catalogue of women, which were popular 
in the Hellenistic period. O f particular importance is a long tradi
tion of elegiac poems, in which poets consoled themselves for the 
loss of, or lack of requital from, beloved women: Mimnermus’ Hanno, 
Antimachus’ Lyde, Hermesianax’s Leontion and the Bittis of Philitas 
perhaps all fell into this category, cf. Knox (1993) 66-7, Cameron 
(1995) 380-6, V. J. Matthews, Antimachus of Colophon (Leiden 1996) 
26-39. The long fragment of Hermesianax’s poem (fr. 7 Powell) 
shares both the Hesiodic inspiration and the short units of the goat
herd’s song, even if the structure of the latter is exaggeratedly regu
lar, in keeping with the character of the singer (cf. above, p. 109).
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Philitas may have been an important model: Longus’ Philetas loved 
an Amaryllis (2.5.3), a°d the poet somewhere referred to Atalanta 
and Hippomenes (40-2n.). For other bucolic catalogues cf. 20.34-41 
(another attempt to persuade a haughty girl). Longus, D&C  4.17.6.

All five myths had, in various versions, endings other than bliss
fully requited love, and the ironic gap between the singer’s inten
tions and limited ‘learning’ and our fuller knowledge is clearly im
portant, cf. Fantuzzi (1995b) 22-7. Others see the apparent optimism 
of 40-5, created by the good omen of 37-9, giving way to increasing 
despair in 46-51, cf. Lawall (1967) 39-40, R. Whitaker, Myth and per
sonal experience in Roman love-elegy (Gottingen 1983) 49-52. What is 
crucial, however, is that, just as the transference to a (highly artifi
cial) countryside of the apparently ‘natural’ manners of erotic poetry 
lays bare those manners for the cultural conventions they are, so the 
goatherd’s mythology reveals how the very process of adducing 
‘mythological parallels’ depends entirely upon an audience’s willing
ness to ‘forget’ much of what it knows.

40 -2  Atalanta, daughter of Schoineus of Boeotia, lived (like 
Amaryllis) in the wild and, again like Amaryllis, spurned men; she 
was ή φεύγουσα γάμον (Theognis 1293), cf. 40 τάν παρθένον. Her 
suitors were compelled to compete with her in a running race, and 
those who lost were killed. She was finally ‘caught’ by Hippomenes 
of Onchestos (or in other versions Melanion), who dropped golden 
apples at strategic points of the race. Hesiod told the story at some 
length, and enough survives for us to gain an impression of his tell
ing (frr. 72-6 M-W). Hippomenes’ apples were a gift of Aphrodite 
from her own garden or from the garland of Dionysos (Call. fr. 412, 
cf. 2.120) or of the Hesperides (cf. Eel. 6.61), a story already evoked 
by the goatherd’s apples (ίο-u n .). At least in later versions, Atalanta 
and Hippomenes were metamorphosed into lions as punishment for 
making love in a temple. For the myth cf. Frazer on [Apollodorus] 
3.9.2, M. Detienne, Dionysus slain (Baltimore 1979) 26-34, M. C. 
Forbes Irving, Metamorphosis in Greek myths (Oxford 1990) 59-95, A. 
Ley, Mkephoros 3 (1990) 31-72; in Ovid’s Met. the story is told as a 
warning by Venus to her beloved Adonis (Met. 10.560-707, cf. 46-8). 
Σ 2.120 reports that Philitas told how Aphrodite gave Hippomenes 
‘apples of Dionysos’ and that these ‘stirred Atalanta to love’ (fr. i8 
Powell); an allusion to Philitas here would certainly not surprise.



42 ώς ΐδεν ώς κτλ.: cf. 2.82, Eel. 8.41· The model is II. 14.293-4 
(Hera’s ‘deception of Zeus’) ΐδε δέ νεφεληγερέτα Ζευς. j ώς δ’ ΐδεν, 
ώς μιν ερως ττυκινάς φρένας άμφεκάλυψεν; for other reworkings cf 
Call. fr. 260.2, Moschus, Europa 74. The second and third ώς are 
probably demonstrative with the emphasis on simultaneity, ‘as she 
saw, so . . . ’, i.e. ‘no sooner did she see than . . . ’, cf. Gow on 2.82, 
S. Timpanaro, Contributi di filologia e di storia della lingua latina (Rome 
1978) 233-70. In the Iliad Hera too comes, like Hippomenes, with a 
powerful gift from Aphrodite (the kestos, II. 14.214-17), and we are to 
understand that the apples exercise powerful aphrodisiac magic. A 
papyrus of Augustan date (P: Berol. inv. 21243) preserves a hexameter 
spell to be said over an apple: whichever girl picks up the apple or 
eats it, ‘may she set everything else aside and go mad (μαίνοιτο, cf. 
εμάνη) for my love’, cf. R. W. Daniel and F. Maltomini, Supplementum 
Magicum π (Opladen 1992), no. 72, C. A. Faraone, Phoenix 44 (1990) 
230-8. So too in Hesiod, Atalanta is instantly attracted to the apples 
(fr. 76.17-19). ές βαθύν άλατ’ έρωτα: cf. 25-7; where it is the 
goatherd (not Amaryllis) who does the ‘leaping’. ‘Deep’ here is influ
enced by this earlier passage, but is otherwise very rare as an adjec
tive of ερως, cf. Nonnus 15.209 (in an episode where T. is an impor
tant model); it may, however, have had a wider currency: Cat. 
68.107-8, 117 sed tuus altus amor barathro fuit altior illo are particularly 
suggestive. The association between Kypris and the (stormy) sea 
helps, cf. 7.52-890., Nisbet-Hubbard on Hor. C. 1.5.16.

43-5  The seer Melampous helped his brother Bias by recovering 
from Phylake in Thessaly, at the cost of a year’s imprisonment, cat
tle belonging to the family of Neleus of Pylos which had been taken 
there by Phylakos (or his son Iphiklos); this recovery was the price 
demanded by Neleus for the hand of his daughter Pero with whom 
Bias was in love. Cf. Od. 11.281-97, 15 .230-8 , Pherecydes, FGrHist 3 
F33, Σ Arg. 1.118-21. The story was told in the Hesiodic Catalogue (fr. 
37 M-W), and also in the Melampodia (frr. 2 7 0 -9  M-W). The ‘rustic’ 
elements of the story allow the goatherd to exploit it. Lines 4 3 -4  are 
a ‘virtuoso’ variation of Od. 11 .288-92, ούδέ τϊ Νηλεύς [ τώι έδίδου 
ος μή έλικας βόας εύρυμετώττους | εκ Φυλακής έλάσειε βίης Ίφικλ- 
ηείης | άργαλέας· τάς δ’ οιος υπέσχετο μάντις άμύμων | εξελάαν, 
enhanced by the figura etymologica in άγέλαν . . .  αγε (cf. Et. Mag. 7.42 
Gaisford); no wonder the goatherd had a headache after this effort.
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Fantuzzi (1995b) 24 argues that T. here constructs, or extrapolates 
from the Homeric passages, a version in which Melampous wanted 
Pero for himself, but Bias enjoyed the fruits of his brother’s labours, 
cf. Arg 1.118-21, Prop. 2.3.51-4. If this is correct, we (but not the 
goatherd) will understand δέ in 44 as ‘but’; in any event, it is clear 
that any similarities the goatherd has are with Melampous rather 
than Bias.

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

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

45 χαρίεσσα: like Amaryllis (6). μάτηρ . . .  π ερ ίφ ρονος 
Ά λ φ εσ ιβ ο ία ς : the periphrasis perhaps holds out to Amaryllis the 
prospect of the joys of motherhood, if she yields to the goatherd’s 
suit. This child of Bias and Pero appears only here and in the paral
lel narrative in Pherecydes; her name, ‘she who brings cattle’, is 
obviously derived from the story in which she appears, cf. W. J. 
Verdenius, Hermeneus 29 (1957) 4-7, Edwards on II. 18.593. ττερίφρων, 
which is very common in Od., particularly of Penelope, wittily points 
to her obscurity: there is nothing to say about her, so a ‘standard’ 
epithet must be used by our struggling poet. It can hardly be an 
accident that, according to Hesiod (fr. 139 M-W), Alphesiboia was 
the name of Adonis’ mother; she thus forms a link between this myth 
and the next, and the ‘confusion’ between two homonyms is of a 
kind very familiar in Hellenistic and Roman poetry.

46 -8  Adonis, a Hellénisation of the Mesopotamian Tammuz or



the Sumerian Dumuzi, had a vital link with agriculture, and bucolic 
poetry thus naturally represents him as a shepherd, cf. i.109-ion., 
20.35--6, Eel. 10.18. The youthful beloved of Aphrodite was killed by 
a boar sent by a jealous rival, but was allowed an annual return to 
the embrace of Aphrodite, rather than that of Persephone, when his 
festival was celebrated (cf. Idyll 15). Adonis’ death is thus suitably 
evoked by a goatherd preoccupied with thoughts of suicide. On the 
Adonis myth, which was probably at least mentioned in the Hesiodic 
Catalogue, cf. M. Detienne, The gardens of Adonis (Hassocks, Sussex 
1977), W. Burkert, Structure and history in Greek mythology and ritual 
(Berkeley 2979) 205-12, J. D. Reed, CA 14 (1995) 3 i7~4 7 ; Reed (1997).

46 καλάν: like Amaryllis (18). Κυθέρειαν: interpreted in 
antiquity (cf. Hes. Theog. 198) as ‘lady of Kythera’, although the 
island is Κύθηρα (cf. G. Morgan, ΤΑΡΑ io8 (1978) 115-20, Burkert 
(1992) 190). Pausanias 3.23.1 describes the temple of Aphrodite 
Ourania on the island as ‘the most holy and ancient of ail Greek 
shrines of Aphrodite’. The title occurs in a Sapphic lament for 
Adonis (fr. 140 Voigt), and T. may have associated it particularly 
with the Adonis story. έν ώρεσι: like the goatherd (2). μήλα: 
cf. i .109η. μδλα ‘apples’ in 41 argues for μήλα here.

47 έπί πλέον . . .  λύσσας ‘to the highest point of crazed desire’; 
for this comparative cf. 1.20, Arat. Phaen. 1048.

48 ούδέ φθίμενον: gods normally avoided the pollution of human 
death, c f Eur. Hipp. 1437-8, Parker (1983) 33-7. ατερ μαζοιο 
τίθητι: the present tense evokes the repeated representation of the 
scene in ritual and art (cf. 15.84-6). ατερ seems to be unparalleled in 
this sense, and Gallavotti deleted the whole triplet.

Aphrodite’s embrace of the dying Adonis (cf. Bion, EA 4 0 -6 2 ) is 
the embrace both of the grieving iover and of the mother who has 
lost her son (the pieta figure). The suggestion in this verse that the 
dead Adonis drinks from Aphrodite’s breast catches a central para
dox: Adonis is both new-born and dead (φθίμενος ‘wasted away’ 
points to the fertile growth which the new-born, or resurrected, 
Adonis brings). In some versions, Aphrodite first saw Adonis when 
he was a baby and then entrusted him to Persephone (cf. Apollod. 
3.24.4 =  Panyassis fr. 22A Davies), and the notion that she suckled 
him after he had burst forth from the tree into which his mother had 
metamorphosed was an obvious narrative step. In Met. 10 Ovid does
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not explicitly exploit the quasi-incestuous dimension of the Adonis 
story, but he does place it after the stories of Pygmalion and Myrrha, 
a sequence which is at least suggestive. ‘[The goatherd] brings within 
the limited enclosure of his conventional and trivial amorous prob
lems the gigantic archetypes and the tragic universality of primal 
fertility myths’ (Segal (1982) 71-2).

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

49“ 5oa Endymion, like Adonis, was a hunter and/or shepherd, 
and was loved by Selene who visited him in the ‘Latmian cave’ in 
Caria; the goddess’s love led him to fall into an eternal sleep, either 
because she was scared of a rival or through the agency of Zeus. 
The principal sources for the story are collected by Σ on this passage 
and on Arg. 4.57; it was treated, inter alios, by Sappho. The sleep of 
Endymion in his cave looks forward to the goatherd’s melodramatic 
collapse outside Amaryllis’ cave. άτροπον ύπνον: the phrase 
catches the sleep/death ambiguity so familiar from epitaphs, cf. 
22.204, Call. Epigr. 9, 16, EA 71, Μ. B. Ogle, MAAR n  (1933) 82-117, 
E. Vermeule, Aspects of death in early Greek art and poetry (Berkeley 1979) 
245-56; analogous expressions from earlier poetry include χάλκεος 
ύπνος {II. n.242) and άτέλευτος ύπνος (Aesch. Ag. 1452). Άτροττος 
was the name of one of the Moirai (Hes. Theog. 905), and this con
firms the powerful ambiguity of the phrase. Endymion’s sleep is 
άτροπος -  and hence he is ζαλωτός -  in two senses. He does not ‘toss 
and turn’, because (so the goatherd imagines) his love is requited; 
tormented insomnia etc. is a standard mark of the unhappy lover, cf. 
Ovid, Am. 1.2.2-4 with McKeown’s notes, and the motif may go 
back to Achilles’ grief for the dead Patroclus {II. 24.3-22). Secondly, 
his sleep ‘allows no release’, i.e. he is dead and not suffering as the 
goatherd suffers; this gives point to εμίν, with which the goatherd 
sets his judgement against that of the world at large.

50ÎJ-1 Ίασίωνα: lover of Demeter ‘in a thrice-turned field’ and 
father of Ploutos, he was killed by Zeus’s lightning (Horn. Od. 5.125- 
8, Hes. Theog. 969-74, Diod. Sic. 5.49.4). The Hesiodic Catalogue told 
this story of Eetion (fr. 177 M-W), but Eetion and Iasion are identi
fied as early as Hellanicus {FGrllist 4 F23). The union of Iasion and 
Demeter was plainly ‘the mythical correlate of the ancient agrarian



ritual’ (West on Theog. 971), and Iasion was figured as a protos heuretes 
of agriculture (cf. Hellanicus, FGrHist 4 F135). The similarities to 
Eleusinian myth are obvious; Iasion was celebrated as the founder of 
the Samothracian mysteries (‘about which it is lawful only for the 
initiated to hear’ Diod. Sic. 5.48.4, cf. 5:) and was also connected 
with the mysteries of the Great Mother. The Samothracian mys
teries were actively supported by Ptolemy Philadelphos and Arsinoe, 
and so by implying that the mysteries have touched the world even 
of this goatherd, T. may be complimenting real or potential patrons, 
cf. Fantuzzi (1995b) 26-7. Something similar may be true of the 
allusion to Aphrodite and Adonis, cf. Idyll 15. In the goatherd’s eyes, 
Iasion (even the Homeric figure) is lucky, because Demeter ‘yielded 
to passion for him’ (Od. 5.126), and his violent death then spared him 
prolonged erotic suffering. The address to Amaryllis, φίλα γύναι, 
like εμίν in 49, points the paradox: the goatherd’s suffering has 
brought him a perspective different to that of most people. More
over, his claim to privileged knowledge -  as though he was an initiate 
-  is held out as a final teasing bribe to Amaryllis; ‘you (pi.) profani 
will never know’ means ‘people like you, Amaryllis’. It may well be 
true that Amaryllis will never (wish to) know the pleasures of making 
love with this goatherd in an open field; the verses thus play with a 
familiar representation of sex as a ‘mystery’. βέβαλοι ‘unin
itiated’, ‘profane’ cf. 26.14, Hopkinson on Call. h. 6.3.

52 -4  The goatherd’s headache (cf. n.70-1) may be part of the 
komastic pose (a hangover following too much drinking), and/or a 
symptom of love (cf. perhaps Eustath. Macr. 6.3).

52 ούκέτ’ άείδω: the ‘formal’ song is over, and the performance 
as a whole is drawing to a close; the present tense indicates ‘no more 
singing for me’, but άεισώ deserves at least a place in the apparatus.

53 κεισεΰμαι δε πεσών T shall lie where I have fallen’, i.e. T will 
not try to get up’, cf. Ar. Eccl. 962 καταττεσών κείσομαι; the image 
is of a defeated competitor in the palaistra, rather than one who has 
merely been thrown, cf. Aesch. Eum. 590, Ar. Clouds 126, Meleager, 
Anth. Pal. 12.48.1 (= HE 4078) κείμαι- λάξ έττίβαινε κατ’ αΰχένος, 
άγριε δαΐμον κτλ., Di Marco (1995b)· Plato lists ‘sleeping in front of 
doors’ among the ignominies of the lover {Symp. i83a6), and this -  
the so-called θυραυλία -  is a standard ending to the literary komos, 
cf. F. O. Copley, ΤΑΡΑ 73 (1942) 101-7. ώδε ‘here’. The wolves
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which normally attack lame or abandoned kids will now attack the 
goatherd as he lies in despair, cut off from the society of such as 
Tityros.

54 μέλι: the jingle with μέλει may be bitterly reproach
ful. βρόχθοιο ‘throat’. The word is precious rather than vulgar, 
but the wish suggests an equation between Amaryllis and the wolves 
of 531 ‘wolves’ are standardly associated with prostitutes (cf. Lat. 
lupa, lupanar), so there may be a sting for Amaryllis here.

II!  Idyll 4

A conversation between Battos and Korydon, who is looking after 
Aigon’s cows while the latter is away at the Olympic Games, about 
the state of the cattle, Aigon’s athletic prowess and a deceased local 
beauty; Battos gets a thorn in his foot which Korydon extracts, and 
the end of the poem reverts to local gossip. Korydon seems to be a 
free hired labourer (i-2n.). As for Battos, 38-40 may imply that he is, 
or has been, a goatherd (cf. n. ad loc.); he is, however, not up with 
the latest local gossip (1-2) and 56-7 perhaps suggest that he is not 
as much of a countryman as Korydon; in 26-8 and 38-40 he pro
duces mildly parodie versions of ‘bucolic’ song, and in 21-2 shows 
some interest in wider issues. The contrast between the two charac
ters has something in common with that between the urban Sim- 
ichidas and the rustic Lykidas in Idyll 7 (the jesting, the conversa
tional strategies etc.), but in keeping with the mimetic, rather than 
narrative, structure, neither character is ‘explained’ in any depth.

As in Idyll 5, the scene is set in southern Italy, near Kroton at the 
western entrance to the Gulf of Tarentum. Why T. set these two 
poems in southern Italy is unclear; it is not impossible that he asso
ciated such rustic meetings with a particularly localised tradition of 
poetic agon (cf. Intro. Section 2). Although Idyll 5 is far more agon
istic than Idyll 4, and contains an explicit song contest, Idyll 4 also 
explores the dynamics of conversation and in 26-43 (a£ least) offers a 
kind of exchange of song. Battos constantly jests at the expense of 
Korydon and others, whereas Korydon is a conversational literalist 
who ignores (or is unaware of) irony, dealing rather in ‘facts’. Put 
broadly, the poem moves from a series of exploratory agonistic 
gambits by Battos, which are parried by Korydon’s literalism, to a



sense of equilibrium and harmony in the shared enjoyment of the 
thought of a lustful old man; to this extent the movement of the 
poem is closer to Idyll 6 than to Idyll 5, despite the formal simi
larities between the endings of the two ‘Italian poems’. The match
ing triplets of the central section reinforce the sense of an agon, even 
without the formal structure and ‘rules’ of Idyll 5. As with the writ
ten record of any (real or imagined) conversation, there is often 
room for doubt about tone and implication, and this is in part re
sponsible for the very different interpretations which this poem has 
prompted; a recognition of the open-endedness of conversation and 
the importance of voice and gesture is written into the mimetic tex
ture of the poem.

Formally, Idyll 4 is loosely structured into four roughly equal sec
tions followed by a briefer coda: 1-14, Aigon and his cows (14 lines), 
15-28 the state of the cattle (14 lines), 29-43 song and Amaryllis 
(15 lines), 44-57 cows and a thorn (14 lines), 58-63 sex on the farm 
(6 lines), cf. Van Sickle (1970) 74. The sections are also distinguished 
by form: the regularity of 1-14 (stichomythia) and 15-28 (a couplet 
followed by four triplets) gives way to a greater diversity, but is 
restored by a final series of couplets marking the harmonious close 
of the poem. This structure is neither rigid nor strongly marked -  
thus, for example, 26-8 belong both with the theme of the cattle 
and with the following section of song -  but is one of a number of 
formal features which emphasise the poem as a mimesis. We are 
offered a ‘realistic’ conversation in hexameters, whose artifice is 
emphasised by patterns of stichomythia and matching couplets and 
triplets, and a language replete with echoes of Homer and the high 
style of traditional poetry, and perhaps also of contemporary élite 
poetry (35-711.). The scene in which Battos is pricked by a thorn 
directs our attention to contemporary art (50-7 n.) as a means of 
displaying the stylisation of this mimesis. The very detail of the refer
ences to local people and places, the ‘effects of the real’, thus both 
creates and works against the ‘mimetic realism’ of the bucolic world.

Thematically, that world is constructed by opposition. The world 
of Battos and Korydon is not the world of Homer, nor the world of 
the great pan-Hellenic festivals and the poetry associated with them. 
On the other hand, the bucolic world only exists by comparison with 
this ‘other’ world; Milon and probably Aigon (i-2n.) have names
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which evoke figures of Kroton’s legendary past, because the bucolic 
present replays and is measured against that past. ‘As we progress 
from Herakles to Aigon to Korydon . . .  we are continually confronted 
with diminished versions of what we have left behind’ (Haber (1994) 
24). Γη particular, the poem rewrites the central bucolic myth of 
Daphnis. Aigon’s disappearance, a ‘death’ (5η.) caused by an evil eras 
(27), threatens the existence of the bucolic world: his cows do not eat, 
and music, symbolised by the syrinx, is abandoned (28, cf. j . i -3η., 
1.128-30). Talking and singing (26-8n.) about the disappearance of 
Aigon ό βουκόλος (37) repeats in a different mimetic register the 
central bucolic act of commemoration. Aigon’s feats have indeed 
already passed into song (33-7); if he has not literally died, ‘Ama
ryllis’, the absent beloved at the heart of bucolic, has. The promise 
never to forget her (38-9) is a promise for the continuation of 
‘bucolic’ song, just as the rhapsode promises to ‘remember and not 
forget’ the subject of his song (h. Afi. 1, cf. 1.143-5^).

During the late fourth and early third centuries Kroton was 
involved in almost constant warfare, and was sacked by the people 
of Rhegion during Rome’s wars with Pyrrhus in the 270s; the city 
was depopulated (cf. Livy 24.3.1-2) and never recovered. It is tempt
ing to associate this poem’s concern with the heroic past of the city, 
and more generally with the present as an echo of the past sounding 
in a different register, with these catastrophic events (cf. Barigazzi 
(1974) 309-11), but this is not strictly necessary. The theme of 
athletics is naturally connected with Kroton (6n.), and we cannot 
assume that political and demographic changes looked as stark then 
as they do to us with our very fragmentary hindsight.

Title. Very variously given in MSS and Σ: ΝομεΤς or Νομεΐς Βάττος 
καί Κορύδων are perhaps the best attested. R. W. Daniel, ZPE 27 
(1977) 82-3, suggests that one transmitted title, Φιλαλήθης (i.e., pre
sumably, Battos, though Meillier (1989) understands Korydon), is an 
error for Φιλαθλητής (i.e. Aigon).

Modem discussions. Barigazzi (1974); Giangrande (1980) 97-105; 
Gutzwiller (1991) 147-57; Haber (1994) 20-5; Lawall (1967) 42-51; 
Meillier (1989); Ott (1969) 43-56; Sanchez-Wildberger (1955) 41-8; 
Segal (1981) 85-109; Van Sickle (1969); Vox (1985); Walker (1980) 
48- 53·
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1-2 > Ed. 3-1-2. The abrupt opening question, like the in medias res 
opening of a Platonic dialogue, is in the tradition of the mime, cf. 
Herodas 5.1 λέγε μοι σύ, Γαστρων, ήδ5 ύπερκορής ούτω κτλ. Such 
an opening shuts off the temptation to construct our own narrative 
beyond the ‘facts5 of the poem (Where does Battos come from? Why 
is he ignorant of local events? etc.); at the centre of the poem will lie 
the narrative of Aigon, and Battos5 ignorance is necessary to prompt 
the telling of that tale. Battos knows, however, that the cattle cannot 
belong to Korydon himself; the latter is, therefore, probably a poor 
but free man. Κορύδων ‘Mr Lark5; both Κόρυδος and Κορυ
δαλλός are attested as names and nicknames (cf. Arnott (1996) i66~ 
7). That we do not learn Battos5 name until 41 may be due to a wish 
to avoid too stylised or agonistic an opening (contrast 5.1-4). 
Φιλώνδα; genitive, cf. 7.75η. The name occurs also at 5.114 (also 
S. Italy) and is attested on Euboea and Rhodes (.LGPN 1 s.v.). 
Αϊγωνος; in this context Αίγων, attested both in Athens and the 
Aegean {LGPN ι- n  s.v.), suggests ‘Mr Goat5. An Aigon from Kroton 
is named as a follower of Pythagoras at Iambi. Vit. Pyth. 267 (p. 143 
Deubner); as with Milon (6n.), therefore, T. may have a chosen a 
name with local associations as part of the sense of the present re- 
creating the past, cf. above, p. 131. βόσκεν: cf. 1.14η.

3 >  Ed. 3.5-6. ‘I imagine you find some way to milk them all 
secretly in the evening5; the remark seems more like a jest than an 
attempt ‘to provoke a quarrel by accusing Korydon of theft5 
(Gutzwiller (1991) 148). ψε for σφε occurs also at 15.80 (so P. 
Hamb. 201) in the mouth of a Syracusan resident in Alexandria, and 
Sophron fr. 94 Kaibel, whence the grammatical tradition regarded it 
as ‘Syracusan5; it is, however, also attested on Crete (Buck (1955) 7 4 » 
98), cf. Hunter (1996b) 153-4. τα ποθέσπερα: the singular is 
more usual with such neuter accusatives, cf. 1.15, 7.21, 10.48. 
άμέλγες: cf. 1.3η. In 46, however, έσακούεις is unanimously 
transmitted.

4 άλλ’ ‘No, for . . . ’ ό γέρων: Σ suggests that this is the absent 
Aigon’s father, cf. 58-630., Ed. 3.33-4 est mihi namque domi pater, est 
iniusta nouerca, | bisque die numerant ambo pecus, alter et haedos; the lack of 
specificity is mimetic of colloquial conversation.

5 αυτός . . .  b βουκόλος ‘their master . . .  the cowherd5, cf. 12, LSJ 
s.v. αύτός I 1. αφαντος . . .  ώιχετο: the tone is mockingly grand,
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cf., e.g., Aesch. Ag. 657 ώιχοντ’ άφαντοι. The suggestion of death, 
however, introduces the theme of Aigon as a ‘Daphnis5 who has left 
the countryside, cf. Intro, above, 12-140. άφαντος is common in 
high lyric and tragedy, but not found in prose until very late.

6 The last two words echo the close of 5; the effect is perhaps to 
mark the significance of the news he has to impart, rather than to 
tease Battos for his ignorance. Άλφεόν: the river of Olympia, 
frequently used in poetry to denote Olympia itself. Μίλων: the 
name of a (rather macho) character in Idyll 10 and well attested at 
all periods, but here it must recall Milon, the famous sixth-century 
wrestler who won 31 victories at pan-Hellenic games, including six 
Olympic victories, and was closely associated with Kroton and the 
Pythagorean circle, cf. Strabo 6.1.12, Paus. 6.14.5, ÂÆ1 xv 1672-6,
H. A. Harris, Greek athletes and athletics (London 1964) no-13. The 
precise relationship between his latter-day namesake and Aigon is 
left unspecified: it is often assumed that Milon was Aigon’s trainer, 
but nothing in the poemjustifi.es this.

7 ‘And when did he [Aigon] ever behold oil?’, implying not only 
that, to Battos5 knowledge, Aigon has never had any interest in ath
letics, but also that Aigon would be quite out of his depth in the 
sophisticated world of athletics and the gymnasia (cf. 2.77-80). 
High-flown language (έν όφθαλμοϊσιν όρδν is a common Homeric 
locution) mocks Aigon’s pretentiousness in departing for the primary 
athletic festival of the Greek world. οπώπει: cf. n.m .

8 Herakles was not only the greatest Greek athletic hero, but also 
the legendary founder of Kroton {RE xi 2020). βίαν καί κάρτος: 
Korydon defends Aigon with a Homeric phrase of his own {Od. 
4-4*5» ^-^δ» *8.139), used perhaps more in naïve respect than 
mockery. The Ionic and Homeric βίην might tip the tone towards 
the latter, but decision is very difficult. Ιρίσδεν: cf. 1.14η.

9 For Polydeukes, the divine boxer without peer (cf. 22.2-3), and 
Herakles together in a ‘serious5 epinician, cf. Simonides, PMG 
509. ά μάτηρ ‘my mother5.

10 σκαπάναν ‘pick-axe5 or ‘shovel5. Σ explains that athletes used 
digging as a form of training to increase upper-body strength, as 
modern athletes lift weights. τουτόθε ‘from here5. μδλα: cf.
I. 109-ion. The sheep are Aigon’s ‘rations’ for his absence from the 
farm. Athletes, like Herakles, were traditionally associated with a



meat diet and were a standard object of satire for their gluttony, cf. 
34η., Ath. to 4i2d~4i4d, Hunter (1983a) 92. Korydon may not 
intend his image of Aigon setting off with pick-axe and twenty sheep 
to be amusing, but to Battos it is pure madness (cf. n).

11 ‘Milon might also persuade the wolves to go crazy at once.’ 
Taking 20 sheep away from the flock produces the same result as 
would be achieved by crazed wolves, or perhaps the sense is that 
leaving the animals in Korydon’s care is an open invitation to the 
wolves (cf. 13). λυσσήν is normally used of rabid dogs, and Σ suggests 
that the point is that if Milon can persuade Aigon to take up ath
letics, he could also produce a revolution in nature; one might, how
ever, have expected a more improbable adynaton (r.i32-6n.) than 
crazed wolves, and the verse itself suggests, perhaps rightly, an ety
mological link between λύκος and λύσσαν. According to a story not 
certainly attested before Strabo 6.1.12, the famous Milon (6n.) was in 
fact killed by wolves (or dogs) in a wood, and the present line could 
be a malicious wish that a like fate befall his namesake ‘straight
away’, cf. Fantuzzi (1998a).

12-14 Korydon interprets the lowing of the cattle as πόθος for 
their absent master, in a gesture towards the ‘pathetic fallacy’ (1.71- 
5η.). Aigon is a ridiculous Daphnis, whose absence (5η.) is mourned 
by a bovine threnody, cf. EB 23-4 (after Bion’s death) ai βόες ai 
ποτί ταύροις | πλαζόμεναι γοάουτι και ούκ έθέλοντι νέμεσθαι, Eel. 
5.24-6. Korydon assimilates the situation to human ms: the heifers 
waste away in longing for the absent male, as human lovers stop eat
ing, grow’ thin (i5~i6n.), and express their longing in song (cf. Idylls 
3 and n). Subsequent verses and the pointed ambiguity of 13 -  is the 
βουκόλος Aigon or Korydon? -  invite us rather to interpret the cat
tle’s lowing as a sign of hunger.

12 αύτόν ‘their master’, cf. 5η.
13 δείλαιαί γ ’ αύταί! the better attested 5 ’ would be a case of δέ 

in ‘passionate or lively exclamation, where no connexion appears to 
be required’ (Denniston 172).

15-16 > Ed. 3.100-2. The change from single-line stichomythia is 
marked by the delay of τώστία to the start of 16 (‘enjambment’). 
τώστία: the heifer’s condition resembles that of the lovesick 
Simaitha, 2.89-90 αυτά δέ λοιπά f όστί' ετ' ής καί δέρμα, 
πρώκας ‘dew-drops’; that this was the sole element in a cicada’s diet 
is a belief attested as early as Hes. Aspis 393-5 and repeated con-
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stantly by both poets (cf, Ed. 5.77) and technical writers, cf. Arist. 
HA 4 532bi3, 5 556bi6, Davies-Kathirithamby 123-4. Cicadas noto
riously lacked physical strength (cf. II. 3.15t) and their ‘skeletons’, 
like those of the cattle in Battos’ jest, seem visible to the naked eye. 
Perhaps Battos jokes that the ‘grieving’ cattle risk a fate similar to 
Plato’s cicada-men {Phaedrus 25901-2, above, p. 14).

17-19 Korydon takes Battos’ jest seriously: he in fact takes good 
care to provide excellent fodder. The adjectives in 18, ‘a lovely 
bundle of soft grass’, reflect Korydon’s view (or hope) of the calf’s 
pleasure, much as some people today talk to babies, cats and dogs; 
there is a similar effect in 24-5. ού Δαν: cf, 6.21-2, 7.39 nn. 
άλλ’ οκα μεν . . .  αλλοκα δέ: cf. 1.36-7«. Αισάροιο: the Aisaros 
(modern Esaro) flowed into the sea at Kroton, cf. Strabo 6.1.12, 
Ovid, Met. 15.53-9. Λάτν»μ.νονΐ said by Σ to be a mountain near 
Kroton, but there is no other evidence.

20 > Eel. 3.100. πυρρίχος: cf. 7.132η.
20-2  ‘May Lampriadas’ people be allotted such [a beast] when 

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

22 "Hpau Hera Lakinia (32-3^), the greatest goddess of Magna 
Graecia. κακοχράσμων does not occur elseu'here and the exact 
nuance is unclear; there is, however, no obvious reason to assume 
corruption. (For κακοφράσμων cf P. Radici Colace, GIF 4 (1973) 
65-6.)

23-4  Korydon ignores Battos’ outburst and again (17-190.) 
answers the ‘serious’ charge of not feeding the cattle correctly. 
Στομάλιμνον ‘the salt-lagoon’, probably to be conceived as a par-
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ticular place (hence the capital letter). Elsewhere the standard form 
is στομαλίμνη. τά Φύσκω: Σ identify Physkos as a mountain. 
The name is suitable (φύσκωυ is ‘pot-bellied’), but the phrase would 
be hard to understand. It seems more likely that Physkos is a per
sonal name (cf. LGPNu s.v.), ‘to Physkos’ territory’. The obscurity of 
the reference is a device of ‘mimetic realism’. Νήαιθον: a river 
north of Kroton (Strabo 6.1.12), probably the Neto which flows into 
the sea some 15 km north of the site. καλά πάντα: cf. i j - ign.

25 Cf. 13.45η. αίγίττυρος is not securely identified, cf. Lembach
(1970) 55-6; Σ claims that it is spiny. For κνύζα ‘fteabane’ cf. 7.67- 
8n. μελίτεια (Lembach (1970) 52-4) is also unidentified, though the 
‘honeyed’ name sits well with the epithet ‘sweet-smelling’; at 5.130 it 
is good food for sheep.

26 -8  Battos breaks into a kind of lament for the cattle and for the 
‘bucolic world’ in general. The tone is at least mock-tragic (‘the cows 
will pass to Hades’), as it is in the corresponding 38-40; the opening 
spondees of 26 signal the mourning. Though the cows ‘long for’ him 
(i2-i4n.), Aigon has ‘fallen in love’ with the fashion for (καί τύ) 
athletics.

26 τάλαν: cf. 1.82-30.
27 δκα is  h e r e  c a u s a l ,  c f . LSJ s .v . ο τ ε  b .

28 έπάξα: 2nd person singular aorist middle. This ending (< -ao) 
is well attested in the grammatical tradition (cf. Σ, Et. Mag. 579.20-2 
Gaisford), though it may be hyper-Doric, cf. Dover xxxiv, 
Hopkinson (1984) 49. ετταξας occurs, presumably as a correction, in 
some late MSS.

29 o\> Νύμφας: cf. 6.22η. An oath by the Nymphs is appropriate 
as they are the patrons of rural song, cf. 7.91-2, I48nn. ΠΓσαν: 
Pisa was an old name for the site of Olympia, and is frequently used 
to denote it.

30 Ιμοί, only here in the bucolics, is presumably preferred to έμίν 
for euphony. τις  . . .  μελικτάς ‘something of a singer’. For the 
link between syrinx-playing and song cf. 7.27-3111.

31 Glauke was a Chian citharode, associated in anecdote with 
Ptolemy Philadelphos, and renowned for the lasciviousness of her 
tunes, cf. Hedylus, HE 1883 Γλαύκης μεμεθυσμένα τταίγνια 
Μουσέων, Plut. Mor. 397a, RE vu 1396-7. Even if her tunes were 
indeed very popular all over the Mediterranean, we are presumably 
to understand that she is at most just a name to Korydon, used to
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bolster his claim to musicianship. Glauke’s link to Ptolemy suggests a 
possible patronage context for these verses -  even illiterate Italians 
have heard of one of Philadelphos’ favourites. This amusing improb
ability was perhaps reinforced in the ‘performance’ of Idyll 4 by 
gestures and ‘play-acting’ at this point. Pyrrhos is said by Σ to have 
been a lyric poet from Erythrae in Ionia or Lesbos, but is otherwise 
unknown; Meineke suggested an identification with a Milesian κιν- 
αιδολόγος called Pyres or Pyrrhos (Ath. 14 620e, Suda σ 871), and a 
reference to such lascivious verse would fit the humour 
here. άγκρούομαι T strike up’, cf. 10.22 άμβάλευ.

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

32 -3  Ί  sing the praises of Kroton -  “A beautiful city is Zakynthos 
and . . . ” -  the Lakinian shrine that faces the dawn . . . ’ Korydon 
interrupts his summary to offer proof of what he is saying in the 
form of the opening words of the song (38-9^), which was in the 
form of a priamel, i.e. ‘Zakynthos is lovely and Y is lovely and Z is 
lovely, but Kroton, the home of Aigon, is loveliest’, cf. Hor. C. 1.7, 
Virg. Georg. 2.136-9. Text and interpretation are, however, uncer
tain; Edmonds proposed καλάν ττόλιν άτε Ζάκυνθον, ‘[Kroton] a 
lovely city like Zakynthos’. ä  τε Ζάκυνθος: τε is not lengthened 
before Ζάκυνθος, in imitation of Homeric practice (cf. Od. 1.246, 11. 
2.634, W. F. Wyatt, Metrical lengthening in Homer (Rome 1969) 183 n. 1); 
this licence is appropriate in a snatch of song. The beauty of the 
town of Zakynthos is praised by Pliny, N H 4.54. τό ποταώιον το 
Λακίνιον.· the great temple of Hera which stood on the headland 
of Lakinion, south-east of Kroton, commanding the entrance to the 
Gulf of Tarentum; the headland is now Capo Colonna, from the 
one surviving column, cf. R. Stillwell (ed.), The Princeton encyclopedia of 
classical sites (Princeton 1976) s.v. Kroton. Livy 24.3.3-7 tells of sacred 
cattle and ‘miracles’ associated with this rich shrine. Korydon’s song 
gives an account of a comic miraculum which took place there.

34 This act of gluttony, and the feat of strength in 35-7, should
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be imagined within the context of the celebrated athletic festivals at 
Kroton (cf. Ath. 12 522c); such festivals were a standard site for dis
plays of physical and intellectual prowess. The famous Milon was 
reported to have carried a bull on his shoulders around the stadium 
at Olympia and then eaten the whole animal in a single day (Ath. 10 
4i2e-f); T .’s contemporary Alexander Aetolus mentioned an ox
eating contest between Milon and Titormos of Aetolia (fr. ii Powell), 
μόνος: in the standard language of praise, μόνος signals the unique
ness of the achievement (cf. 38, Barrett on Eur. Hipp. 1281, Hunter 
(1983a) 96); here there is an amusing perversion of the motif -  Aigon 
ate ‘all alone’.

35-7 Similar feats of strength are recorded for other athletes: 
Astyanax of Miletos (X here), Milon (34η.), and Titormos, who won 
even Milon’s admiration (Aelian, VH 12.22). O f particular interest is 
the story of how Theseus, son of Aigeus (cf. Aigon), captured the 
bull of Marathon and dragged it back alive to Athens. Callimachus’ 
account in the Hekale has suggestive points of contact with these 
verses, cf. fr. 260 (=  69 Hollis). 4 μακράν άυσε, 9 ζωόν άγων τόν 
ταύρον, 14—15 α* δε γυναίκες | . . .  στόρνηισιν άνέστεφον. The cele
bration for Theseus takes place in the countryside, and may be seen 
as the heroic model for Aigon’s act. There are no serious chrono
logical objections to echoes of the Hekale, but the matter must 
remain open.

35 τον ταύρον ‘the bull [in the well-known story]’.
35-6 πιάξας | τάς όπλας ‘squeezing [i.e. grasping tightly] by the 

hoof’, τπάζειν is Doric for ταέζειν, cf. Molinos Tejada 109-n. 
Άμαρυλλίδι: cf. 3.1η. Aigon offers the bull as a ‘love-token’, as the 
goatherd offered a rich supply of apples to another Amaryllis in 
Idyll 3.

37 μακρόν άνάυσαν: μακράν αύσας is a standard Homeric verse- 
ending, but form and position are here altered. έξεγέλασαεν: cf. 
7.42η.

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

3 8 -9  Cf. 3.6. It is tempting to see a self-quotation by T.: Battos is 
‘playing the goatherd’, and rustic song is amusingly figured as the 
opening words of one of T .’s own αίπολικά. αέθεν: only here in 
the genuine bucolics, presumably as a mark of (mock) high-style in a 
song, τεϋς would produce a breach of ‘Naeke’s Law’ (1.130η.), but T. 
could doubtless have found other ways to avoid that. ούδε . . .  j 
λασευμεσθ’: the language of epitaphs, cf. CEG 2.631.3-4 ουττοτ’ 
επαίνου | [λησό]μεθ’· η μάλα yàp [σήν φ]ύσιν ήγασάμην κτλ. 
Death is not common in bucolic poetry, unless it is of figures from 
the mythical past. The plural λασεύμεσθ’ can be interpreted strictly, 
‘we who remember you’; there is no contradiction with the following 
εμίν.

39 ‘As dear to me as are my goats, so [dear] [3.40-20.] were you 
[when your light was] extinguished.’ The metaphor of ‘light and life’ 
is a common one (cf. Xen. Cyr. 5.4.30, Leonidas, Anth. Pal. 7.295.7-8 
(= HE  2080-1) etc.), but it has a particular appropriateness for ‘Miss 
Sparkle’, cf. 3.i-2n.

40 Battos strikes a ‘tragic’ pose, cf. Alciphron 3.13.1 (a parasite) ώ 
δαΐμον, ός με κεκλήρωσαι καί εϊληχας, ώς πονηρός εΤ κτλ. (= Adesp. 
Trag. 17 K-S). τώ σκληρώ . . .  δαίμονος: exclamatory genitive, 
cf. 1 0 .4 0 , K —G I 389. λελόγχει: cf. n.in.

41-3 Korydon takes Battos’ song at face value, i.e. he does not 
understand poetic ‘impersonation’; his poem, after all, was about 
‘real’ events. These verses might themselves be understood as a 
poem of consolation, but it seems more likely that we have now 
reverted to the ‘spoken’ mode. The consolation is predictably banal, 
cf. Soph. El. 173-8, 916-19, Hor. C. 2.10.13-20, Tib. 2.6.19-20 cred
ula uitam I spes fouet et fore cras semper ait melius; for the importance of 
ελπίς cf. also Theognis 1135-50, Lyc. Leocr. 60. Line 42 is singularly 
clumsy in the context of Amaryllis’ death.

41 θαρσεΐν χρή: the idea is of course ubiquitous in consolation, 
but the injunction to mourners to ‘cheer up’ became very common 
on tombstones (cf. Lattimore (1962) 253), and such a resonance suits 
the context here. Βάττε: the name (‘Stammerer’) is particularly
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associated with Cyrene (cf. Callimachus, ‘son of Battos’), but is 
found elsewhere also {LGPNi s.v.), cf. further 50-4n.

42 ανέλπιστου for the epitaphie theme of the utter desolation of 
death cf. Lattimore (1962) 74-82.

44 θαρσέωΐ Battos’ laconic response may signal a genuine reac
tion to Korydon’s consolation, but it may also be an ironic acknowl
edgement of what has always been obvious, except to Korydon, cf. 
38-40n. Ott (1969) 46 takes the first view, and suggests that the 
quick change of subject is a strategy by Battos to regain the con
versational initiative, cf. 4511. βάλλε ‘drive’, perhaps with the 
implication that this will be accomplished by throwing things at the 
calves, cf. Eur. Cycl. 51 ώή, ρίψω πέτρον τάχα σου, Eel. 3-96 
reice. τας . . .  ελαίας: collective singular, ‘the olive-trees’.

45 Wilamowitz divided this verse between speakers after δύσσοα, 
i.e. at the bucolic diaeresis, but there are other possibilities, o f which 
the most attractive is division after θαρσέω in 44, with βάλλε 
addressed by Korydon to a nameless helper or to no one in particu
lar. The threat to the cows and knowledge of their names identify 
Korydon as the speaker of 45b-g, but 44-58. are more uncertain. 
Earlier editors give all of 44-5 to Battos, but ση&’ ο Αέτταργος cer
tainly sounds like Korydon. With any of these arrangements, this 
will be the only example of verse-splitting (antilabe) in the poem; so 
too, Idylls 5 and 10 have only one example each (5.66, 10.15). The 
poetic effect is quite different from that o f Idylls 14 and 15 where 
antilabe is common: the solitary example is a stylised marker of mim
esis and of ‘the tension between the rustic illusion and the literary 
self-consciousness’ (Segal (1981) 99). δύσσοα: cf. 3.24η. σίτθ’: 
σίττα presumably represents a whistling sound, cf. 5.3, but with the 
same meaning as our ‘hey!’ b Λέπαργος: for the article with an 
injunction cf. ι.ΐ5ί-2η. λέτταρχος, ‘with white coat’, is in origin an 
adjective, but here seems to be the name of a calf. It occurs as the 
name of a bull in Call. fr. 24 (— 26 Massimilla), the story from Aitia 1 
of Herakles and Theiodamas; that fragment also has the motif of a 
thorn-prick in the foot and the verb εξεχέλασσεν (line 13, cf. 37 
above), and some connection between these passages is not improb
able, cf. A. Barigazzi, Prometheus 2 (1976) 237-8.

46 σίττ’ ώ Κυμαίθα: cf. Eur. Cycl. 52 ihray’ ώ ύτταχ* ώ κεράστα 
κτλ. (with Seaford’s note), Sophron fr. 10 Kaibel φέρ’ ώ τόυ δρίφον;
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in such cases a distinction between vocative ώ and exclamatory ώ is 
largely academic. If ώ of the Sophron papyrus is correct, σίτθ’ ώ 
may be required (cf. Latte (1968) 529); σίτθ’ ά looks like a correction 
designed to bring this verse into line with the preceding. For Kymai- 
tha cf. 1.151—20.; of the various guesses in Σ, a link with κυείν seems 
the most probable. εσακούεις: cf. 3η.

47 κακόν τέλος most obviously suggests death, cf. θαυάτοίο 
κακόν τέλος at Od. 24.124, but this would be the emptiest of threats, 
as Korydon’s powerlessness in the matter of the cattle has already 
been stressed (1-4). The phrase may, however, merely indicate a 
beating, cf. 49, Ar. Frogs 552 κακόν ηκει τινι, Men. Penh. 398-9 μέχα 
τί σοι κακόν | δώσω, Plaut. Persa 816-17 caue sis me attigas, ne tibi hoc 
scipione j malum magnum dem.

49 λαγωβόλον: cf. 7.19η. πάταξα: cf. 11.55η. The subjunctive 
πατάξω (in most MSS) is preferred by some editors.

50-7 Battos gets a thorn in his foot and Korydon removes it. The 
motif is natural in poetry set in the countryside, cf. to.3-4, but some 
connection with a famous motif of Greek sculpture seems certain. 
Single figures extracting thorns from their feet are known in various 
versions, the most famous being a Roman bronze of (probably) the 
first century, now in the Palazzo dei Conservatori, cf. R. R. R. 
Smith, Hellenistic sculpture (London 1991) 136-7 with figs. 171-2, W. 
Fuchs, Der Domauszieher (Bremen 1958). A group of Pan attending to 
the foot of an injured satyr is also known in more than one copy, cf. 
M. Bieber, The sculpture o f the Hellenistic age (2nd ed., New York 1961) 
148, Pollitt (1986) fig. 43, and it is likely enough that the motif always 
had a ‘pastoral’ connection (cf Himmelmann (1980) 97-8, Nicosia 
(1968) 90-2). This motif cannot with certainty be traced in Greek art 
as early as T., though it occurs in an Egyptian tomb painting of the 
second millenium b c  (cf E. Strouhai, Life in ancient Egypt (Cambridge 
1992) fig. 28), but the likelihood that T. here directs his readers’ 
attention to contemporary art is strong, cf. 24.26-33 (Herakles and 
the snakes); Θάσαι (50) will act as a cue to this ‘visual allusion’ (cf. 
Epigr. 18 θάσαι τον ανδριάντα τούτον κτλ.). This is part of the 
poem’s concern with the nature of bucolic mimesis (above, p. 130), 
and with the relation between ‘reality’ and the stylisations of liter
ature; art is used as a suggestive analogue for the process involved. 
So too, Battos’ foolish ‘gaping’ at the heifer (53) inscribes in the text
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a familiar reaction to the wonders of art (cf. 15.78-86, Herodas 
4.20-78, Hunter (1996a) 117-19).

50 πότ τώ Διός: cf. 11. m.
51 έπάταξ’ picks up πάταξα from 49. ώς: exclamatory, 

βαθειαι ‘thick-set’, ‘dense’.
52 τάτρακτυλλιδες! i.e. ταΐ άτρακ., a kind of thistle described by 

Thphr. HP 6.4.6: it was also called φόνος and had a bad smell. An 
identification with Cartkamus lanatus, ‘an orange-flowered annual 
thistle . . .  erect up to 60 cm high . . .  unpleasant-smelling, with red
dish juice’ (Polunin-Huxley 192) seems probable. κακώς . . .  
όλοιτο: the curse is high-flown, creating a pointed contrast with the 
ordinariness of its object.

53 Battos holds out his foot to Korydon. χασμεύμενος ‘gap
ing’. For the form in -έομαι rather than -άομαι cf. 3.18η. There is no 
suggestion in the verb that Battos has actually been helping Korydon 
to round up the cows; rather he has been watching events without 
looking where he was putting his feet. Lawall (1967) 48-9 sees an 
erotic sense in the participle (cf. χάσκει at Anacreon, PMG 358.8): 
the thorn symbolises the eros he feels, but this eros is merely ‘gross 
physicality1; cf. further 50-7, 5 8 -6 3 ^ . ή ρά γε: the text is 
uncertain.

54 ’έχω τέ vivs the very rare postponement of τε (cf. Denniston 
517) is indicative of Korydon’s excitement.

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

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

58-63  Battos seeks to catch up on more local gossip. I5ge identify 
τό γερόντιαν as ASgon’s father, i.e. the γέρων o f  4, and the reprise 
of the opening verse in 58 supports the identification. More prob
lematic is the identity of the ‘dark-browed sweetie’ of 59. It is nor
mally assumed that she is human, but a farm animal is as likely, in 
view of his choice of location for sex, the cattle-pen, and the final 
comparison with satyrs and Pans, both famous for bestial practices. 
If this is correct, the story of Pasiphae in Ed. 6 will have a kind of 
Theocritean precedent.

58 εϊπ’ αγε μ’, ώ Κορύδων: cf. ι; the echo introduces the poem’s 
closure. The injunction is Homeric (IL 9-673, 10.544), a style in 
pointed contrast to the following γερόντιον and to the subject 
matter. μ’ =  μοι, cf 7.19. μύλλει ‘milling’, cf Lat. molere, 
permolere (Hor. Sat. 1.2.35); μνλ(λ)άς is given as a word for a prosti
tute (Photios s.v., Suda μ 1403).

59 ‘that dark-browed [3.18η.] sweetie [3.7η.] for whom he once 
had the itch’. εκνίσθη is followed by a genitive, as with verbs of 
desire and longing (cf. Legrand (1898) 292, K -G  1 351-2). The 
‘thorns’ of desire (13.64-710.) link this theme to the thorn-pulling 
scene which has immediately preceded.

60 άκμάν γ ’ ‘Yes, he’s still at it.’ ώ δείλαιε teases Battos for 
his ignorance.

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

62  φ ιλοΐφα ‘randy’; οιφειν or οίψε7ν is a synonym of βινειν.
62-3  ‘That kind is a close (έγγύθεν) rival of Satyrs or Pans with

their ugly shins.’ This seems preferable to ερίσδεις continuing the 
apostrophe, with τό γένος as an accusative of respect. γένος: the 
meaning is uncertain -  the old man’s ‘family’, or ‘people like’ the old



man, i.e. (?) old countrymen. The former is perhaps suggested by 
έρίσδει picking up έρίσδευ in 8, cf. Stanzel (1995) 85. Πάνεσσι: 
plural Pans figure already in classical literature (Aesch. fr. 25b Radt, 
Soph. fr. 136 Radt, Ar. Eccl. 1069); they are rustic daimones, spirits 
‘like Pan’. The ugliness of their shins presumably reflects the fact 
that they have the straight, fieshless shins of a goat, but there is a 
moral point as well: [Arist] Pkysiog. 8roa3i-3 associates ‘thin, 
sinewy’ shins with lustfulness (λαγνότης), and 812^3-14 associates 
‘hairy’ shins with the same failing, ‘on the model of he-goats’, cf. 
SPG i 358.5, 428.7.

IV Id yll 7

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

First-person narratives of past events which, unlike Odysseus’ 
account of his travels, are not embedded in a wider context are rare 
in Greek poetry. Archilochus’ ‘Cologne Epode’ (SLG 478, cf. 120-in.) 
tells of a past seduction in the first person, but unfortunately the 
opening is lost; centuries later, Ovid, Amores 1.5 uses a similar form 
for a similar experience (cf. 156η.). The form seems more at home in 
the ‘lower’ genres: some of Hipponax’s poetry and the short narra
tive of Catullus 10, Varus me meus ad suos amores | uisum duxerat etc., 
suggest this. If the narrating first person is not explained or em
bedded, then such poetry looks (auto-)biographical. Suggestive in 
this regard are Horace’s Satires, especially 1.5 and 1.9, two ‘journey’
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poems full of ‘effects of the real’ (names of contemporaries, place- 
names etc., casually mentioned as if familiar to the reader, cf. 7,1-11, 
E. Gowers, POPS 39 (1993) 48-61); in neither poem is the narrator 
named, although ‘embedding’ within the book of the Satires must be 
taken into account.

Perhaps the closest Greek analogues for Idyll 7 are in Plato’s dia
logues. The Lysis begins: Ί  was going from the Academy in the 
direction of the Lyceum by the road just beyond outside the city 
wall; when I was opposite the gate where the spring of Panops is 
located, I met Hippothales . . .  When Hippothales saw me approach
ing, he said, “Socrates, where have you come from and where are 
you going?” .’ Particularly striking is the similarity of the opening of 
Idyll 7 to the opening of the Republic·. ‘Yesterday I went down to 
Peiraeus with Glaukon the son of Ariston to pay my respects to the 
goddess . . . ’; that the narrator is called Socrates emerges a para
graph and a half later when Polemarchos addresses him by name (cf. 
the technique of the Lysis). In both of these openings there is the 
same concern with ‘realistic’ detail as in Horace’s Satires and Idyll 7. 
The similarity between Plato and T. may be due in part to a shared 
debt to the mimes of Sophron (so Weingarth (1967) 77), and T. may 
even wish to appropriate Plato, who visited Syracuse, as a ‘Sicilian’ 
writer.

It is, however, the Phaedrus which seems closest to Idyll 7: a walk in 
the countryside in the heat of the day and an exchange of perform
ances designed to win over a beautiful boy make that dialogue more 
specifically important for Idyll 7 than its place in the generic ‘pas
toral’ tradition would indicate (cf. Intro. Section 3). The Phaedrus is a 
purely mimetic-dramatic dialogue without narrative frame; its mode 
is that of Idylls 1, 4, 5 and 10. For the rewriting of the Phaedrus in 
Idyll 7, however, T. has chosen a different, but equally Platonic, 
mode, namely that of the lysis and the Republic.; such virtuosity is 
typical of Hellenistic exploitation of the literary heritage. Whereas 
in the Phaedrus it is the city-dwelling Socrates who has ‘ironic’ mas
tery of the conversation, in Idyll 7 it is the rustic Lykidas who plays 
the ‘Socratic’ rôle; it is as though the Phaedrus has been transposed 
into a narrative related by Phaedrus. Secondly, the Phaedrus shows 
that responding epideictic performances are no substitute for the 
serious business of dialectic philosophy; ‘bucolic’, however, whether



expressed through ‘capping’ couplets (Idyll 5), prompt and response 
(Idyll 6), or juxtaposed efiideixeis (Idyll 7), is concerned not with intel
lectual progress (as the Platonic Socrates represents it), but with the 
pursuit of aesthetic and emotional pleasure and ασυχία (cf. i.m.).

The relationship between T., ‘the author’, and Simichidas the 
narrator has since antiquity been thought to be more complex than 
that between Plato and Socrates. This is not a version of the (point
less) question ‘Does Idyll 7 describe a real experience?’, but relates 
to how we are to understand the poem. It is not impossible that, just 
as Asclepiades was ‘Sikelidas’ (40η.), so T. was known as ‘Simichidas’ 
(for reasons we do not know), and it is just unhappy chance that we 
have no other evidence for it. On the other hand, when reading, or 
listening to a recitation (by T. himself?), ‘Simichidas . . in 21 could 
have caused real surprise, and in this the Theocritean pattern would 
differ from the Platonic. About Simichidas at the time of the festival 
we learn that he is relatively young (44), a poet (37-41) and indeed 
by his own account already a ‘bucolic’ poet (30-1, 9175); he is 
clearly very familiar with Cos and perhaps resident in Cos town (2). 
τόν ξεϊυον . . .  μευ in 119 might suggest that he comes from some
where other than Aratos’ home (cf. 28.6 about Nikias of Miletos); 
unfortunately, Simichidas’ song gives no clue to Aratos’ origin, 
although both he and Philinos bear names very common on Cos 
(105η.). All suggested ancient connections between T. and Cos prob
ably derive from interpretations of Idyll 7, but at least there is noth
ing which forbids some kind of identification between Simichidas and 
T., and some things positively encourage us to put the two together. 
Idyll 6 is addressed to an Aratos (below, p. 243), and the temptation 
to identify the two characters of this name is obviously strong, thus 
giving a link between the poetry of ‘Simichidas’ and the poetry of T. 
If therefore ‘Simichidas’ was a name specially created for Idyll 7, 
then ‘Simichidas both is and is not T .’ (Bowie (1985) 68); similarly, 
the setting of the poem both is and is not Cos, i.e. there is both a 
reconstructable and ‘real’ geography and a geography of the mind 
and the mythic and literary tradition, just as there are real people 
(T.’s patrons in whose honour the poem is written) and the fictitious 
creations of song. ‘Bucolic’ poetry too claims to reproduce the ‘real’ 
singing of herdsmen, but is only too conscious of its difference.

Lykidas is introduced with detail which suggests that, unlike the 
characters and geography of the opening passage, he is new to us.

147COMMENTARY: 7, INTRO.

Simichidas, however, apparently knows his name, origin, and repu
tation as a poet, as Lykidas for his part knows Simichidas. Perhaps 
we are to understand that Simichidas knows who this is from his 
appearance, but has never met him before (Simichidas may never 
have ventured into the countryside before and Lykidas never goes to 
town, cf. 92η.). Lykidas ‘was a goatherd’, but he has no goats, mate
rialises mysteriously, and apparently speaks only to Simichidas; he is 
clearly not simply what he seems, cf. 11-140. The meeting is in fact 
modelled on Homeric ‘encounter’ scenes, one variety of which is the 
appearance of disguised gods to mortals, often when they are on a 
journey, cf. Puelma (1960), Archibald Cameron (1963) 291-307, G. 
Luck, M H  23 (1966) 186-9. The principal such scenes are Priam 
and Hermes (IL 24.322-472), Odysseus and Athene {Od. 7.14-132), 
Odysseus and Hermes {Od. 10.274-310), Odysseus and Athene {Od. 
13.219-440), and Odysseus/Eumaios and Melantheus {Od. 17.182- 
261). Two such scenes are suggestively ‘bucolic’. In Od. 13 the dis
guised Athene confronts Odysseus on the Ithacan shore: ‘But then 
Athene drew near to him; she wore the guise of a young shepherd, 
with the gentle air of a king’s son; a lovely mantle fell in two folds 
about her shoulders; there were sandals on her glistening feet, and 
she held a javelin in her hand’ (13.221-5, trans. Shewring; cf. 7.14-19 
with appropriately ‘un-epic’ variations, F. Williams, MPhL 3 (1978) 
2I9 ~2 5)· The most important model, however, is the purely human 
encounter of Od. 17 (cf. Ott (1972) 144-9, Halperin (1983a) 224-7). 
Odysseus, disguised as a beggar, and Eumaios are journeying from 
the countryside to the town; Odysseus has borrowed a staff from 
Eumaios to support himself: ‘The two walked on over the rugged 
path till they neared the city and came to the fountain of fashioned 
stone from whose lovely streamlet those of the town drew their 
water. Ithakos had built it, with Neritos and Polyktor; encircling it 
was a group of black poplars (αιγειροι) that throve on the moist 
ground; overhead, cool water ran down from the rock; above the 
fountain the nymphs had an altar built to them, and passers-by 
always made offerings there. At this spot the two crossed the path of 
Melantheus son of Dolios; he was driving goats . . .  When he saw the 
others he turned upon them with jeering words . . . ’ {Od. 17.204-16, 
trans. Shewring, adapted). Here there is a fateful meeting with a 
‘goatherd’, at a locus amoenus dedicated to the nymphs and charac
terised by a fountain created by the eponymous heroes of the land



(cf. Bourina); Odysseus’ rags are replaced by Simichidas’ smart town 
clothes, and Melantheus’ abuse by Lykidas’ gentle mockery, but the 
motif of disguise remains, as does Melantheus’ suggestion that the 
travellers are interested largely in their stomachs (24η.). T. thus 
acknowledges the ‘bucolic’ inspiration of the archaic epic.

A central irony of Idyll 7 is that a ‘bucolic’ poet, who inevitably 
works within the social networks of the city and for whom ‘being in 
the countryside’ is usually part of a code (9i-2n.), is made to con
front a ‘real’ creature of the land. The poem is an exploration of 
what is at stake in and what are the limits of this metaphorical code. 
Lykidas’ smile is the poet’s recognition of these limits. As, however, 
Lykidas himself embodies the essence of the bucolic (27-9), we 
should not be surprised that no clear answer emerges from a search 
to define him; as Idyll 1 has shown, ‘bucolic’ poetry does not fit into 
familiar categories. Nevertheless, the Homeric encounter scenes, 
particularly the scenes involving gods, are suggestive. At one level, 
Lykidas is fashioned as a divine being, presiding over bucolic, and 
therefore known by hearsay to Simichidas. For Brown (1981) Lykidas 
is Pan, the divine carrier of the λαγωβόλου, though the poem does 
not hint that he has the feet of a goat. Lawall (1967) 80-4 argued 
that he was modelled on the figure of a satyr, and satyric features 
certainly characterise other Theocritean creations (the goatherd of 
Idyll 3, Polyphemos in Idyll n), as well, of course, as Socrates him
self (cf. above). Much the most suggestive interpretation is that of 
Williams (1971): Lykidas is ‘Apollo himself, in pastoral guise’. The 
name will suggest the Apolline title Λύκιος, changed to conform to 
the -idas names of poets (Simichidas, Sikelidas, cf. 40η.); Apollo 
Lykios has not yet been found on Cos, though the title is attested on 
nearby Kalymna (cf. H. Collitz and F. Bechtel, Sammlung der gr. 
Dialekt-Inschriften m 1 (Göttingen 1899), no. 3591.5)· Moreover, im
portant place-names of the poem -  Kydonia (12), Horomedon (46), 
Pyxa (130) -  have Apolline connections (see notes ad loc.). For ironies 
created by such an identification cf. 11-14, 95, 100-inn. Apollo was 
a major Coan god (cf. Sherwin-White (1978) 299-303), and would 
have an obvious significance in a poem concerned with the meaning 
of a kind of poetry. Nevertheless, however Apolline Lykidas may be, 
there are also undeniable evocations of other gods (Pan and 
Hermes), and the end of the poem seems to emphasise the ‘Dio
nysiae’; no Olympian existed ready-made to preside over the ‘new’
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genre, and so T. had to fashion his own eclectic deity (cf. Lawall 
(1967) 84); whether we say that Lykidas is Apollo or merely has 
marked Apolline ‘characteristics’ may in the end be of little 
importance.

Bowie (1985), however, argued that Lykidas is a character from 
‘bucolic’ poetry of Philitas (40η.) set on Lesbos, who here meets 
Simichidas, a creation (44 ττεττλασμένον) of T. The poem, which on 
any interpretation is likely to be full of echoes of Philitas, is thus ‘an 
elaborate compliment to Philitas’ by a younger poet. That there is 
much in Idyll 7 which would become clearer if more had survived of 
the great Coan poet can hardly be doubted, and Bowie’s case is 
ingenious and suggestive; a confrontation with the ‘divine essence’ of 
bucolic will, in any case, always involve a confrontation with the lit
erary heritage in which that essence was constructed and embodied.

The Apolline elements in Lykidas were very important for Virgil. 
In Eel. i Tityrus recounts how he went from the countryside to 
Rome where a ‘divine’ iuuenis gave him a responsum allowing him to 
continue the pastoral life. This iuuenis (Octavian) is figured as the 
prophetic Apollo (cf. Wright (1983) 118-20), and the figure in T. 
whose function most closely corresponds to that of the iuuenis is 
Lykidas in Idyll 7. Cf. further 72-8gn.

Lykidas’ rôle is also determined by echoes of the proem of 
Hesiod’s Theogony, in which the Muses appeared to Hesiod as he was 
‘shepherding his lambs under holy Helikon’ (cf. 92); the goddesses 
expound the possibility of both ‘true’ and ‘false’ poetry (cf. 44-8), 
hand Hesiod a marvellous staff, the symbol of both the rhapsode and 
those in authority (cf. 43, 128-9), inspire him with a divine voice and 
instruct him to sing ‘théogonie’ material. The implication is that 
Hesiod was not a poet before the encounter with the Muses, which 
therefore represents his poetic investiture (as Apollo appeared to 
Callimachus, fr. 1.21-8). Simichidas, however, is already a poet 
when he meets Lykidas, and the echoes of Hesiod do not so much 
explain why Simichidas (or T.) is a bucolic poet, as serve to explore 
the nature of bucolic itself; so too, the songs which Lykidas and 
Simichidas sing both deal with the torments of love, which is con
structed as the essential ‘bucolic’ theme (cf. Intro. Section 3). It is the 
Muses who appear to Hesiod because it is they who are the reposi
tory of memory and true knowledge, the two prerequisites of ‘true’ 
théogonie poetry. ‘Bucolic’ poetry might seem on the surface to



require a ‘true’ knowledge of the countryside, as well as of the past 
masters of bucolic form (Daphnis and Komatas); Lykidas fits this bill 
perfectly, but his ever present smile marks the irony at the heart of 
the ‘bucolic’ tradition -  ‘true’ knowledge of the countryside is not in 
fact important for the production of ‘bucolic song’. T. explores the 
same paradox in Idyll to, in which the ‘bucolic5 song of the lovesick 
Boukaios is set against the ‘Hesiodic’ worksong of the ‘real’ country
man (Id. to, Intro.). The poem as a whole, therefore, offers us two 
versions of ‘bucolic’, one a misprision of the other.

Hesiod’s encounter with the Muses fits a widespread literary pat
tern of ‘poetic initiation’ (cf. A. Kambylis, Die Dichterweike und ihre 
Symbolik (Heidelberg 1965)). O f particular interest is the story of the 
young Archilochus’ encounter with the Muses, which was inscribed 
about the middle of the third century in the ‘Archilocheion’ at Paros 
(SEG XV 517; A. Kambylis, Hermes 91 (1963) 129-50). In the evening 
the young boy was leading a cow into the town to be sold the fol
lowing day; he met some ladies who joked with him and said they 
would give him a fair price for the cow, which then disappeared; 
in its place the boy found a lyre. Subsequent enquiries at Delphi 
ascertained that the boy would become a famous poet. Here is an 
encounter with the Muses which is truly βουκολικόν, takes place on 
the road between the city and a specific country location (‘the 
Meadows’) and indeed at a specific place (‘Lissides’), and which 
defines the kind of poet Archilochus is to become (the jesting ladies 
indicate iambic poetry). In Idyll 7 Archilochus is important in the 
song which Simichidas sings (120-m.), and T. wrote an epigram in 
his honour (Epigr. 21). In the Parian story, however, Archilochus 
really is a βουκόλος, whereas for Simichidas this language has 
become a code; the difference again marks T .’s recognition of the 
ironic status of his generic enterprise.

The journey of Idyll 7 ends with an evocation of the promised end 
of Odysseus’ wanderings (156η.). That epic of exploration has been 
telescoped into a brief journey into the countryside, but one which 
encompasses all of mythic time in its exploration of ‘bucolic’ song. 
So too, the style of Idyll 7 is more ‘Homeric’ than almost any other 
‘bucolic’ poem (cf. Di Benedetto (1956) 55, 58), characterised by a 
very sparing use of the definite article (Leutner (1907) 19).

Idyll 7 forms the primary model for Eclogue q, and echoes of this
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poem are very common throughout the Eclogues·, for Idyll 7 and 
Eclogue 6 cf. 72-8gn.

Title. Θαλύσια (Σ, K, probably Π5; cf. 3-40.), or Λυκίδας ή Θαλύσια 
(Et. Mag. 273.42 Gaisford, from the commentary of Amarantos (sec
ond century ad)). Other variants, e.g. Θαλύσια ή εαρινοί èSomopoi, 
also occur, cf. Gow 1 ixx.

Modern discussions. Arnott (1984) 333-46; Berger (1984); Bowie (1985); 
Brown (1981); Furusawa (1980); Giangrande (ig8o) ng-61; Goldhill 
(1991) 225-40; Gutzwiller (1991) 158-71; Hatzikosta (1982); Heubeck 
(1973); Hunter (1996a) 20-8; Hutchinson (1988) 201-12; Kelly (1983); 
Krevans (1983); Kühn (1958); Lawall (1967) 74-117; Monteil (1968) 
99-124; Ott (1969) 138-73; Puelma (i960); Schwinge (1974); Seeck 
(1975b); Segal (1981) no-75; Serrao (1971) n-68 ; Stanze! (1995) 269- 
93; Van Groningen (1959); Van Sickle (1975); Walsh (1985) 11-19; 
Weingarth (1967); Williams 1971; Winter (1974).
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i  ής χρόνος άνίκ’: in contrast to the simple ποτέ, this form suggests 
that the event to be described was of some duration and importance, 
and belongs to an era which is now closed, cf. Furusawa (1980) 98- 
103, T. Choitz and J . Latacz, WJA 7 (1981) 86-7, 92-4. The form 
may be used for recent events of purely personal significance, but T. 
here suggests a distant past appropriate to a poem which is to record 
a ‘foundation’ of bucolic poetry, cf. Critias, TrGF 1 43 Fig ήν χρόνος 
ότ' ήν άτακτος ανθρώπων βίος κτλ., PI. Prt. 320C8 ήν γάρ ποτέ 
χρόνος ότε θεοί μέν ήσαν κτλ. Εϋκριτος: a common name 
throughout the Aegean (.LGPN1 s.v.). Hippotas, son of Eukritos, was 
sent from Cos on a public mission in 242 (cf. SEG xn 381.4, R. 
Herzog and G. Klaffenbach, Asylienurkunden aus Kos (Berlin 1952) 29), 
and his father might be an obvious candidate for Idyll 7. The close
ness of the name to Θεόκριτος (Θεύκριτος) has seemed to some crit
ics important. τον Άλεντα: the group head west from Cos town 
towards the deme Haleis, about ten kilometres distant, which seems 
to have extended south from a coastal salt lake (modern Alike); its 
principal settlement may have been near Pyli, see map and 64η. The 
definite article would be very unusual with a deme-name, so ‘the 
Haleis’ may be a village or a river (cf. 5.123) in the deme; this form, 
like the unadorned names Eukritos and Amyntas, creates the illusion 
that both the personnel and the location are well known.

a αμμιν: an ancient grammarian explicitly attests άμίν for this 
verse, as Eustathius does for 135; certainty is, however, not possible, 
cf. Molinos Tejada 142-7, 254-5. Άμύντας: a very common 
name, attested on Kalymnos and Rhodes, though not yet on Cos 
(LGPN i s.v.); Bowie (1996) 99 notes that it is common in Thessaly 
and suggests a borrowing from Simonides. Line 132 (where see n.) 
suggests that Amyntas was an eromenos of Simichidas and/or Eukritos, 
and therefore may be assumed to be rather younger than his travel
ling companions; Horace’s ‘Coan Amyntas’ is distinguished by his 
sexual prowess (Epod. 12.18).

3 -4  ‘Phrasidamos’ is known from both Keos and Attica, and 
‘Antigenes’ is common all over the Greek world; Lykopeus is found 
only in mythology (Apollod. 1.8.6, Diod. Sic. 4.65.2), but Lykopas is 
the name of a cowherd at 5.62. Family cults involving the heroisa- 
tion of the founder and his family were an important aspect of Coan 
religious life (Sherwin-White (1978) 363-7), and such a context
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would certainly suit the ancestry which these Coans claimed. ται 
Δηοΐ: this name for Demeter, perhaps originally a  hypocoristic of 
Δημήτηρ (cf. Hopkinson on Call. k. 6.17), occurs only here in the 
bucolic corpus; it is frequently associated with Demeter’s rites (esp. 
those at Eleusis) and here adds an appropriate sacral tone. The cult 
of Demeter was very important on Cos, and there was a sanctuary 
of the goddess in the Haleis deme (Sherwin-White (1978) 305-12). 
Philitas (40η.) wrote an elegiac Demeter which seems to have alluded 
to many Coan traditions, and lines 4—11 very likely echo this poem, 
cf. 4-70. θαλύσια: an offering of ‘firstfruits’ after the harvest; as 
the term is a Homeric hapax (11 9.534), the elevated tone of τάι ΔηοΤ 
is continued. As a title for the poem, it is reminiscent of the pseudo- 
Homeric Eiresione (‘festal garland’), or may be seen as shorthand for, 
e.g., ot τά  θαλύσια ανατιθέμενοι.

4 -7  ‘. .. the two sons of Lykopeus, the noblest [lit. [noble], if 
anything is noble, ...]  of those glorious by descent (επάνωθεν) from 
Klytia and Chalkon himself, who created the spring Bourina with his 
foot, having set his knee firmly against the rock’. For the syntax cf. 
Epigr. 17.4 τών πρόσθ’ εί τι περισσόν ώιδοποιών, ‘[Anacreon] 
[outstanding], if anything is outstanding, among poets of old’. 
Simichidas identifies his hosts as the very cream of old Coan families 
who traced their descent back to a pre-Dorian era (cf. Sherwin- 
White (1978) 49). Klytia (‘Famous Lady’) was the daughter of Mer
ops, the founding pre-Dorian hero of the Coans, according to Σ5- 
9(c), which perhaps derives from Nikanor of Cos’s commentary on 
Philitas (cf. £5-9(0)); she is perhaps to be identified with Kos, the 
daughter of Merops who gave her name to the island (Et. Mag. 
507.55 Gaisford, Steph. Byz. s.v. Κώς). Klytia’s husband, Eurypylos, 
son of Poseidon, was an early, if not the first, legendary king of Cos 
(cf. II. 2.677, Apollod. 2.7.1), and Chalkon was their son (cf. Hes. fr. 
43a.58~6o), For these legends cf. H. Dibbelt, Quaestiones Coae myth- 
ologae (diss. Greifswald 1891), Paton-Hicks (1891) xii-xv, 361-2.

4 Ισθλόν: this word is almost a mannerism with Simichidas, who 
uses it four times elsewhere of poets or poems (12, 39, 93, too), and is 
not otherwise found in the ‘bucolic’ poems; it suits his opinionated 
and agonistic spirit.

5 χαώ ν ‘noble’, ‘well-born’. Σ claim the word is Spartan, and the 
only other certain occurrences are Ar. Lys. 90-1, 1157 in the mouths



of Spartans, with the meaning ‘in fine condition’. Did Simichidas’ 
hosts have Spartan connections? Cf. further Σ Aesch. Suppl. 858. 
αύτώ: the prominence given to Chalkon accords with the impor
tance of Bourina for the poem.

6 Βούριναν: mentioned also by Philitas (fr. 24 Poweli) and very 
iikeiy to be identified with the modern Vourina (though that name 
may be a revival rather than a survival), an important water-source 
which supplies the modern town o f Cos and lies some 5 km south- 
west, above the site of the Asklepieion, cf. G. Zänker, 30 (1980) 
373-7. Puelma (i960) 162-3 argued that the spring and its associated 
locus amoenus was none other than the site of the thalysia described at 
the end of the poem, but this is most unlikely, cf. 135-470. The 
name, if etymologised as Ό χ -flow’, clearly recalls Hippokrene, the 
‘horse spring’ on Mt Helikon, said to have been caused by a blow 
from the hoof of Pegasos (Arat. Phaen. 216-23) and beside which 
Callimachus placed the encounter of Hesiod and the Muses (fr. 
2 = 4  Massimilla, with Massimilla’s notes, fr. 112.6); Hippokrene is 
here replaced by a suitably βουκολικόν alternative, in a poem which 
will rewrite Hesiod’s encounter. In the later Hellenistic period, 
Hesiod was thought to have drunk from Hippokrene before com
posing, cf. [Asclepiades], Anth. Pal. 9.64 {—HE  1018-25), ^ut the 
notion cannot certainly be traced as early as T.

Both the real etymology of Bourina and what precisely Chalkon 
did are unclear; Σ offer many competing versions. Nikanor (4—7η.) 
explained that the water flowed out from a bull’s muzzle (pis), either 
an artificial fountain-spout or a rock thought to resemble a muzzle, 
and this explanation is not improbable. Chalkon will have created 
the spring by kicking the ground or rock-face, a common aetiology 
of marvellous springs, cf. Arg. 4.1446, Matthews on Antimachus fr. 
136; in this case the aetiology may have been associated with an 
impression in the rock said to have been made by his knee, as 
Achilles left both a spring and a footprint behind as he leapt ashore 
at Troy (Lyc. Alex. 245-8 άλμα . . .  -ττοδός . . .  έρείσας). Although 
Corinth had a statue of Pegasos with water flowing from his hoof 
(Paus. 2.3.5), the alternative version in Σ, that Chalkon set up a 
statue with water flowing from its foot, looks like a rationalising 
account which would not do proper justice to the marvellous family 
legends of Simichidas’ hosts.
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7 -9  >  Ed. 9.41-2. The verses suggest that the grove miraculously 
came into being at the same time as Bourina; that the creation of 
water should lead to the growth of trees is a natural idea. For the 
reworking of Od. 17.208-10 cf. above, p. 147.

8 αΐγειροι πτελέαι τε: cf. 136η.
9 χλωροΐσιν κτλ. ‘forming a roof with their rich foliage of green 

leaves’, cf. Arg. 3.220 ημερίδες χλοεροΐσι καταστεφέες πετάλοισιν 
(with Campbell’s n.), 3.928. This verse of four words, standing syn
tactically independent and with ‘end-punctuation, serving to close a 
section of narrative with weight and solemnity’ (Hopkinson on Call. 
h. 6.87), is of a common type; cf. S. E. Bassett, CP 14 (1919) 216-33.

10-11 > Eel. 9.59-60; cf. Simaitha’s fateful sighting of Delphis 
μέσαν κατ’ αμαξιτόν (2.76). The absence of the ‘mound of Brasilas’ 
marks out the landscape as the presence of the tomb of the eponym
ous Ilos, beside which Priam encountered Hermes, marks the plain 
of Troy (cf. 16.75, 24 -349 )> this makes it likely that Brasilas was
another legendary Coan figure (from the poetry of Philitas?), and his 
‘mound’ is another way in which T. signals that his ‘bucolic’ poetry 
consciously measures its distance from the heroic model. Outside 
this passage the name does not recur (cf. A. Heubeck, ppiva Antika 23 
(1973) *7~i8). W. G. Arnott, QUCC 32 (1979) 9 9 ~I05 > attractively 
identifies this mound with ‘a small hill [modern ‘Meso Vouno’] 
shaped exactly like a tumulus [which] becomes visible’ about 4 km 
from the town. ανυμ,ες: a non-thematic imperfect, as if from 
άνυμι, cf. Od. 5.243. The imperfect suggests the steady progression 
of the travellers.

*1-14 Lykidas is introduced as though not known to the reader 
(contrast the names of 1-4); whether the narrator’s information 
about him is to be understood as something Simichidas had at the 
time, or something he subsequently acquired, is left mysterious.

i i  t i v ’s the much better attested τόν is presumably a mistake 
arising from the position of τιν’, which is not, however, unusual (K~ 
G i 665). όδίταν: at the end of the poem Lykidas turns off on 
the road to Pyxa (130η.), but here it is left deliberately unclear 
whether Simichidas and friends overtake him or he just ‘materialises’ 
(note the ambiguous εΟρομες); 21-3 suggest that Lykidas is too 
knowledgeable to travel far in the middle of the day, but at 35 
Simichidas assumes (with naïve self-centredness?) that Lykidas is
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travelling in the same direction as himself. O f known divinities, 
Hermes is notoriously oSios and Pan is elsewhere εύοδος and ένόδιος 
(Brown (1981) 86).

12 έσθλόν: Π5 has έσλόν, which is familiar from high lyric and the 
Lesbian poets; it may be a ‘learned’ intervention in the text, but cer
tainty is not possible. The adjective is paradoxically applied to a 
goatherd, as part of the suggestion that Lykidas is not quite what he 
seems. συν Μοίσαισι '’[found] thanks to the Muses’, because the 
meeting will lead to an exchange of song; we may be tempted, how
ever, also to hear ‘[a good man] with the Muses’, which would fit 
Apollo as well as anyone. Κυδωνικόν: the best known Kydonia 
was a city on the north-west coast of Crete, with no obvious con
nection with Cos; Steph. Byz. claims that it used to be called Apol
lonia, which has obvious consequences for the Apolline identification 
of Lykidas. Other places of this name were an island off the coast of 
Lesbos (Pliny, NH  2.232, 5.140, Bowie (1985) 73, 90-1), and cities in 
Sicily and Libya. No ancient Coan Kydonia is known, though 
Κυδωνιά (‘place of the quinces’) is a place-name on modern Cos, in 
roughly the right area near Antimacheia, cf. G. L. Huxley, LCM 7 
(1982) 13. Brown (1981) 84-5 suggests that the phrase evokes a quince- 
wood statue of a god, and the passage certainly reads like an 
ecphrasis (cf Call. fr. 114.7-9, the statue of Delian Apollo).

13 Λυκίδαν: not otherwise attested on Cos (though related names 
are), but it occurs in both Euboea and Attica (LGPN i-rr s.v.). 
ουδέ κέ τίς  μιν κτλ. ‘nor when you saw him could you fail to recog
nise [that he was a goatherd]’, not (as Puelma (i960) 147) ‘nor when 
you saw him could you fail to recognise [that he was Lykidas the 
goatherd]’. There is a close reworking of a Homeric formulation 
found at II. 1.536-7 (Hera realising that Zeus has been with Thetis) 
ούδέ μιν "Ηρη ) ήγνοίησεν ίδούσ’ ότι κτλ. and Od. 5·77~8 (Kalypso 
recognising Hermes) ούδέ μιν άντην j ήγνοίησεν ΐδουσα Καλυψώ 
κτλ., combined with a variation of the Homeric ττάντα Ιώικει, 
which is standard in scenes of divine disguise. This may be a way of 
stressing the rightness of Simichidas’ identification, but in view of 
the fact that in Od. 5 (lines 79-80) Homer goes on to explain that 
gods do not fail to recognise each other, we may rather see an allu
sive way of saying that Lykidas was not what he seemed, because

COMMENTARY: 7.14-19 157

Simichidas is not a god and is therefore fallible. There may be a 
memory of this passage in Ed. 1.40-1 neque seruitio me exire licebat j nec 
lam praesentis alibi cognoscere diuos. μιν: the Ionic form should 
perhaps be retained in this rather ‘epicising’ poem, especially in a 
‘formula’ which is borrowed from Homer, cf. Molinos Tejada
248-53·

*4 ήγνοίησεν: the unaugmented form in FT5 may be correct, cf. 
ύφαινου (8). εξοχ’ ‘to a Τ ’; Lykidas looks so much like, the ‘ideal’ 
of the goatherd that we may well be suspicious.

15 O n the pattern of this verse cf. 6i-2n. λασίοιο δασύ
τριχος: the juxtaposition of these synonyms is odd, and its purpose 
unclear; the second does not look like an intrusive gloss on the first. 
Graefe proposed λαίοιο ‘on the left side’, and Kaibel λαίοιο . . .  
ώμοιο.

ι6  κνακόν ‘tawny’, cf. 3.5. ταμίσοιο: cf. u.65~6n.; it would 
have to be ‘fresh’ to be effective in cheese-making. The town
dwelling Simichidas has a keen nose for the smells of the country
side. Lykidas’ rustic odour is a humorous variation on the sweet 
smell which normally attends divine epiphany, cf. h. Dem. 277-8 
(with Richardson’s n.), Moschus, Europa 91-2.

18 ζωστηρι πλακερώι ‘with a broad belt’, cf. Od. 14.72 of 
Eumaios; neither πλακερώι, which Σ gloss as πλατεΐ, nor the vari
ant πλοκερώι occur elsewhere. άγριελαίω: the ‘wild olive’ is 
smaller, bushier and much less valuable than the cultivated version, 
cf. Lembach (1970) ιοί.

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

19--20 ‘with imperturbable mockery and a smiling eye he spoke to 
me [μ* =  μοι], and laughter hung around [lit. clung to] his lips’, cf. 
Longus, D&C 1.4.2 (statues of the Nymphs) μειδίαμα περί την 
όφρύν. In addition to his laughter, here stressed by three different 
words in little more than one verse, Lykidas is also characterised 
by an air of calm superiority; both are characteristic of the divine: 
for laughter cf. Od. 13.287, Call. h. 3.28 etc., for stillness Eur. Ba. 
436-40 (Dionysos), and for the combination Plut. Aemilius 25.4
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άτρέμα μειδιώντες (the Dioskouroi). σεσαρώς: Aelian, VH 3.40 
derives σάτυρος from σαίρω, but the etymology does not seem to be 
attested earlier.

21 >  Eel. 9.1 (in the mouth of ‘Lycidas’). On the form of Lykidas’ 
opening question cf. above, p. 147. Particularly close is II. 24.362-3 
(Hermes to Priam), ‘Where, father, are you guiding your horses and 
mules through the immortal night, when other men are asleep?5; 
here it is midday and even the lizards are asleep. This is not the only 
‘Hermaic’ quality of Lykidas, cf. io~nn. Σιμιχίδα: the vocative 
without co (cf. 27, 50, 91) is the politer form, cf. F. Williams, Eranos 71 
(1973) 60. Lykidas seems to ignore completely Eukritos and Amyntas, 
who play no further part in the poem until after Lykidas has 
departed. This reverses the Hesiodic pattern in which the Muses 
address a plurality of ‘shepherds of the field’ but give a staff to 
Hesiod, who makes no mention of any companions (Tkeog. 22-34). 
τύ ‘you [of all people, a townsman]’, rather than ‘you [like myself]’. 
So too, δή expresses (feigned?) surprise, cf. II. 24.201, Od. 21.362, 
Denniston 210-11. μεσαμέριον: cf. 1.15-180. Hesiod’s encounter 
with the Muses was later placed at midday (e.g. [Asclepiades), Anth. 
Pal. 9.64.1 (= HE 1018)), though Hesiod himself gives no time indi
cation. πόδας ελκεις: this phrase normally denotes slow and 
laboured movement, whereas the travellers are moving fast (24-6); 
Lykidas’ irony suggests that Simichidas’ feet, if they could choose, 
would not be out in the hot sun.

22 > Ed. 2.g. Cold-blooded lizards may in fact become more 
active in the middle of the day, but Lykidas’ remark has a semi- 
proverbial flavour, ‘it’s so hot, the lizards are asleep’. καί σαΰ- 
ρος: for the absence of the article cf. 141, but χώ σαθρός is worth 
considering.

23 A jokingly pompous spondeiazon rounds off Lykidas’ opening 
salvo. επιτυμβίδιοι: the crest of the crested lark was likened to 
the familiar floral ornamentation on grave-stelae; an aetiology for 
the likeness was found in a story that the bird buried its father in its 
head, cf. Thompson, Birds 96-7, Dunbar on Ar. Birds 472-5. Others 
understand ‘which frequent tombs’, cf. G. Roux, RPk 37 (1963) 76-8.

24 μετά δαΐτ’ ακλητος is to be preferred to μετά δαίτα κλητός as 
it suits Lykidas’ teasing; the potential doubleness is, however, itself
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part of that teasing. It is parasites who hurry ‘uninvited’ (cf. Arnott 
(1996) 611), and this, Lykidas suggests, is what Simichidas might be: 
why else would anyone travel in the heat of the day? Cf. the epithet 
of parasites τρεχέδειπνος (Plut. M ot. 726a etc.). In the Homeric 
model Melantheus calls Odysseus ‘a troublesome beggar who spoils 
feasts’ (Od. 17.220), a prototype of the later ‘parasite’, and in the 
Hesiodic proem the Muses abuse the shepherds as ‘mere stomachs’ 
(Tkeog. 26). Σ explain κλητός as a reference to the suspicions which 
the late arrival of an invited guest proverbially arouse. αστών: a 
pointed jest: even in the countryside, Simichidas does not leave his 
city connections behind.

25 λανόν: probably just ‘wine ja r’, ‘container’ (or perhaps the 
budding containing them), rather than specifically ‘wine press’, cf. 
25.28 (a similar context) Ις ληνούς 5 ’ ίκνεύνται έπήν θέρος ώριον 
ελθηι, h. Herrn. 104, Preisigke s.v. Giangrande (1980) 130-5 suggests 
that Lykidas is teasing Simichidas with hurrying to find employment 
as a casual labourer who could be paid in wine. θρώισκεις may 
suggest an attack or raid upon the wine jars, not merely the speed of 
movement.

25-6 ‘for [lit. how . . .  (exclamatory ώς)] as your feet travel along, 
every stone sings as it stumbles from your shoes’. τοι: for the 
dative pronoun followed by a genitive participle cf. 2.82-3, K -G  n 
in , Serrao (1971) 104. νισσομένοιο: the verb only here in T.; its 
high style, reinforced by the epic -010, is part of Lykidas’ mock
ery. πάσα λίθος: the feminine may be an epicism, as in classical 
and later Greek this is usually reserved for precious stones or statues, 
cf. 6.38, Headlam on Herodas 4.21. πταίοισα: normally people 
stumble against stones; here the stones ‘totter’ away as Simichidas’ 
hurrying boots kick against them. Lykidas’ reversal both marks 
Simichidas’ intrusion into an alien world where stones, but not 
Simichidas, belong and reveals his own peculiarly ‘bucolic’ vision, 
άρβυλίδεσσιν ‘travelling boots’ (Fraenkel on Aesch. Ag. 944); 
Lykidas may not be barefooted (cf. 4.56), but Simichidas is certainly 
dressed as no countryman ever would be. The epic dative form may 
be a further mocking touch (cf. Molinos Tejada 220-1, Hunter 
{*996a) 33-4).

27-31 The absence of anything such as ‘So he spoke, and I . . . ’
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and the rapid half-verse display Simichidas’ eagerness to reply. He 
first tries to match Lykidas’ jesting with an opening gambit of his 
own -  encomium and modesty -  before actually answering the ques
tions, cf. Serrao (1971) 24.-5; his words, however, reveal his commit
ment to an urban world o f competition, self-regard and reputation. 
This opening exchange is itself a version of the preliminary 
exchanges which precede the ekphrasis and song in Idyll 1 (cf. 1.12- 
23η.) and the song contest itself in Idyll 5; whereas in those poems 
the herdsmen manœuvre for spatial position, here the game is rather 
about status.

28 συρικτάν μέγ’ ύπείροχον: the epic adjective applied to a 
humble status is an attempt to match Lykidas at his own game, but 
Simichidas is, in any case, presented as someone who deals in sim
plistic value-judgements, cf. 94. ‘Syrinx-player’ here denotes a bucolic 
singer, who punctuates his song with piping, and there is a pointed 
contrast with άοιδόν in 38, cf. Hunter (1996a) 21-2. ‘By far the out
standing syrinx-player5 would in fact suit Pan very well (cf. above, 
p. 148). ‘Herding5 and ‘reaping5 are occupations accompanied by 
song, but the words have also a generic resonance in the wider con
text of T .’s poetry: many of his characters are ‘herdsmen5 -  Idyll 4 is 
entitled Νομείς -  and Idyll 10 is an exchange between two reapers.

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

30 κατ’ Ιμον νόον: repeated in 39, the phrase suggests how keen 
Simichidas is for Lykidas5 approval, and it acts as a bait to lure him 
into an exchange of songs. Cf. 35-60.

32 Demeter is normally portrayed in art ‘in a glorious robe5 (cf. 
Roscher 2.1339-79), but the sacral tone of the epithet suggests an 
answer to Lykidas5 teasing: ‘I’m no parasite, this is serious business

33 δλβω άπαρχόμενοι ‘making a firstfruits offering from their 
wealth5. πίονι μετρωι ‘with overflowing measure5; Demeter is 
pictured as ‘measuring out5 the harvested grain, and the adjective 
which applies to the produce itself (cf. 143) is transferred to the mea
sure she offers. Cf. Call. h. 6.132-3 Δηώ { δώσει ττάντ5 έιτίμεστα, 
‘Deo will give them everything in full measure.5
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34 εϋκριθον: predicative, ‘[has filled their threshing-floor] so that 
it is rich in grain5. Barley and wheat were the two most important 
grains throughout the Greek world, but τό κρΤ may be used of 
‘grain5 in general, not specifically barley. The adjective occurs else
where only at Adaios, Anth. Pal. 6.258.6 (= GP 10), a farmer’s prayer 
to Demeter accompanying a sacrifice on the threshing-floor, σύ δέ 
Κρήθωνος άρουραν | ττσν έτος εϋκριθον καί ττολύττυρον άγοις, 
where the sense ‘rich in barley5 is plain.

35-6 >  Ed. 9.64-5. ξυνα . . .  ξυνά: for this anaphora cf. Hes. 
fr. i.6 M -W , Arg. 1.336-7, 3.173. οδός: cf. 11-140. άώς: the 
sense ‘dawn5 , is sometimes felt only weakly, if at all (cf. 12.1, 16.5, 
17.59, Reed (1997) 145), but here the nuance, in an utterance of semi- 
proverbial flavour, is perhaps ‘no one owns ,the sunlight5, cf. ‘the 
common sun5 of Men. frr. 416, 737 K—T. βουκολιασδώμεσθα:
cf. Intro. Section 2. όνασεί: the claim that each might learn 
something about the technique of singing from the other is particu
larly amusing if Simichidas is talking to a divinity (Apollo!). Never
theless, whereas Lykidas is a universally acknowledged master of 
‘syrinx-playing’, Simichidas5 prowess in that direction is just a mat
ter of his own private opinion (30, cf. 92-3), although he does claim 
a matching reputation in the wider field of poetry; each therefore 
may have something to offer the other. Such altruism sharply dis
tinguishes this ‘bucolic exchange5 from the contest of Idyll 5 (cf. 5.69 
όνάσηις). Eel. 9.64 cantantes licet usque (minus uia laedet) eamus perhaps 
suggests that Virgil understood the meaning to be that song takes 
some of the wearisomeness out of travel.

37-41 > Ed. 9.32-6.
37 καί γαρ 4γώ  ‘for indeed I . . . ’, explaining why Lykidas might 

derive some benefit from the exchange of song, cf. 5.134, 6.29, 
Denniston 108-9, Hunter (1996a) 22. Despite Eel. 9.32-3, the alter
native explanation, ‘for I  too . . does less justice to the inherent 
contrast between ‘syrinx-playing5 and ‘poetry5 in a wider sense (35- 
6n.). Μοισδν: the Muses belong to the wider world of all poetry, 
whereas, as Simichidas knows (91-20.), it is the Nymphs who partic
ularly preside over ‘bucolic song5. καπυρόν: perhaps ‘clear5, 
‘pure5, cf. Ed. 9.36 argutos . . .  olores, P. E. Legrand, REG 20 (1907) 
10-17.

38 εγώ δε τις  κτλ. ‘but I ’m not a credulous sort of person5.
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39 ού Δαν: cf. 6.22η. Δάν may have been felt as a dialect form of 
Δία, although the ancient grammatical tradition explained it as a 
Doric form of Γην, cf. H. L. Ahrens, Phil. 23 (1866) 206-7. At 4.17 it 
is placed in the mouth of an Italian herdsman. ού . . .  πω ‘not 
yet’ (!). κατ’ έμόν νόον: cf. 27-310. εσθλόνί cf. 4—7η.

40 Simichidas names two great poets, both rather older than T., 
but both probably still alive at the time of composition. ‘Sikelidas’ is 
Asclepiades of Samos (HE n 114-18, Fraser (1972) 1 557-61, Hunter 
(1996a) 19-20); the origin of the name Sikelidas is unknown (Σ claim 
that it is a patronymic), but it does not seem to have been a ‘dis
guise’ or code-name, and Asclepiades might have used it himself, cf. 
Hedylos apud Ath. n  473a (= HE i860), Meleager, Anth. Pal. 4.1.46 
(= HE  3971). Almost all that survives of his poetry is epigrams, in 
which field he exercised great influence -  his fondness for 
AoOTOS-motifs may be important for 122-4 "  but we know that he also 
wrote lyrics (Idylls 28 and 30 are in ‘asciepiads,)) choliambs and hexa
meters; such variety foreshadows the poetic range of T. himself. 
There is no sign in the extant remains of ‘bucolic’ poetry. He is 
listed among the ‘Telchines’ who criticised Callimachus (Schol. Flor. 
to Call. fr. 1 (p. 62 Massimilla)); behind this may lie their difference 
of opinion as to the merits of Antimachus’ Lyde (cf. Krevans (1993), 
Cameron (1995) 303-7), but there is no obvious sign that Ascle
piades’ relations with Callimachus are relevant here (pace B. Effe, 
WJA 14 (1988) 87-91). Philitas (the spelling in -h a s  accords with 
Coan inscriptions, cf. W. Crönert, Hemes 37 (1902) 212-37, C.-W. 
Müller in Steinmetz (1990) 27-37) was the greatest scholar and poet 
of the generation before Callimachus (cf. Call. fr. 1.9-12). He came 
from Cos, as the absence of any indication in this verse suggests, and 
is said to have taught both Zenodotos and the future Ptolemy Phil- 
adelphos; his poetry included epigrams and hexameter and elegiac 
narratives (cf. 3-4, 4-7nn.), and it was as an elegist that posterity 
particularly celebrated him. There are no clear signs of ‘bucolic’ 
fragments (cf. 3.40-510.), but the remains are exiguous. For Philitas 
cf. CA pp. 90-6, Kuchenmüller (1928), Pfeiffer (1968) 88-93, Knox 
{1993), L. Sbardella, QUCC 52 (1996) 93-Π9, Hunter (1996a) 17- 
19. νίκημι: Simichidas thinks in terms of (formal or informal) 
agones, cf. 6.46, 8.84; for the form of the verb cf. 1.36-70.

41 Simichidas produces what he regards as a suitably ‘bucolic’
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comparison (cf. 1.136, 5.29, and the following Ιπίταδες). άκρίδε$, a 
word for more than one type of grasshopper or cricket (cf. Davies- 
Kathirithamby 135-44), were kept in cages and admired for their 
song (Anth. Pal. 7.189, 190, 192 etc.); the sound of frogs, on the other 
hand, is often represented as unlovely (EB 106) or tiresome, except 
of course by frogs themselves (Ar. Frogs 205-7, 213, 229-32). Serrao 
(Γ995) M-7 suggests that the fact that frogs puff themselves up even to 
the point of bursting (cf. Phaedrus 1.24) is relevant here: for Sim
ichidas to compete with Asclepiades or Philitas would be like the 
ludicrous frog who tries to break the bounds of nature. This expla
nation sits well with 47-8, but suits a competition with crickets less 
well than the competition with an ox of the fable tradition.

42 έπίταδες ‘with a purpose’; everything Simichidas has said has 
been designed to draw Lykidas out. άδύ γελάσσας: cf. ig-20n., 
Cameron (1995) 412-15, W. Beck, LfgrE s.v. γελάω i 2a ‘with ήδύ .. .  
perhaps chuckle, chortle densively and/or maliciously at another’s pain or 
humiliation’; we may therefore interpret άδύ rather differently than 
does the narrating Simichidas. The better attested γελάξας may be 
right; at 128 it is read by both papyri and MSS, and -άζω for -άω 
may have been regarded as a Sicilian feature (Herakleides apud 
Eustath. Horn. 1654.18, K-B 1 158-9). Such forms can, however, 
arise as learned ‘corrections’ (cf. 2.115), and Idyll 7 is an epicising 
poem.

43 Cf. Eel. 5.88. The offer of a gift before the exchange of songs is 
a version of the wrangling about prizes at 5.21-30. That Simichidas 
does not give Lykidas a gift is a further sign of the latter’s superi
ority. δωρύττομαι: the required sense is T have it in mind to 
give/offer’, but though verbs in -ύττω are common enough in Attic 
(Schwyzer 1 733), it is unclear why Lykidas should be given such a 
form. It may characterise Lykidas with a dialect colouring obscure to 
us (cf. Gallavotti (1952) 100).

44 ‘[because you are] a young plant all fashioned by Zeus with a 
view to truth [cf. LSJ s.v. επί b h i  2]’. Simichidas’ propensity for 
‘truth’ was evidenced in his (ironic) refusal to claim parity with 
Asclepiades and Philitas; Lykidas now (ironically) takes him at his 
word -  he is indeed no match for them. That not all is as it seems is 
made clear by the play of paradox, πεπλασμένον, ‘fashioned’, ‘edu
cated’ (cf. 13.14 πεποναμένος), also suggests ‘made up’, ‘invented’,
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‘not true’ (of. PL Tim. 2664-5 μή πλασθέντα μύθον άλλ’ αληθινόν 
λόγον, LSJ s.v. πλάσσω v); Segal (1981) 170-1 well translates 
‘fictionecl for truth’. Simichidas is, of course, at one level a ‘poetic 
fiction5, but his (fictional) devotion to truth recalls what had been the 
key issue of Greek poetics ever since Hesiod’s Muses had proclaimed 
their ability to speak both ‘lies, like real things, and the truth’ {Tkeog. 
27-8, cf. above, p. 149). Moreover, the apparent appropriateness 
of T will give you a staff [from an olive-tree] because you are a 
plant . . . ’ is undercut by the crookedness of the staff in question 
(19η.); crookedness is always, particularly in Hesiod (σκολιός etc.), 
connected with untruthfulness and dishonesty, whereas straightness 
(ÎÔùç etc.) is the sign of the truth. Simichidas is thus as shifting and 
illusory as poetry itself. Cf. further Serrao (1971) 4 3 ~5 2> id· (!9 9 5 )> 
who sees here the notion that a poet should confine himself to kinds 
of poetry to which he is naturally, ‘truly’ suited.

45-6  In Lykidas’ view, it is as absurd and objectionable to try to 
compete with great poets as it is for a builder to try to build a house 
as tall as a mountain, presumably in the belief that there is intrinsic 
value in size per se; such activity is hybristic and is certain to end in 
disaster. There may be some event of recent or past history alluded 
to here. That Mt Dikeo is not, in fact, very high (as mountains go) 
suits the creation of a local, ‘bucolic’ world. τέκτων: the crafts
man or carpenter is a familiar analogue (or contrast) for the poet, cf. 
Diegesis ix 37-8 (Pfeiffer 1 205) describing Callimachus, Iambus 13 
ουδέ τόν τέκτονα tis  μέμφεται πολυειδη σκευή τεκταινόμενον, 
Asper (1997) ΐ9 0 _3 · ‘(Βρομέδοντος: almost certainly to be identi
fied with Mt Dikeo, the highest ridge (over 800 m) in the chain visi
ble on the left to Lykidas and Simichidas as they walk along. In 
Asphendiou (130η.) at the foot of Dikeo was found an inscription 
attesting to a cult of Apollo Τύρομέδων, ‘ruler of the seasons’, an 
epithet of Apollo found also in imperial texts, cf. R. Herzog, Heilige 
Gesetze von Kos (Berlin 1928) 17, 20, IG xn 5.893, Epigr. 1036.2 Kaibel; 
if Lykidas is in some senses Apollo, this will have a particular appro
priateness, although Σ associate the mountain with Pan, as indeed all 
mountains are the haunts of that god. The name also occurs as that 
of an initiate at Samothrace in the second century, and he may 
come from Cos (cf. F. Salviat, BCH 86 (1962) 275-8). Σ know only 
TOpo-, not '(όρο-, but they are much influenced by the etymology
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‘mountain-ruling’. The variant Εΰρυμέδοντος is defended by H. 
White, Corolla I ôndiniensis 1 (1981) 159-65.

47-8  > Ed. 9.36. Lykidas’ second example of pretentious self- 
assertion is poets who try to compete with Homer. The natural 
inference is that a more sensible course is to pursue a type of poetry 
different from the Homeric, like Lykidas’ coming ‘little song’ (τό 
μελύδριον). Such a poetics, if it deserves the name, has obvious 
points of contact with Callimachean aesthetics (51η.). Μοισδν 
ορνιχες: poets are traditionally compared to birds (Nisbet-Hubbard, 
Introduction to Hor. C. 2.20), but κοκκυζοντες (cf. 124) suggests that 
these poets are cockerels, a notoriously aggressive and self-important 
bird, as well as one prone to crowing at the most inappropriate 
times, cf. CPG 2.712 ‘more quarrelsome than cocks’, M. Cantilena, 
Eikasmos 3 (1992) 179-97, 5  (T9 9 4 ) 213-15. If so, the pretension of the 
poets is marked by the colloquial ôpvis ‘cock’ (LSJ s.v. m) alongside 
the grand Μοισαν; the cockerel struts around its own narrow farm
yard, but the fame of the ‘singer of Chios’ knows no bounds. As a 
contest of types of bird is envisaged, we are perhaps to understand 
that ‘the singer of Chios’ is here imaged as a swan, a bird particu
larly associated with Apollo (cf. Call. h. 4.249-54, where swans are 
Μουσάων όρνιθες and Virgil’s olores, Ed. 9.36) or perhaps a night- 
ingale, cf. 5.136—7 ου θεμιτόν, Λάκων, π ο τ’ άηδόνα κίσσας έρίσδειν,
I ούδ’ έποπας κύκνοισι· τυ δ’, ώ τάλαν, έσσΐ φιλεχθής. Χίον 
άοιδόν: cf. 22.2ϊ8, Simonides fr. eleg. 19.1 West; h. Ap. 172 already 
exploits a supposed Chian origin for Homer. The ‘singer of Chios’ is 
an instance of a common way of referring to a poet (cf. Krevans 
(1983) 205-7, J· Farrell, Vergil’s Georgies and the traditions of ancient epic 
(New York/Oxford 1991) 27-60), but here there is a particular 
point. Idyll 7 evokes a vibrant world of poetry in the eastern Aegean: 
in order from south to north, we have Cos, Samos and Chios, and 
soon our thoughts will move further north to Lesbos. The ‘singer of 
Chios’ is a part of that world: indeed the suggestion may be that 
there can only ever be one Chian poet. έτώσια μοχθίζοντ» as 
in the parallel passage at 1.38 the spondeiazon marks the pointlessness 
(and unmusical!ty?) of the crowing. There may well be a reworking 
of Find. 01. 2.87-8 μαθόντες . . .  κόρακες ώ$ άκραντα γαρυέτων | 
Διός πρός όρνιχα θεΤον, which was interpreted (Σ, pp. 98-9 
Drachmann) as a reference to the attempts of Simonides and
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Bacchyiides to rival the Pindaric eagle, cf. A.-T. Cozzoli, QJJCC 54 
(1996) 14-19.

49 Cf. Intro. Section 2.
50 At this stage should come the decision as to who is going to 

sing first; instead of simply claiming that right, Lykidas modestly 
offers a ‘little song1, not in the hope of ‘winning1, but to see if it 
meets with Simichidas’ approval. The aposiopesis suggests his diffi
dence, cf. Ott (1972) 140 n. 15.

51 >  Eel. 5.13-14. èv öpei: cf. 92. The model here is Hesiod 
(Theog. 23), though Lykidas, unlike Simichidas, would be perfectly at 
home in the mountains. εξεπόνασα: cf. 3·ΐ8-2οη. έκπονεΐν sug
gests an ideal of highly polished work in which every word counts, 
cf. Thucyd. 3.38.2 τό ευπρεπές τού λόγου εκπόνησα*, Philitas fr. 10 
Powell πολλά μογήσας, Herodas 8.7* τούς εμούς μόχθους, Eel. 10.1 
extremum hunc, Arethusa, mihi concede laborem, Hor. C. 4.2.31-2 operosa . . .  
carmina. Callimachus notoriously regarded such poems as λεπτόν (fr. 
1.24, Epigr. 27.3-4, about Arat. Phaen). Such an ideal has very close 
links with written, as opposed to oral, composition; a solitary ‘goat
herd on the mountain’ would have a lot of time to devote to his 
poem, but not normally the equipment or skills for written composi
tion. έξεπόνασα thus calls attention to the ambiguous status, not just 
of the included songs, but of T .’s poetry as a whole: ‘bucolic’ poetry 
might be thought to demand impromptu improvisation, but Lykidas 
knows better than that.

52-89  Lykidas begins with the prophecy of a safe voyage for 
Ageanax to Mytilene, ‘if he saves Lykidas from the fires of Aphro
dite’. He then imagines his celebration for Ageanax’s safe arrival; he 
will have a party and listen to songs about mythic ‘bucolic’ poets. 
Lykidas1 song is obviously rich with echoes of earlier poetry, even if 
many of these cannot now be recovered; for Simonides fr. eleg. 22
West cf. 9 9  (ï9 9 3 ) H-H·

The first part of the song is a version of what came to be known 
as a propemptikon, i.e. a poem or speech (cf. Men. Rhet. pp. 126-35 
R-W) wishing a safe sailing for someone departing. In view of 
Ageanax’s destination, examples in Lesbian poetry may be particu
larly relevant: Sappho fr. 5 Voigt is a prayer to Kypris (?) and the 
Nereids (cf. 7.59) for the safe return of her brother, and fr. 15 Voigt 
is a scrap of what may have been a similar poem: ]ευπλο.[ (line 2)

COMMENTARY: 7.52 167

suggests 7.62. Alcaeus fr. 286 Voigt seems to have wished someone a 
safe sailing now that the winter storms are over (cf. Hor. C. 1.4). The 
form is familiar in the Hellenistic period (Call. fr. 400, probably 
paederastic, SH 404, Dioscorides, Anth. Pal. 12.171 (= HE  1515-18)) 
and was very popular with Roman poets (cf. Hor. C. 1.3 (with 
Nisbet-Hubbard’s Introduction), Prop. 1.8 (with Fedeli’s Intro
duction), Cairns (1972) Index s.v. propemptikon). Lykidas combines 
propemptic material with a sophisticated exploitation of the idea of 
‘the stormy sea’ of love. The calming of the sea will reflect the 
soothing of Lykidas1 torment: if Ageanax reaches Mytilene safely, 
then both he and Lykidas will be saved from ‘shipwreck’; for these 
ideas cf. Men. fr. 656 K -T , Cercidas fr. 2 Livrea-Lomiento, Mele
ager, Anth. Pal. 5.190 (= HE  4316-19), 12.157 (= HE 4642-5), A. 
Lesky, Thalatta. Der Weg der Griechen zum Meer (Vienna 1947) 247-83, 
M. R. Falivene, QUCC ̂ 2 (1983) 129-42, K. Gutzwiller, CA n  (1992) 
199-202.

52 εσσεται: the assertion rather than the wish may simply denote 
the strength of Lykidas1 desire, but it may also be a function of his 
‘divinity’: Apollo was the god of prophecy, and Apollo Έμβάσιος 
was an obvious god to receive propemptic prayers (cf. Arg. 1.409-24) 
-  here the situation is reversed and ‘Apollo’ himself is saying good
bye, with a paradoxically conditional prophecy. Among Apollo’s 
eromenoi celebrated in poetry are Hyakinthos, Admetos (cf. Call. k. 
2.47-54 where a pastoral Apollo ‘burns’ with desire) and the beau- 
tiful goatherd Branchos (Call. fr. 229). Άγεάναχτι: the name is 
rare, though of regular formation, and both Agenax and Hegesianax 
are common enough; Bowie {1985) 73 notes the ‘frequency of names 
in -anax or -anaktidas on Lesbos, and particularly in Mytilene’. 
Lawall (1967) 88-94 connected the name with the άναξ of 79: Agea
nax was a ‘prince’ with whom the lowly goatherd had fallen in iove. 
O f itself, however, ‘Ageanax’ is not necessarily an aristocratic name 
(cf. G. Giangrande, JH S  88 (1968) 170), though Lykidas’ song may 
have contributed something to Eel. 2.1-2 formosum pastor Corydon 
ardebat Alexin, \ delicias domini, nec quid speraret habebat. The ‘object of 
desire’ is, of course, always the lover’s ‘master’, whatever the social 
situation. Μυτιλήναν: the normal form up to c. 300 b c , after 
which Μιτυλήνη, the form standardly found in MSS, starts to 
appear (cf. R E χνι 14Π-12). For T. the matter must be doubtful, but



COMMENTARY: 7.53-55

in this song we might have expected the older form with its associa
tions with Lesbian lyric.

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

55-6 Cf. Eel. 2.68. How is Ageanax to ‘rescue’ Lykidas: by yield
ing physically to Lykidas’ desire (cf. 2.131-3) or by going far away so 
that the passion will abate (so Heubeck (1973) 11-13, Seeck (:975a), 
Furusawa (1980))? Σ52-6Ι1 understand the conditional of 55 as the 
equivalent of a purpose clause, and the second alternative seems 
both to suit the choice of verb, ‘protect from’, ‘rescue’, and the 
imaginary narrative. The satisfaction of desire normally leads only 
to increased desire, and it might be thought odd that Lykidas would 
be happy to see Ageanax sail away once he has begun a physical 
relationship with him; the menace of stormy weather might be a 
subtle reminder to Ageanax that he would really be better off stay
ing (cf. Cairns (1972) 164), but that does not seem to fit the tone of 
the poem. Rather, Ageanax should go far away as soon as possible, 
even at a time of bad weather, so that Lykidas’ pain will lessen; he 
will not forget the beloved boy (69-70), but the raging fire will give 
way to calmer passions. Such an interpretation also suits the subject 
of Simichidas’ following song. τον Λυκίδαν: the use of his own
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name suits the grand, oracular tone of 52-5; the sudden intrusion of 
the first person in 56 is to be felt as an emotional break in 
style. όπτεύμενον: cf. 3.18-2011. The imagery is ubiquitous in 
ancient poetry, but Sappho fr. 38 Voigt όπταις άμμε (context 
unknown) may be relevant. While Ageanax is to sail on the water, 
Lykidas burns with fire: the contrast is heightened by the fact that 
Aphrodite is connected with the sea as well as with the fire of love, 
cf. Meleager, Anth. Pal. 5.176.5-6 (= HE 4026-7) θαύμα δέ μοι πώς 
άρα διά γλαυκοϊο φανεΐσα | κύματος εξ ύγρού, Κύπρι, σύ πύρ 
τέτοκας, Nisbet-Hubbard on Hör. C. 1.5.16.

57-8  Cf. Eel. 9.57-8, a typically Virgilian combination of 2.38-9 
and the present lines (can the identity of line numbers be a coinci
dence?). χάλκυόνες: ‘halcyons’ were believed to bear their 
young at the winter solstice and, when calm, the fourteen days 
around the solstice were the ‘halcyon days’, cf. Arist. HA 5 54264-17, 
Thompson, Birds s.v., Börner on Ovid, Met. n .410-748. Halcyons 
were early identified with the kingfisher, and Aristotle was able to 
give a detailed description of this truly rara avis [HA 8 6:6ai4-i8, 
‘not much bigger than a sparrow; its colour is dark blue and green 
and purplish . . .  its beak is on the green side and is long and nar
row’). ‘The halcyons will cairn the waves . . . ’ may simply be a way of 
saying ‘it will be as calm as on the halcyon days’, but perhaps there 
is an idea that halcyons themselves can affect the weather (with their 
beautiful voices?, cf. Thompson, Birds 47); at Arg. 1.1084-1:02 the 
appearance of a halcyon is an omen of coming good weather. It may 
be relevant that Demetrius, On style 166 lists the subjects of Sappho’s 
poetry as ‘loves and spring and the halcyon’. τα κύματα τάν τε 
θάλασσαν: cf. π.49· The phrase amounts to ‘the waves of the sea’, 
but the accumulative series of four nouns emphasises the complete 
stillness which will take over; on ‘hendiadys’ in Greek cf. D. Sansone, 
Glotta 62 (1984) 16-25, Laura Rossi, AION 15 (1993) 121-44, τύν 
τε νότον τόν τ ’ εύρον: storms are often conceived as battles between 
winds, cf. II. 16.765 ώς δ’ εύρος τε νότος τ ’ εριδαίνετον άλλήλοπν, 
Od. 5·295~6, Prop. 3.15-31-2, Hör. C. 1.3.12-16 (a propemptikon), 
:·9·9~π · έσχατα ‘in the lowest depths’.

5 9 -6 ° >  Georg. 1.399. γλαυκαΐς Νηρηίσι ταί τε κτλ. ‘who 
(ταί τε, relative) of birds are most dear to the green Nereids’. 
Γλαύκη and Γλαυκονόμη are the names of individual Nereids (Hes.



Tkeog. 244, 256), and Nereids have a prominent rôle in propemptic 
poetry, as they were believed to have power over the winds (cf. 
Hes. Theog. 252-4, Hdt. 7.191.2) and to protect travellers, cf. J. M. 
Barringer, Divine escorts (Ann Arbor 1995); other Nereids include 
γλαυκά . . .  Γαλάνεια (Eur. Hel. 1457-8) and Ευπόμπη (Hes. Theog. 
261). δσοις τέ περ εξ άλος άγρα ‘and to all whose catch comes 
from the sea’, i.e. fishermen. The transmitted όσαις presumably 
arose from the feminines of 59.

61-2 Lykidas now imagines that Ageanax has ‘got the message’ 
and is indeed about to set sail; he therefore wishes him a fair sailing 
in the more conventional optative. Those who understand 55-6 as a 
request to Ageanax for physical intimacy must explain that this has 
taken place in an imagined gap before these verses. Lykidas5 prayer 
is addressed to no god: perhaps he does not need such assistance, 
ώρια ‘opportune’, an extension of the more usual sense ‘in due sea
son’ (Od. 9. 131 ώρια πάντα at line-end, Hes. WD 630 αυτός 5 ’ 
ώραΤον μίμνειν πλόον), cf. Arat. Pham. 153-4 ό δέ πλόος ουκέτι 
κώπαις | ώριος. Others prefer ώρια ‘favourable’, as a hyper-Doric 
form of ουρία, the standard adjective in such a context. γένοιτο 
. . .  ϊκοιτοί a rhyme of the final two syllables of the verse with the 
two syllables before the caesura is rare (cf. 15, 1.96, 24.9, Kidd on 
Aratus, Pkaen. 360), though very familiar from medieval Latin 
(‘Leonine verses’). Both here and at 24.9 the effect may suggest a 
(sub-literary) magical incantation: Lykidas’ very words work to effect 
a safe voyage for Ageanax. The style of Eel. 8.80, limns ut hic durescit, 
et haec ut cera liquescit (love magic), is thus suitably ‘Theocritean’, as 
well as indebted to the magical spells of the sub-literary tradition (E. 
Norden, Die antike Kunstprosa (Leipzig 1898) n 813-24). εϋπλοος: 
the nominative makes clear that Ageanax is the subject of Ικοιτο. 
The transmitted εύπλοον has been defended as a ‘transferred epi
thet’ actually referring to Ageanax (G. Giangrande, Mnem. 33 (1980) 
356-7) or as a reference to the idea that harbours too are dangerous 
places (cf. F. Cairns, Mnem. 31 (1978) 72-5). For further discussion cf. 
H. D. Jocelyn, Mnem. 34 (1981) 316-21, A. Andrisano, MCr 21/2 
(1986/7) 2^7~7 5 - Prayers for ευπλοια were a standard element of 
(real and literary) departures (cf. D. Wachsmuth, ΠΟΜΠΙΜΟΣ O 
ΔΑΙΜίύΝ. Untersuchung zu den antiken Sakralhandlungen bei Seereisen (Diss. 
Berlin 1967) 466-79), but the cult of Aphrodite Ευπλοια at Knidos
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(Paus. 1.1.3) adds point here: Aphrodite will save Ageanax, if he 
saves Lykidas from her. δρμον: ‘Mytilene has two harbours, of 
which the southern can be closed and holds only fifty triremes, but 
the northern is large and deep, and is sheltered by a mole’ (Strabo 
13.2.2).

63 -4  > Eel. 2.47-50. As often in propemptika, Lykidas promises to 
celebrate Ageanax’s safe arrival; here the promised celebration does 
not involve sacrifice, perhaps because the singer himself is divine. 
How Lykidas is to receive news all the way from Lesbos on the same 
day as Ageanax arrives is a question we perhaps should not ask, but 
if he were divine there would be no problem at all: Apollo needs no 
messengers (cf. Pind. Pyth. 3.28-30, Apollo’s ‘all-knowing mind’). 
Although Lykidas will have musicians and others (τις 66) around 
him, there is no sign that he will have fellow-symposiasts in the full 
sense (contrast the otherwise similar Ar. Peace 1131-9); he therefore 
drinks alone, an activity which the iconographie tradition particu
larly associates with gods, cf. M. Steinhart and W. Slater, JHS 117 
(*997) 203-11. άνήτινον: fragrant dill is often mentioned as a 
garland flower, cf. 15.119, Alcaeus fr. 362 Voigt, Sappho fr. 81 Voigt, 
Thphr. HP 9.7.3. λευκοϊων: i.e. ϊου τό λευκόν, perhaps ‘stock’, 
but the identification is uncertain, cf. Lembach (1970) 158-60. 
φυλάσσων: cf. 3.21-30. Poets treat the disintegration of a sympo- 
siast’s garland as a sign that he is in love (Gall. Epigr. 43, Ath. 15 
670a), so the verb here may indicate Lykidas’ release from passion, 
however that is to be understood (55-60.).

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

66 This line has been taken to show that Lykidas’ celebration will 
be indoors, and presumably in winter (53-4); by contrast, the song of 
the townsman Simichidas will largely be set out of doors. If so, the 
difference would mark the wider scope of Lykidas’ sense of ‘the 
bucolic’, στιβάς (67), however, more naturally suggests an outdoor 
setting. κύαμον: the collective singular (cf. j.49, 53, 11.10, 14.17, 
K.-G i 13-14) is very common in the food lists of comedy, e.g. 
Ephippus frr. 12-13 K-A. ‘Beans’ of all kinds -  here probably 
‘broad beans’ -  appear in literature both as the food of the very 
poor and, as here, as a τράγημα (‘nibble’) accompanying the drink
ing of wine; in the latter case the resonance is of simple pleasures or 
even the Golden Age, cf. Xenophanes fr. 13 G -P  trap πυρ! χρή 
τοιαυτα λέγειν χειμώνος εν ώρηι | iv κλίνηι μαλακήι κατακείμενον, 
εμπλεον όντα, | ττίνοντα γλυκύν οίνον, ύποτρώγοντ’ ερεβίνθους 
κτλ., PI. Rep. 2 372b-c, Ar. Peace 1131-9, Arnott (1996) 486-7.

67-8  His couch of grass or rushes (cf. 133-4, 13.34) will be cov
ered ‘cubit-high’ with wild plants. The artful ‘rising tricolon’ of 68 
(cf. 13.45η.) converts a botanical list into a lyrical vision. κνύζαι 
‘fleabane’, cf. Lembach (1970) 29-31. Σ ascribe cooling, ant- 
aphrodisiac properties to this plant, which would be contextually 
appropriate, but there is little other evidence for the belief. It is 
included among καλά πάντα at 4.24-5. σελίνωι; cf. 3.21-30.

69 μαλακώς: the primary sense is ‘on my soft couch, in some 
luxury’ (cf. 15.28, Ar. Ach. 70), but there is also a clear suggestion 
that the ‘burning desire’ of 56 has been replaced by calmer emo
tions; μαλακώς colours both verb and participle, with which it is 
associated by alliteration. μεμναμένος Άγεάνακτος: ‘remem
bering A.’ suggests ‘drinking to the memory of A.’ Before drinking, 
Lykidas would say (aloud or to himself) Άγεάνακτος (the ‘genitive 
of the toast’, K -G  1 376), cf. 14.18-20, Cali. Epigr. 29 εγχει καί 
πάλιν είπε “ Διοκλέος” κτλ.; inverted commas around Άγεάνακτος 
would catch the effect.

70 The transmitted αύταισιν κυλίκεσσι makes no sense (pace A. 
M. Mesturini, QUCC 37 (1981) 105-12, who sees the topos of lovers 
drinking from the same (αύταισιν) cups). Valckenaer’s αύταΐς èv
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κυλίκεσσι will mean ‘[remembering A.] while drinking, [and press
ing my lips . . . ] ’ or (cf. Serrao (1971) 58) ‘[remembering A.] both 
while drinking and when I press my lips . . . ’ These are not impos
sible, but the true reading may be as banal as (e.g.) πάσαις εν κ. or 
πασαϊσι κ., the error arising from αυλ- immediately beneath, 
χείλος ερείδων: an obvious image of the kiss. A cup dedicated to 
the beloved must be drained entirely.

71- 2 > Eel. 5.72-3, cf. 10.41. αύλησεΰντι: the music of αυλοί 
was an ordinary accompaniment of the symposium, but here the 
pipes are likely to be rather more rustic, cf. 6.42-30. The origin 
of the pipers remains quite mysterious. If Άχαρνεύς refers to the 
Attic deme of Acharnai, the reasons for the choice are unknown; 
Wilamowitz {Hermes 34 (1899) 616) suggested, that ‘Acharnian’ here 
was a transparent modification of ‘of Halasarna’, a Coan deme near 
the south coast (modern Cardamina), where there was an important 
cult of Apollo (Sherwin-White (1978) 61-3, 300). Σ claim that 
Lykopos was the name of a Coan deme (cf. Lykopeus in 4); such 
names are otherwise only associated with Aetolia.

7 2 - 89 The symposium was a traditional site for the performance 
of poetry, here of a kind appropriate to the setting. Lykidas will 
listen to the stories of two, or perhaps three (78-890.), mythical 
forebears, which have an obvious relevance to his own situation: 
Daphnis’ death was somehow caused by love, and Komatas was 
saved from torment by the beauty of his own poetry, cf. further 
Weingarth (1967) 143-5, Macleod (1983) 168-70. Both offer con
solation: the story of Daphnis assures the hearer that others have 
suffered more than he, and the story of Komatas is of triumph over 
adversity. The heat of Lykidas’ passion, already calmed by Agea- 
nax’s departure, is further displaced into the aesthetic experience of 
listening to song; poetry thus acts as a φάρμακον against desire, 
although rather differently than in Idyll 11.

The narration of a song in indirect speech goes back to Homer’s 
account of the songs of Demodokos in Od. 8 (for the lyric tradition 
cf. Pind. Hem. 5.22-39), but Hellenistic poets seized the opportunities 
offered by this form for the confusion of different poetic voices and 
the interplay of ‘direct’ and ‘indirect’ speech, cf. Arg. 1.496-511, 
2·703 ~ Σ3  (the songs of Orpheus), Hunter (1993a) 148-51. The direct 
address to Komatas in 83-9 fuses Tityros’ song with a personal
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intrusion by Lykidas (or Lykidas/Theocritus) into that song. Virgil 
took over the style, organisation (a mythological catalogue) and 
experimentation with ‘voice5 of 7.72-89 for the song of Silenus in 
Eclogue 6, which incorporates the lament (in direct speech) of 
Pasiphae; ‘Silenos’ was one of the ancient explanations for ‘Tityros5 
(cf. Σ 3.2a, 3.i-2n.). Virgil thus produced a mixture of the Dionysiae 
(Silenus) and the Apolline (Eel. 6.3-12, 82-4) to match that same 
mixture in Idylls 1 and 7. Particularly noteworthy rewritings are: 
(i) Virgil’s quotation (6.47, 52) of Calvus fr. 9 Büchner-Courtney, 
a, uirgo infelix . . . ,  reverses the makarismos of Komatas in 83. At 6.45, 
et fortunatam, si numquam armenta fuissent produces a similar effect, with 
its apparent wish that ‘bucolic5 had never been invented, (ii) Silenus 
sings of Hylas, a subject of a Theocritean poem, just as Tityros 
repeats the subject of Idyll 1. (iii) Pasiphae’s adored bull, latus niueum 
molli fultus hyacintho (line 53), is an extraordinary rewriting of Lykidas 
taking his ease in 66-70. See also 77n. (iv) The ‘divine Komatas5, for 
Lykidas an irrecoverable model, becomes Virgil’s immediate prede
cessor Gallus (himself diuinus poeta at Eel. 10.17), initiated into poetry 
by the Muses.

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

74 > Eel. 5.28, 10.13-14. όρος: quite likely Mt Etna, the Sicilian 
mountain. άμφβπονεΐτο: the simple πονείσθαι may denote ‘feel 
pain5, so the meaning may be ‘was in distress for [Daphnis]5. More 
likely, however, there is a particular nuance: the mountains 
‘lamented in suffering for [Daphnis]’, cf. EA 31-2 “ τάν Κύπριν 
αΐαΐ” I ώρεα πάντα λέγοντι (with Reed’s note), Eel. 5.28. The 
extension of meaning is helped by the parallelism with έθρήνευν, by 
the fact that mountains are the obvious place around which song or 
lamentation of any kind will echo (cf. EB 23), and because πόνος 
is closely linked with song in this poem (51, 139). For the ‘pathetic 
fallacy5 cf. 1.71-50.

75 Τμέρα: genitive of Ί μέρας, with the regular Doric contraction 
of -ao, cf. 1.103, 4.1, 13.7 etc. Two rivers of this name rise in Central 
Sicily, one flowing south, the other north to the coast beside the 
town of Himera; they were often regarded as branches of the same
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river (cf. RE  vni 1620-1). There is here an allusion to Stesichorus of 
Himera who sang of Daphnis (above, p. 65), but the context also 
associates the name with 'ίμερος ‘desire5, thus making it particularly 
appropriate to Daphnis’ suffering. It is not necessary to assume that 
the Himeras has become the site of Daphnis’ death. φύοντι: the 
present tense, like the simile which follows, allows us to hear Tityros5 
song, as well as Lykidas5 report of it. The past tense of the papyri 
probably arose by correction after a false division as aiV εφύ-,

7 6  ‘when he was wasting, as snow [wastes] . . . ’ For the simile in 
indirect speech cf. Od. 8.518. χιώ ν ώς τις: ‘generalising5 τις is 
common in similes, even with rather unexpected nouns, cf. Eur. Tr. 
1298 καπνός ώς τις, J. Vahlen, Opuscula Academica (Leipzig 1908) n 
ïÔo-202. For this image cf. Od. 19.205-9 (Penelope weeping as she 
listens to her disguised husband), Call. h. 6.91-2 (with Hopkinson’s 
note). That Daphnis melts ‘like snow5 may be connected with the 
watery manner of his death and /o r the fact that a  spring appeared 
where he died (above, p. 66). Cf. also Berger (1984) 17: ‘Daphnis 
melting in desire . . .  serves as a harbinger to the spring that blossoms 
in the story of Comatas.5 κατετάκετο: the evidence suggests that 
the augmented form is as probable as κατατάκετο, even in the high 
style of this poem, cf. Molinos Tejada 264-78, K. Mickey, TPhS 
1981.50-1. Αίμον: the Balkan range (Stara Planina) of northern 
Thrace, which runs east through modern Bulgaria; here it is con
ceived as the freezing (Virg. Georg. 2.488) northern boundary of the 
Greek world. T. probably has in mind a single mountain believed to 
be so high that the Euxine and the Adriatic were both visible from 
its summit (Strabo 7.5.1, Livy 40.21.2).

77 > Eel. 6.30, 42, 8.44, Georg. 1.332. Athos is the highest moun
tain for someone whose horizons are fixed in the Aegean; Rhodope 
runs south and south-east through modern Bulgaria (Rodopi Pla
nina); Strabo 7.5.1 says that it is second in height only to Haimos. 
The Caucasus range runs between the Black Sea and the Caspian 
and formed the north-eastern boundary of the known world. Cf. 
Rosenmeyer (1969) 114, ‘the vast world opens up before us to 
enhance the fiction that the grief cannot be contained5.

78 -8 9  The subject switches to ‘the goatherd5 who was placed in a 
box because of the wickedness of his master and subsequently nur
tured by bees. This is a foundation myth for ‘aipolic5 poetry, as



Daphnis is the founding hero of ‘bucolic’ song, and it is appropriate 
to Lykidas the goatherd that it comes in the climactic position. Σ 
summarise a story from Lykos of Rhegion: ‘In a cave of the Nymphs 
on Mt Thalamos near Thurii . . .  a shepherd (ποιμήν) regularly 
sacrificed his master’s (δεσπότου) animals to the Muses; in his anger 
at this, the master shut him away in a box (λάρνακα) to see whether 
the goddesses would save him. After two months he opened the box 
and found the shepherd alive and the box full of honeycombs’
(FGrHist 570 P7). T. clearly alludes to this story; his goatherd is a 
poet (82), but it is not clear from the summary whether the sacrifices 
to the Muses indicate that the same was true of Lykos’ herdsman. 
This South Italian folktale, like the story of Daphnis, may have 
appeared in poetry before T., but there is no other evidence.

In 83-9 Tityros/Lykidas apostrophises a goatherd called Komatas 
who ‘also was locked in a box, and also laboured through the spring 
of the year feeding upon the honeycombs of bees’. If Komatas and 
‘the goatherd’ of 78-82 are identical, then the comparison is pre
sumably with Daphnis who is regularly said to have been exposed as 
an infant (perhaps in a λάρναξ), though bees enter the Daphnis 
story elsewhere only in texts plainly influenced by T. It seems at 
least as natural to understand that Komatas is being likened to, not 
identified with, the nameless poet-goatherd of 78-82 (so Radt (1971) 
254-5); the verbal parallelisms (φέρβον 8o -  φερβόμενος 85, άνθεσσι 
8ι -  Itos ώριον 85) support this interpretation. We therefore have 
three, not two, founding figures of bucolic and aipolic mythology -  
Daphnis, ‘the goatherd’, and Komatas. Although Komatas is clearly 
in some senses a ‘self-representation’ of Lykidas (cf. 85η., Alpers 
(1996) 150-1), ‘You Komatas, as well as I (Lykidas)’ (so Van 
Groningen (1959) 33 n. 1) seems less probable, and ‘you Komatas, as 
well as Ageanax’ entirely improbable (N. Palomar Pérez in Homenatge 
a Josep Alsina (Tarragona 1992) 1 253-7).

78 εύρέα: cf. 1.65η.
79 κακαΐσιν άτασθαλίαισιν: a variation on a Homeric phrase 

{Od. 12.300, 24.458) creates a typically grand ‘heroisation’ of the fate 
of the goatherd. ανακτος: cf. 52η.

8 ο - ι  σιμα'ι . . .  μέλισσαι: the mannered hyperbaton perhaps 
reflects a belief that σιμαί ‘blunt-nosed’ was an old word for bees, 
connected with σίμβλος (cf. Σ, Et. Mag. 713.23 Gaisford, Σ Hes.
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Theog. 594). For bees and poets cf. 1.146-80. κέδρον ές άδειαν: 
cedar has a distinctive fragrance (cf. Epigr. 8.4, Od. 5.59-60 etc.), and 
its use for coffins (Eur. Tr. 114.1, Ale. 365) is relevant here, 
ανθεσσι: that bees actually brought ‘flowers’ back to the hive, not 
just ‘the products of flowers’, is a widely attested ancient view, cf. 
Davies-Kathirithamby 56-8, Mynors on Virg. Georg. 4.38-41.

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

83 μακαριστέ: principally, though not exclusively, used of the 
dead (oi μακαρΐται). Κοματα: the name of an Italian goatherd 
in Idyll 5, and a known historical name from Cyrene and Rhodes 
(.LGPN i s.v.), though not otherwise known as a mythical poet, 
τάδε τερπνά πεπόνθεις ‘these pleasures were your fate [pluperfect]’, 
a suitable way to refer to the mysterious mixture of sweetness and 
toil in 84-5. Gow prefers to understand the verb as perfect in form 
and present in sense (cf. 11. in.).

85 φερβόμενος: for the prosody cf. 11.45-80. έτος ώριον 
εξεπόνασας ‘laboured through the spring of the year’; EA 73 άνά 
νύκτα τόν ιερόν ύπνον εμόχθει is a similarly striking locution. T .’s 
phrase is hard to parallel, but cf. δείελον ήμαρ ‘evening’, annus hiber
nus ‘winter’ (Hor. Epod. 2.29); others understand ‘the year with its 
seasons’. The flowers of 81 suggest that the goatherd also suffered 
during the spring or summer. The verb, glossed by Σ as έπλήρωσας, 
suggests through echo of 51 (where see n.) that Komatas’ ‘feeding 
upon honeycomb’ was metaphorical as well as literal, i.e. he com
posed poetry, though it is not necessary to suppose (with Radt (1971) 
254-5) that a particular poem known to T .’s audience is at issue. The 
echo shows how closely Lykidas associates himself with Komatas.

86 > Eel. 10.35. Bing (*9 88) 60-2 notes the contrast between the 
‘cocks of the Muses’ who try to compete against Homer, and Lykidas 
who regrets that he was not lucky enough to have had the privilege 
of listening to the great poets of a now irretrievable past; Lykidas’ 
modesty again contrasts with the more usual agonistic rivalry of
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poets, embodied in the attitudes of Simichidas. The fourth-century 
tragedian Astydamas regretted that he did not live with the great 
poets of the past so that he could properly be judged against them 
(TrGF i 60 T2a). επ’ εμευ ‘in my time’. The transmitted επ' Ιμοί 
would most naturally suggest ‘would that it were in my power for you to 
be alive . . which would make excellent sense (particularly if the 
speaker were a god) but seems syntactically impossible; LSJ offer one 
dialect example of επ' έμοί as ‘in my time’. Gallavotti suggested ετι 
μοι.

87 For the syntax cf. 11.55η. τοι ‘for you5. Lykidas imagines 
filling the rôle that Thyrsis offers at 1.14, and cf. 3.1-2. καλάς: 
Lykidas is a connoisseur of goats, but Komatas’ goats reflect the 
divinity (89) of the herdsman; cf. the wonderful condition of the 
goats herded by Apollo at Cali. k. 2.50-4.

88 ύπο δρυσίν ή υπό πεύκαις: not just a locus amoenus, but an epic 
juxtaposition (cf. 11. 11.494, 23.328) in keeping with the general style 
of the song, cf. i.m. Oaks which grieved for Daphnis (74) now offer 
shade for the performance of peaceful bucolic song: thus is Lykidas’ 
own emotional catharsis plotted through the song.

89 άδύ μελισδόμενος: cf. i.i.n. The participle brings out the 
meaning of the image of the μέλισσαι. θείε Κοματα closes a 
ring around the apostrophe begun in 93, cf. 3.6-22, 6.6-19. The 
epithet does not merely ‘mark Comatas as an inspired minstrel’ 
(Gow), like the θείοι άοιδοί of Homer (Od. 4.17, 8.87 etc.); for Lyki
das, and all bucolic poets, Komatas is a divine, or at least heroised, 
presence.

90 άπεπαύσατο: cf. i.t38n.
91-2 Λυκίδα φίλε: cf. 27. Simichidas sees ‘bucolic’ song as essen

tially a matter of rustic reference. He therefore ‘hyper-bucolicises’ 
by echoing Hesiod’s investiture as a poet by the Muses, cd vu ποθ’ 
Ησίοδου καλήν έδίδαξαν άοιδήν, | αρνας ποιμαίνουθ’ Έλικώνος 
ύπό ζαθέοιο (Tkeog. 22-3), but changing Hesiod’s Muses into the 
more obviously rustic ‘Nymphs’ (148η.). He presents himself άν’ 
ώρεα βουκολέων, not because this is (or was) his profession or 
because the verb may mean ‘wander’ (Giangrande (1980) 137-9, cf. 
Eel. 6.52), but because he mistakenly (cf. j.8on.) sees ‘herding on the 
mountain’ as the inevitable setting for the composition of ‘bucolic’ 
poetry (cf. Lykidas’ εν δρει, 51), no less inevitable than Pan, who duly
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appears in his poem. He does not expect Lykidas (or us) to believe 
that he is a cowherd, but he regards the mere form of words as nec
essary; perhaps in his (over^sophistication he regards Theogony 23 as 
also just a metaphor. Moreover, by aligning himself with Daphnis 
‘the cowherd’ against the goatherd alliance of Lykidas-Komatas, he 
continues the sense of an agon, which is so dear to him; cf. the 
exchange of ‘aipolic’ and ‘bucolic’ performances in Idyll 1. 
πολλά μεν άλλα: a familiar rhetorical strategy, by which the speaker 
‘selects one choice item from a multitude of possibilities’ (W. H. 
Race, The classical priamel from Homer to Boethius (Leiden 1982) 105). It 
goes without saying that those possibilities may be purely imaginary, 
κήμε*. primarily ‘me as well as you’ (cf. εν δρει 51), but we will also 
hear ‘me as well as Hesiod’.

93 > Eel. 3.73. εσθλά: cf. 411. Simichidas’ pride (highlighted 
rather than concealed by που) contrasts sharply with Lykidas’ mod
esty (μελύδριον 51). Ζηνός: Ζανός may be correct (cf. 18.19, 
Epigr. 22.1, Gallavotti (1984) 8-9), but is by no means limited to 
Doric, cf. Molinos Tejada 39, and Ζην- occurs on Goan texts 
(Schwyzer 1 577). The present verse is a version of the Homeric 
‘heaven-high fame’, cf. Ar. Birds 216 (bird-song rises) πρό$ Διός 
έδρας, P. Vind. Rainer 29801 a 6 o  (Gow, OCT p. 168) πήι μελέων 
κλέος eùpù τό  καί Διος ουατ' ιαίνει;, but it is difficult not to see a 
reference to Ptolemy Philadelphos, who was born on Cos and whose 
assimilation to Zeus was a commonplace of contemporary poetry 
(e.g. 17.131-4). It is characteristic of Simichidas to keep his eye on 
the Realpolitik of patronage. It is very difficult, though entirely rea
sonable, to draw inferences from this verse about T .’s own relations 
with Philadelphos.

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

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

96-127 Simichidas tries to help his friend Aratos who is suffering
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in love, before urging him to join in giving up such pursuits and 
leading a quiet life. The theme of the song thus has much in com
mon with Lykidas’, as is to be expected in a ‘bucolic exchange5; for 
Lykidas5 lyrical self-absorption, however, Simichidas substitutes a 
detached display of poetic fireworks. Like Lykidas, Simichidas’ song 
experiments with different voices: 103fr. may be taken as a re
creation of the song of Aristis (so Heubeck (1973) 9-10), or (more 
probably) as the voice of the poet himself. On the delivery of the 
song cf. 98η.

96-7  A sneeze was always taken as an omen of good or ill, cf. Od. 
I7 -5 4 I“ 5 0> and at 18.16 ‘a good man sneezed for Menelaos5 when he 
competed with the other suitors, which -  if we ignore the history of 
the marriage -  was presumably a good omen. Here the basic sense is 
‘the Loves have affected Simichidas’, but whether that is for good 
or ill has been debated since antiquity (cf. Σ). In fact, however, 
Simichidas is δειλός as all lovers are, but the contrast between his 
passion and that of Aratos is not requited vs unrequited love, as 
nearly all eros is ‘by definition’ unrequited; rather, there is a contrast 
between the nature of Simichidas’ love (which he freely confesses) and 
the gut-burning desire from which Aratos suffers and which he per
haps seeks to conceal (105). Simichidas distances himself from his 
passion with resigned and amused irony, whereas Aratos, as to some 
extent Lykidas also, is totally involved in his suffering; as the simile 
of 97 makes clear, Simichidas is thus ‘happier’ than Aratos, though 
he too is a victim of the Erotes. It is perhaps tempting to extrapolate 
a more general contrast between ideas of the ‘emotional investment’ 
demanded by heterosexual desire and that found in paederasty, but 
literature offers no clear evidence for such a contrast at this date; for 
general considerations cf. Hunter (5996a) 167-71. On this opening cf. 
W. A. Oldfather in Classical studies presented to Edward Capps (Princeton 
1936) 268-81, Seeck (1975a), Furusawa (1980) 57-61. Σιμιχίδαι 
picks up and contrasts with τον Λυκίδαν (55). Μυρτούς: because 
of the myrtle’s association with Aphrodite, such names often, though 
not always, belong to hetairai> cf. Headlam on Herodas 1.89. 
εϊαρος: goats ‘love the spring’ because it offers fresh food and abun
dant opportunities for mating; the assonance may evoke an ‘etymo
logical’ connection between eros and springtime, cf. K. J . McKay, 
AUMLA 44 (1975) 185. The earthy and amused comparison, cf. 4.39
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όσον alysç εμΐυ φίλαι, όσον άπέσβης, is used by Simichidas as a 
marker of what he perceives as appropriate to the ‘bucolic’. Σ 
understand ‘as much as goats love in the spnngtime, i.e. wildly’ (cf. 
Furusawa (1980) 58 n. 103), but the balance of the sentiment is 
against this. epctvxou: for the variation of active and middle cf. 
29.32; έραντ\ may, however, be correct (cf. 1.90 γ£λσντ\).

9 » For Aratos cf. Idyll 6, Intro. τα πάντα: cf. 3.3-50. 
άνέρι τήνωι: the singer emphatically distances himself-from the 
events he is describing. Whereas the singer of Lykidas’ song unam
biguously identifies himself as Lykidas (55), Simichidas’ song could 
be performed by another singer. μο\ in 103 and n 8  are inconclusive, 
and even ‘my xeinos’ in 119 does not necessarily pick up 98. Simichidas’ 
song could be performed by others, whereas Lykidas’ performance is 
wholly personal.

99 Aristis -  the name is very common all over the Aegean, though 
not yet attested precisely in this form on Cos -  ‘knows’ of Aratos’ 
passion, and (?) has told Simichidas; hence perhaps the uncertainty 
over the identity of the beloved (105). Many critics have suggested 
that Aristis is to be understood as having written a poem on the sub
ject, or at least that his knowledge of Aratos’ suffering is a direct 
result of the special insight poets have, cf. Lawall (1967) 95, 
Furusawa (1980) 63-5. In either case, he functions as Simichidas’ 
answer to Lykidas’ Tityros, who sang of Daphnis’ love.

100-1 > Eel. 7.22-3. έσθλός: cf. 12η. αριατος: the pun 
perhaps echoes one made by ‘Aristis’ himself, but there is clearly 
more involved here than we can now recover. Aristis is described not 
just as good enough to compete as a kitharode at the Pythian musical 
contests, but as an equal to Apollo himself, the divine φορμιγκτάζ 
(11. 1.603-4, h. Ap. 182-8 etc.); Simichidas has clearly not understood 
the lessons to be drawn from Lykidas’ modesty. If Lykidas is Apollo, 
the verses are notably amusing. φόρμιγγι: an archaising, high- 
style word for the kithara which Aristis will have used.

102 The ώς-clause is probably dependent upon oi5 sv rather than 
άείδειν. The language recalls 56, in the amoebean manner of song- 
exchange. όστέον: the Doric form is όστίον, but in this poem 
choice is very difficult, cf. above, p. 150.

103-14 Pan’s well-known fondness for beautiful boys (and goats) 
makes him the appropriate god for Simichidas’ overtly ‘bucolic’



COMMENTARY: 7.103-105

prayer. The prayer is an αγωγή, a request, familiar in magical texts, 
to a god to bring the loved one to the lover’s door (cf. J. Winkler, 
The constraints of desire (New York/London 199°) 82-98); Simichidas’ 
prayer is, however, of a striking kind. If Pan does what he asks, the 
god’s reward will not be a fat sacrifice or new honours, but merely a 
wish (not a promise) that Pan’s statue not get a whipping in an 
arcane Arcadian rite; such a reward is clearly not within the suppli
ant’s gift. If, however, Pan fails to do what is asked, his punishment 
(expressed again as a wish) will be physical torture and a fantastic 
inversion of the pastoralist pattern: he will spend the winter in the 
freezing north and the summer in the burning south (contrast Pind. 
Isthm. 2.41-2). These ironic and learned wishes show that Simichidas 
is striking a witty pose, both literary and personal: such for him is 
what constitutes the ‘bucolic’ world, and he is not really interested in 
whether or not Aratos ‘catches’ Philinos, an affair whose ultimate 
insignificance is displayed in the ludicrous exaggeration of the 
threats to the god. It is, as Aratos is to understand, Simichidas’ own 
relationship with Aratos which matters.

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

104 άκλητον: καλεΐν, ‘call’, ‘invite’, is the standard term for ask
ing a lover to visit, cf. 2.101, 116, 3.7, 29.39. Pan is asked t0 perform 
a piece of magic on a par with Aphrodite’s carrying-off of Paris in 
II. 3. κείνοιο: if correct, this is a striking epicism (for τήνοιο), 
though a complex one, for Homer has only κείνου, not κεινοιο, and 
T. otherwise only τήνω, not τήνοιο, cf. Gallavotti (1984) 41-2; Coan 
Doric in fact uses κήνος (Buck (1955) 101). If κείνοιο is correct, it will 
mark the elevation (and artificiality?) of the prayer. Ιρείσαις 
‘press him into . . . ’

105 On the reasons for the apparent uncertainty (or feigned igno
rance) as to the identity of the beloved cf. 99η. είτε tis άλλος is nec-
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essary both to cover ail the options with Pan, in case Philinos is not 
in fact the eromenos, and to tease Aratos with the changeability of his 
affections and the relative insignificance of the eromenos (cf. 103- 
14η.). In the subsequent prayer to the Erotes the apparent uncer
tainty disappears, as the gods need a particular target for their 
arrows. άρα ‘indeed’, ‘in truth’, cf. Denniston 37-8. Φιλΐνος 
b μαλθακός: Philinos (< φιλεΐν) is a very common name all over the 
Aegean, but particularly at Cos {LGPN1 s.v. distinguish forty Coans 
of the name). At 2.Π5 Delphis claims to have beaten Φιλΐνος ό 
χαρίεις, who has often been identified with a very successful Coan 
athlete of the first half of the century, Philinos son of Hegepolis 
(Paus. 6.17.2, LGPN 1 s.v. 46), but the identification is uncertain at 
best; μαλθακός may, however, be a pejorative way of saying much 
the same as χαρίεις. ‘Softness’ characterises ‘feminine’ men (cf. Ar. 
Tkesm. 191-2 of Agathon), and μαλθακός or μαλακός is used of 
pathics at least as early as [Arist.] Probi 4 88oa6; P. Hib. 1.54.11 
(c. 245) refers to a dancer as ‘Zenobios ό μαλακός’ (cf. Plaut. MG 
668). The adjective is thus part of Simichidas’ strategy for weaning 
Aratos from his love; Philinos is simply not worth so much attention. 
Some of the more brutal implications of μαλθακός are picked up 
again in 120-1 (where see n.). Dover (1978) 79 notes a certain shift in 
poetry after the fourth century towards preferred ‘feminine charac
teristics in eromenoi’, but most of the unambiguous literary evidence 
is rather later than T.

106 Three initial spondees, the only such verse in Idyll 7, mark the 
(mock) seriousness of the promises. ώ Παν φίλε: cf. PI. Phdr. 
27gb7, 1.64η.

107-8 The whipping of Pan’s statue with squills by ‘Arcadian 
boys’ is a rite not otherwise attested, but of a common type, and 
squills had many magical uses (Hipponax fr. 6 West, Lembach (1970) 
§3~5> Polunin-Huxley 214); Pythagoras was said to have written a 
book about them (Pliny, IfH  19.94). T. presumably had a source in a 
work on Arcadian history and/or customs, cf. FGrHist iiib, pp. 25- 
40, but the very obscurity of this practice in Pan’s homeland suits 
Simichidas’ conception of ‘bucolic’. A tantalising scrap of a scholion 
in Π5 seems to refer to a Spartan custom, perhaps adduced as a par
allel to the Arcadian rite. It may be relevant that one type of squill 
at least was thought to have the same inflammatory effect upon the
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skin as nettles (Arist. fr. 223 Rose, Nicander, Alex. 254); the whipping 
will thus lead ‘naturally5 to the discomforts of 109-10. Homeric echo 
offers a potent reminder to Pan of his suffering, cf. 11. 23.716-17 
(Ajax and Odysseus wrestling), πυκνά! δέ σμώδιγγες άνά πλευράς 
τε και ώμους | αίματι φοινικόεσσαι άνέδραμον, which would be 
precisely the result of the whipping. κρέα: Munatios (apud Σ) saw 
here a reference to an Arcadian festival (εορτή), not just an occa
sional practice. He also noted that the Chians whipped Pan when 
‘the choregoC sacrifice too small an animal, with the result that the 
subsequent feast is unsatisfactory; Buecheler deleted the reference to 
‘the Chians’, thus making Munatios’ explanation apply to the Arca
dian practice. Pan would indeed be the right god to blame for skinny 
flocks (from which sacrificial animals would be taken), as well as for a 
poor supply of wild game, but it seems more likely that the reference 
here is to hunting; κρέα ‘carcass’ (cf. Call. A.3.88) may be ‘hunts
man’s language’ for ‘game’, ‘meat’, cf. the proverb ‘a hare running 
for its meat (κρεών)’ (CPG 1 108). In the absence of other texts, how
ever, we must confess ignorance; for speculation as to the nature and 
meaning of the rite cf. Borgeaud (1988) 68-73.

109-14 It is standard magical practice to threaten the god or spi
rit if he does not do what you want, cf. PGM xn 141-4 ‘If you dis
obey me and don’t go to him, [name of spirit], I will tell the great 
god, and after he has speared you through, he will chop you up into 
pieces and feed your members to the mangy dog who lies among the 
dungheaps. For this reason, listen to me immediately, immediately; 
quickly, quickly, so I won’t have to tell you again’ (trans. Kotansky), 
M. Fantuzzi and F. Maltomini, 114 (1996) 27-9. Such threats 
may be appropriate to the request: thus in P. Berol. 21243, col. ii.26- 
30 (W. Brashear, £P £  33 (1979) 261-78) a headache sufferer is to 
threaten Osiris, Ammon and Esenephthys with continuous head
aches until the sufferer’s headache stops. So here, the torments with 
which Pan is threatened are a wildly exaggerated version of the suf
ferings of the lover who endures sleepless nights of cold outside the 
beloved’s door (122-4) and emotional anguish on a par with ‘sleep
ing on nettles’ (cf. 13.64-710.). Such magical practices found literary 
expression in the contemporary vogue for ‘curse poetry’, i.e. cata
logues of outlandish punishments which the poet wished upon an 
enemy, cf. Call. Ibis, Moero, Curses, Euphorion, Curses or The Cup-
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stealer, Watson (1991), M. Huys, Le poème élégiaque hellénistique P. Brux. 
Inv. E. 8934 et P. Sorb. 2234 (Brussels 1991). Watson (1991) 135-7 notes 
that these threats to Pan are marked by the comic ‘incongruity 
between offence and punishment’ typical of ‘curse poetry’; the 
‘genre’ has deep roots in earlier periods (cf. Hipponax fr. 115 West, a 
‘reverse propmptikon\ but Simichidas here produces a ‘bucolicised’ 
version of a contemporary poetic style.

1 0 9 - X 0  The initial spondees pick up 105 to mark the other side of 
the promise. The first threat, enlivened by the harsh alliteration in 
no, is that the god will scratch himself all over to relieve the itching 
of insect bites and sleep in nettles, both not entirely ‘unrealistic’ 
misfortunes to befall a countryman. νεύσαις: νεύσεις would be 
an example of the future used ‘when the condition contains a strong 
appeal to the feelings or a threat or warning’ (Goodwin § 447), but it 
may be a learned correction. κατά . . .  κνάσαιο: tmesis; the verb 
is an aorist optative passive.

1 1 1 - 1 4  >  Eel. 10.65-8. Simichidas now outdoes Lykidas’ cata
logue of mountains (76-7).

in - 1 2  The Edoni inhabited the mountains between Macedonia 
and Thrace, whereas the Hebros (Maritsa), a by-word for cold and 
ice (Philip, Anth. Pal. 9.56.1 (= GP 2879), Hor. C. 3.25.10, Epist. 1.3.3), 
flows through modern Bulgaria, dividing Haimos from Rhodope 
(76-70.), and then turns south towards the Aegean; it now marks the 
border between Greece and Turkey. Simichidas thus picks up 
(rather loosely) the geography of Lykidas’ song as part of bucolic 
‘capping’; so too ‘the pole star’ replaces Lykidas’ Orion (54), with 
which it was actually associated (24.Π-12, Od. 5.273-4, Krevans 
(1983) 218).

Interpretation, and perhaps text, of 112 are uncertain. If Pan is 
‘turned towards the Hebros’ the idea will be that he is heading 
north, i.e. even in this desperate place he is heading in the wrong 
direction. Pause after ποταμόν would, however, produce a rhythmi
cal structure to match 114, but τετραμμένος εγγύθεν Άρκτω is very 
difficult. A participle meaning ‘camped’ vel sim. would suit excel
lently, but nothing plausible has been suggested; the unmetrical vari
ant κεκλιμένος presumably started life as a gloss.

113-14 πυμάτοισι παρ’ Αίθιόπεσσι: cf. Od. 1.23 Αιθίοπας . . .  
έσχατοι άνδρών. By ‘Ethiopia’ T. means the desert south of Ele-



phantine (cf. Hdt. 2.29, Strabo 1.2.25); wherever they were placed 
geographically, however, the Ethiopians {‘the burnt ones5) were 
regarded as the nearest neighbours of the sun (Diggle on Eur. Phae
thon 4), and this is the point of the threat: you can’t get hotter than 
this. Herodotus equates Pan with the Egyptian Mendes, and he was 
worshipped in southern Egypt (Hdt. 2.46, Strabo 17.2.3, Diod. Sic. 
1.18.2). Βλεμύων: a tribe which actually lived between Meroe 
and the Red Sea (cf. Strabo 17.1.2, following Eratosthenes, RE  in 
566-8, F. M. Snowden, Blacks in antiquity. Ethiopians in the Greco-Roman 
experience (Cambridge, Mass. 1970) 116-17), but here imagined to 
inhabit a desert south of the sources of the Nile. ‘The rock of the 
Blemyes5 may well have figured in a contemporary discussion of the 
Nile’s sources. The point of ‘from where the Nile is no longer visible’ 
is not merely that the famous problem of the river’s sources meant 
that this is a way of saying ‘as far south as you can go’, but it is in 
summer that the Nile flooded and water would be most abundant in 
its vicinity; this is, therefore, what you would wish to see in the 
summer, and the fact that Pan will not have this privilege twists the 
knife, as does Π2.

115-19 After 114 the singer may (comically) pause to see whether 
his prayer is answered; such a performative joke would suit the gen
eral tone of his treatment of Aratos’ affair and the literary affilia
tions of the song. As no eromenos suddenly materialises in Aratos’ 
embrace, he changes tack to punish the boy: just as Pan was threat
ened with a version of Aratos’ suffering, so now Philinos is to feel the 
anguish of love.

115-16 Pausanias (7.5.10, 7.24.5) locates ‘the spring of Byblis’ at 
Miletos; Hyetis is completely unknown, though the name has an 
obvious appropriateness for a spring. If this is the spring into which 
Byblis was metamorphosed after killing herself as a result of an 
incestuous passion of (or for) her brother Kaunos, there will be a 
good reason for the Erotes to be there: it is a permanent memorial 
to their power and hence ‘sweet [to the Erotes]’. It is not improbable 
that these verses allude to particular (Hellenistic) poems: Apollonius 
wrote a Foundation of Kaunos, and cf. Nicaenetus fr. 1 Powell, Krevans 
(1983) 207-8. This would then be another contemporary poetic 
manner -  and one employed by T. himself -  which Simichidas 
incorporates into his potpourri; for ‘ktistic’ poetry at this date cf.
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Hunter (1989) io- π .  Miletos was under the control of Philadelphos 
after 279 (RE xv 1605-6), and there may be a political element in 
T .’s choice of cult. λιπόντεςΐ the standard mode for a ‘cletic’ 
prayer, cf. 1.125, Sappho fr. 2 Voigt, Nisbet-Hubbard on Hor. C. 
1.30. Οίκουντα; a Carian town not far from Miletos, said to
have been founded by Byblis’ father, the eponymous Miletos (Par
thenius, Erot. Path, n); Σ Dion. Perieg. 825 reports that Miletos 
founded a temple of Aphrodite at Oikous, and that the settlement 
was subsequently moved to the site of ‘Miletos’ by Miletos’ son, 
Keladon. Διώνας: the mother of Aphrodite, cf. 15.106, 17.36. It 
is Aphrodite herself who is elsewhere associated with Oikous and 
Miletos (Posidippus, Anth. Pal. 12.131.1 (= HE 3082)), and some see 
here an anticipation of the familiar Latin equation Dione =  Venus 
(Bömer on Ovid, Fasti 5.309); another possible example at EA 93 is 
disputed. In view, however, of our ignorance of the sources and 
‘historicity’ of the passage, such an assumption seems dangerous; 
there is nothing intrinsically improbable in a cult of the goddess’s 
mother.

117 The comparison, perhaps to the rosy cheeks of the boy gods, 
may have a particular point for the Erotes of Miletos, but if so, it is 
unknown; it may have been purely conventional, cf. ‘Plato’, Anth. 
Plan. 210.2 πορφυρέοις μήλοισιν έοικότα παιδα Κυθήρης, Arg. 3.121- 
2 (Eros) γλυκερόν δέ ο! άμφί παρειάς Î χροιής θάλλεν ερευθος, but 
here it provides the required ‘bucolic’ element in the prayer to the 
Erotes (cf. 144).

0 8 -1 9  An eromenos was not normally represented as feeling eros, 
so Philinos is to be punished with desire for someone else. The verses 
could be taken as the standard warning to the beloved that he or she 
will themselves one day suffer in love, so they should show pity now 
(23.33-4 etc.); thus in weaning Aratos from his passion, Simichidas 
does not openly reveal his hand until 122. ίμερόεντα: as Philinos 
inspires desire, his punishment will be appropriately reciprocal, 
δύσμορος: here used in reproach, cf. Men. Sam. 255, δύστηνος at 
15.31, 87, τάλας at 2.4 and ώιζυρέ at 10.1.

120-1 That Philinos is himself to feel desire leads ‘naturally’ to 
the idea that he is himself losing the attractiveness of an ideal erome
nos. Aratos ought therefore to reflect upon whether Philinos is worth 
the trouble, particularly in view of the harsh imagery (cf. below); on
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the surface, however, the verses are a dramatised version of the 
standard argument that the beloved should yield now, because soon 
no one will ask them (29.27-34, Theognis 1305-10, Eel. 2.17-18 etc.). 
Serrao attractively suggests ((1971) 65-6) that the Erotes have heard 
the prayer of 117-19 and are already at work, afflicting Philinos with 
an unrequited and wasting passion; hence the suddenness in the 
deterioration of ‘lovely Philinos’, matching the speed with which 
‘ripe5 pears become ‘over-ripe’. The verses contain a reworking of 
Archilochus, SLG 478.24-31:

Νεοβούλη[ 
ά]λλος άνήρ έχέτω· 
αίαΐ πέπειρα δ.[

άν)θος 6’ άπερρύηκε παρθενήιον 
και χάρις ή πριν επην 
κόρον γάρ ούκ[

..]ης δέ μετρ’ εφηνε μαινόλις γυνή· 
iç] κόρακας άπεχε·

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

‘Archilochus’ rejects Neoboule as past her best and more than a little 
‘shop-soiled’; Aratos will not find it hard to apply this to the case of 
Philinos. On the reworking of Archilochus cf. esp. Henrichs (1980). 
T. may have been drawn to this poem, inter alia, by the fact that the 
narrative of a seduction ‘amidst the flowers’ could readily be con
structed as a proto-bucolic. καί δή μάν: if sound, this unparal
leled collocation probably suggests ‘and indeed . . . ’, rather than ‘in 
any case . . i.e. he is already (over-)ripe for a passion of his own, 
cf. further Wakker (1996) 259-60. άπίοιο πεπαίτερος: ‘riper 
than a pear’ indicates that Philinos is not worth the chase any more. 
In Archilochus’ πέπειρα δίς τόση (with West’s probable supple
ment), ‘ripeness’ is the result of excessive sexual activity (cf. Ar. Eccl. 
896, Henrichs (1980) 21), and there may be a hint here that ‘Philinos 
the soft’ has been promiscuous. ‘Riper than a pear’, cf. Aesch. fr.

COMMENTARY: 7.122-125 189

264 Radt πεπαίτερος μόρων ‘riper than mulberries’ (of Hector), 
continues the ‘bucolicisation’ of erotic topai. γυναίκες: married 
women, who express regret at the fading of male beauty. If Philinos 
is already suffering from unrequited m s  (120-m.), the sudden wast
ing of his beauty is explained, cf. 2.85-90. καλόν άνθος: cf. 
Archilochus loc. cit., Theognis 994 παϊς καλόν άνθος εχων, 1305-6 
etc.; the image is a very common one.

122 Simichidas finally suggests overtly that Aratos should give up 
the pursuit of Philinos, and not just Philinos: the plural verbs and, 
despite 125 (where see n.), the generalising tone of the verses indicate 
that Simichidas is proposing that they both give up the pursuit of 
pretty boys and women, of Myrto no less than Philinos. Others 
interpret the plural verbs as a way of ‘softening the blow’ (a ‘socia- 
tive’ plural) or an indication that Simichidas has accompanied 
Aratos on komoi; neither idea is impossible, but neither does justice 
to the final verses of the song. Harder to judge is the tone of the 
advice: is the wish for a ‘quiet life’ free from eras as impossible as the 
wish to hear Komatas? Is that what the presence of ‘the beautiful 
Amyntas’ (132η.) demonstrates? φρουρέωμες: there is a hint of 
the military imagery most familiar from Ovid, Am. 1.9, cf. lines 7-8 
peruigilant ambo, terra requiescit uterque: \ ille fores dominae seruat, at ille 
ducis (where see McKeown’s notes).

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

125 A very difficult line: ‘Let Molon alone, good friend, be throt
tled in [lit. from] that wrestling-school.’ The imagery of love as a 
wrestler or boxer is very common (1.97η.), and as the palaestra was a 
central focus for paederastic emotions (as in Idyll 2), a metaphorical 
use of the noun as ‘the torments of love’ is not impossible; ‘choking’ 
is a common metaphor of emotional distress. Di Marco (1995b) 
attractively suggests that, as αγχειν was a choking hold applied in 
the pancration to the loser held immobile on the floor (cf. Lucian, 
Anacharsis 1), the image is of that of the unsuccessful komast lying



prostrate like a defeated wrestler (cf. 3.52—4η.) and being ‘throttled’ 
by the eromenos Philinos; he notes that επί would in that case be 
easier than άττό. φέριστε: only here in T. (φέρτερον at 1.148). 
Μόλων: presumably a rival for Philinos’ affection (and another 
reason why the pursuit is not worth it). The name was common in 
Athens and is attested on Chios, Crete and Delos (.LGPN f  π s.v.). 
Some critics have preferred μολών.

126-7 ^rg. 3.640 (Medea) άμμι δέ παρθενίη τε μέλο! καί δώμα 
τοκήων may have some relation to 126. άσυχία: if understood 
as ‘the absence of disturbing passions’ this was a widely desired ideal 
in Hellenistic culture; it was associated with a number of philosoph
ical schools -  the Epicureans (ataraxia), Pyrrhonist sceptics (Long- 
Sedley 1 18-22), and the Stoics (cf. SVF ni m ) -  but its roots go 
far back (cf. KRS 429-33 on Democritean ethics), and it had a 
deep hold outside the technical discussions of the schools, cf. M. 
Pohlenz in ΧΑΡΙΤΕΣ Friedrich Leo . . .  dargebracht (Berlin 1911) 101-5, 
Rosenmeyer (1969)passim. επιφθύζοισα: cf. 6.39-400; the prepo
sition might denote ‘spit on . . or ‘spit for . . i.e. ‘in protection 
of’, cf. the various uses of έπαείδειν. Simichidas’ poem closes on a 
note of ‘bucolic’ superstition as it had opened with a sneeze; the 
juxtaposition of this rusticity to the ‘intellectual’ ideal of άσυχία is 
just the last of the tonal paradoxes in which the poem has abounded, 
τα μή καλά: the expression is deliberately general, for anything 
which might disturb hasychia is to be turned aside. In the context, 
however, it is love which is uppermost in our minds: it is not so 
much that there is a final dig at Philinos as an example of το μή 
καλόν (cf. 6.19), but that the pursuit of ‘beautiful’ boys and girls 
brings in its train ‘unbeautiful’ passions, jealousies and disturbances. 
For a rather different view cf. Gershenson (1969) 151-5.

128 γελάσσας: cf. 42η.
129 Μοισδν ξεινήιον ‘a mark of xenia arising from the Muses’; 

it is because of the Muses that they have become ξένο:, cf. 12. Others 
understand simply ‘from the Muses’, i.e. Lykidas was merely acting 
as an intermediary, but this hardly accords with Simichidas’ percep
tion of the situation. On the reworking of Hesiod cf. above, p. 149.

130 Lykidas turns off ‘in the direction of Pyxa’ (genitive). Σ name 
Pyxa as a Coan deme, and this has plausibly been identified with the 
‘deme of the Phyxiotai’ known from Coan inscriptions; the centre of
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the deme was probably near modern Asphendiou (see map). If this is 
indeed T .’s Pyxa or Phyxa, then Lykidas here turns south. Σ ΐ3 0 -^  
claims that there was a temple of Apollo at ‘Pyxa’ from which the 
god was called ‘Pyxios’, whereas Σΐ3θ-ιο apparently claim the title 
‘Phyxios’ for both Apollo and Pan. ‘Phyxios’ is indeed found in the 
same text as Apollo Horomedon (45-6n.), but it is unclear to which 
god it there applies. There is, however, a strong case for the associa
tion of Apollo with Pyxa or Phyxa -  both forms may have been 
known -  and this has obvious implications for the interpretation of 
the poem.

131 έγών τε καί Εΰκριτος: cf. ι; the repetition, in the same sedes, 
marks the new direction that the poem, as well as its characters, 
takes.

132 στραφθέντες: the imagined location of Phrasidamos’ farm 
has been much debated; most naturally, we understand that 
Simichidas and friends leave the main road at the same point as 
Lykidas. If this is correct, then Phrasidamos’ farm is imagined to lie 
close to the main road near the turn-off to P(h)yxa-Asphendiou; this 
may, however, extend the boundaries of the Haleis deme too far. 
καλός Άμύντιχος: diminutives, here presumably affectionate, in 
-ιχο$ are a common Doric feature (cf. 4.20, Headlam on Herodas 
ϊ.6). The description leaves little doubt that Amyntas is an eromenos, 
whose listening presence can now be seen to colour Simichidas’ song 
at least, cf. Stanze! (1995) 281-2, Bowie (1996) 96-9.

133 A four-word spondeiazon (.ssdds, cf. 13.20η.) perhaps suggests the 
release of weight as the travellers lie down. There is an echo of Od. 
5.462-3 (Odysseus reaches the safety of Phaeacia) ό δ’ έκ ποταμοϊο 
λιασθείς | σχοίνωι ύττεκλίνθη; Odysseus is the epic traveller par excel
lence, and the echo positions T .’s ‘epic journey’ against Homer. Cf. 
further 156η.

134 οίναρεοισι ‘vine leaves’. Vines were stripped in late summer 
to allow the grapes better to ripen (cf. Eel. 9.61); for the Dionysiae 
atmosphere cf. 154η. In the time of ‘harvest and fruitfulness’ (cf. 
143η.) Laertes slept on leaves in a vineyard {Od. 11.192-4): the assim
ilation of the Thalysia to mythic experience (cf. 148-55) is thus 
already starting.

135-47 > Eel. 1.51-8. As the journey began with an evocation of 
a miraculous spring and pleasance from the legendary past, so it



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

The ‘pleasance’ shares many familiar features of such descriptions 
throughout Greek and Latin literature, cf. G. Schönbeck, Der Locus 
Amoenus von Homer bis Horaz (diss. Heidelberg 1962) 112-27, Eiliger 
(5975) 333-42, but both the detail and the style of the description are 
remarkable. There is a powerful appeal to the senses: we move from 
sounds associated with coolness (135-7), to the persistent sounds of 
animate nature (138-42), to the scents of nature (144.-6) and then to 
the pleasures of taste (the wine). The improbable orchestra of bird
song (139-41) further draws our attention to the ‘generic’ nature of 
the description. All such descriptions in ancient literature are, of 
course, to some extent typical: this is not a matter of whether the 
description is ‘realistic’, but of how ancient writers used familiar lit
erary codes to convey meaning. So too, the similarity to the opening 
locus of Bourina draws attention to the difference between ‘the liter
ary’ and ‘the real’. What is important about any such description is 
its particularity, which may (as here) consist in the very accumu
lation of familiar detail. The style of the passage is marked by 
antithesis, chiasmus, parallelism and significant word-order; the 
‘stilted symmetries’ (Griffiths (1979) 37 n. 69) foreshadow the later 
bucolic mannerism of, say, Longus more closely than anything else 
in T., and have been very differently interpreted. For some critics, 
this is the beautiful essence of bucolic poetry, perhaps now available 
to Simichidas because of his encounter with Lykidas (cf. Pearce 
(1988)); for others, the description is the absurd romanticism of a 
city-dweller as he ‘settles down comfortably to enjoy a good bottle’ 
(Giangrande (1980) 140-1).
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The overt artifice of the passage matches the artifice of the locus 
which Phrasidamos and his family have created; both pleasures are 
man-made, and as the farm recalls a legendary locus, so the descrip
tion is created from the literary heritage. This passage thus estab
lishes the dialectic of art and nature which was to dominate all sub
sequent ‘pastoral’ literature, which claims to describe ‘the natural’, 
but does so in overtly artificial ways, cf. Hunter (1983b) 45-6, Zeitlin 
(1994). So too, the apparent disjunction between the unusual specif
icity of topographical reference throughout Idyll 7 and the overtly 
generic locus amoenus dramatises the ironic fracture at the heart of 
the ‘literature of nature’. ‘Bucolic’ is the imposition of (urban) art 
upon (rural) nature, a process from which ‘nature’ cannot emerge 
unchanged. Many of the details of the description are found else
where as images for poetic creation (cf., e.g., Lawall (1967) 102-6, P. 
Kyriakou, Homme hapax legomena in the Argonautica of Apollonius Rhodius 
(Stuttgart 1995) 216-31), and this reinforces our sense that we are 
learning about the nature of ‘bucolic song’. If we find the ‘symme
tries’ amusingly appropriate to what we have learned of Simichidas, 
this too is only right: the ‘bucolic’ vision is inherently ironic because 
the task it sets itself is impossible. If, however, we sense a change in 
the narrator, it lies perhaps in his appreciation of that irony: the 
mannerisms of the description and the appeal to ‘bucolic’ myth 
(149-53) reveal a narrator now able to revel in the contradictions of 
bucolic; Lykidas has, then, achieved something. The paradigmatic 
(or ‘mythic’) quality of this passage was recognised by Virgil when 
he reworked it for Meliboeus’ bitterly programmatic description of 
the pleasures which Tityrus has secured and he has lost, fortunate 
senex, hic inter flumina nota etc. (Eel. 1.51-8).

135 αμμιν: cf. 2n. κατά κρατός ‘over our heads’; the unusual 
phrase is influenced by, and perhaps glosses, κατά κρήθεν in 
Homer’s description of Tantalos (Od. 11.588 with Σ ad loc.), cf. 145- 
6n.

136 Cf. 8, and on the meaning of the repetition above i35-47n.
137 κατειβόμενον κελάρυζε: cf. II. 21.261, the simile of a gar

dener irrigating his orchard. Here too, it is suggested, the pleasantly 
alliterative spring (i.7~8n.) is the result of human effort in organising 
nature; so too, the Homeric phrase marks T .’s ‘source’, but also 
reads Homer as himself ‘bucolic’.



138 αίθαλίωνες ‘soot-coloured’, and therefore invisible in the 
‘shady boughs’; the epithet makes clear the debt of the description to 
imagination and the literary heritage.

139-41 λαλαγευντες: cf. Aristophon fr. 10.6-7 K-A μεσημβρίας 
λαλεΐν I τέττιξ. The verb λαλεϊν is used of crickets at 5.34 and 
λαλαγείν of birds at 5.48.

139 εχον πόνον: the transference of this epic phrase to the aes
thetic πόνος of song (51η.) is wittily paradoxical, as cicadas seem to 
have been notoriously lazy, cf. Petropoulos (1994) 47-68. ‘Hard 
work’ perhaps also hints at the mechanism of that song: male cicadas 
‘sing’ by vibrating a membrane in the thorax (Arist. HA 4 535b 
6-9). The vox propria for the sound of the cicada is τερετίζειν with 
which the noun τέττιξ is associated (cf. Et. Mag. 755.4-5 Gaisford, 
Davies-Kathirithamby 113-14); in view of όλολυγών and τρύγων 
which are named ‘from their sound’ (1139a), we should hear the 
sound of the τέττιγες also as they are named. όλολυγών: cf. 
Aratus, Phaen. 948 (a sign of coming rain) τρύζει ορθρινόν Ιρημαίη 
όλολυγών; an echo of Aratus would suit the overtly literary char
acter of this passage. Wherever an όλολυγών (‘something which 
όλολύζει’) appears in literature it poses problems of identification 
(bird or frog?), but here it is very likely the nightingale, which 
‘usually sings unseen in thickets’ (Dunbar on Ar. Birds 202-4), c ·̂ 
White (1979) 9-16, Hunter (1983a) 197-8; πυκιναΤσι . . .  άκάνθαις 
varies πετάλοις . . .  πυκινοΐσιν of the nightingale’s habitat at Od. 
19.520, and cf. EB 9, Cat. 65.13. In a striking effect, the όλολυγών is 
given the verb appropriate to the τρυγών (τρυζειν), whereas the 
τρυγών has the verb (στενειν) appropriate to the nightingale, the 
bird of mourning (ά στονόεσσα, Soph. EL 147).

140 τρύζεσκεν: like the sound of the nightingale, the verb 
emerges from the centre of thorn-thickets. Note the chiastic order 
τρύζεσκεν άκάνθαις . . .  άκανθίδες . . .  τρυγών.

14* άκανθίδες: a small bird, variously identified as a finch or a 
linnet (J. Pollard, Birds in Greek life and myth (London 1977) 52-3); 
Arist. HA 8 616b 32 describes its voice as λιγυρά. The etymology 
from άκανθαι is commonly attested and alluded to at Virg. Georg. 
3.338 litoraque alcyonen resonant, acalanthida dumi. τρυγών ‘turtle
dove’, whose ‘monotonous croon’ (Arnott (1996) 253) was notoriously 
persistent, cf. 15.88; the verb was picked up by Virgil {Eel. 1.58 gemere 
. . .  turtur) and cf. Thompson, Birds s.v. τρυγών.
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142 ξουθαί: frequently used of bees and nightingales (Epigr. 4.11), 
this word seems in different contexts to be used of both sound and 
colour; here the former seems likely, ‘humming’. Cf. Dale and 
Kannicht on Eur. Hel. u n ,  G. Reiter, Die gr. Bezeichnungen der Farben 
Weiss, Grau und Braun (Innsbruck 1962) 104-14. This high-style and 
common poeticism contributes to the overt poeticisation of na
ture. περί πίδακας άμφί: this unparalleled use of the double 
preposition both evokes the apparently random darting of the bees 
around the spring, and again calls attention to its own artifice. Homer 
and later poets use both άμφί περί and περί τ ’ άμφί τε (cf. Hunter 
on Arg. 3.633);.of particular relevance may be II. 2.305-7 (the Greeks 
in a locus amoenus at Auiis), ημείς δ’ άμφί περί κρήνην ιερούς κατά 
βωμούς κτλ., in a passage containing Homer’s only example of 
άμφιποτάσθαι (2.315). In some passages (as here) one or other of the 
prepositions can be explained as in tmesis or ‘anastrophic’ tmesis 
with the verb, but this does not illuminate the poetic effect.

143 A further carefully, and overtly, wrought verse. The order 
‘grain -  fruits’ is reversed in the subsequent verses, ‘fruits (144-6) -  
grain (155-7)’· θέρεος ‘the [time of the] grain-harvest’, cf. 
25.28, LSJ s.v. i i , Eel. 5.70 ante focum, si frigus ent; si messis, in 
umbra. οπώρας ‘the [time of the] fruit-crop’, which need not be 
different from the time of the grain-harvest (cf Reed (1997) 138), but 
the conjunction suggests the work of the divine in this ‘mythic’ spot. 
Personified Opora is frequently associated with Dionysos and the 
vintage (cf Arnott (1996) 497); for the importance of Dionysos in this 
passage cf 154η.

144 Cf. Eel. 7.54. Like the characters themselves, the line is 
framed by fruit; the chiastic structure works against and highlights 
the unordered bounty of nature. Whether, despite 136, we are to 
visualise fruit which rolls around after dropping off trees or fruit 
which rolls off the heaps gathered together for the festival (Furusawa 
(1980) 143-4) *s not perhaps to be asked. Pear-trees and apple-trees 
are topically abundant (cf Od. 7.115 (Alcinous’ orchard), Call. h. 
6.27-8 (Demeter’s grove), Lembach (1970) 137-9); of particular 
importance (cf. 135, i45-6nn.) is Od. 11.589 (Tantalos) δγχναι καί 
ροιαί καί μηλέαι άγλαόκαρποι κτλ.

145-6 εκέχυντο ‘bent [to the ground]’, a variation on the idea 
that trees ‘pour’ their fruit, c f Od. 11.588 (Tantalos) δενδρεα δ’ ύψι- 
πέτηλα κατά κρήθεν χέε καρπόν, Arg. 1.1142-3 (another scene of



‘miraculous’ nature) δένδρεα μέν καριτσν χέον άσπετον, άμφ! δέ 
ποσσίν | αυτόματη φύε γαϊα τερείυης άνθεα ττοίης. The god against 
whom Tantalos committed his greatest offence is Demeter, who 
tasted Pelops’ shoulder when Tantalos served his son to the gods (for 
the sources cf. Gantz (1993) n 531-6); Simichidas and friends are 
allowed to enjoy the pleasures of the locus because they have come to 
pay respects to Demeter, Philip Hardie points out that we, like 
Tantalos, will never enjoy the reality of the pleasures depicted in 
the bucolic text. βραβίλοισι ‘[wild] plums’, cf. Lembach (1970) 
139-40.

147 ‘the four-year seal was removed from the necks of the wine 
jars’. τετράενον ‘four years old’; the transmitted τετράενες may 
have arisen from assimilation to τετραετές, and forms in -ενός are 
standard elsewhere, cf. Pfeiffer on Gall. fr. 33. The grammatical tra
dition explains ενός as an Attic form of έτος. The parallel at 14.16 
makes ‘four years’ more likely than the seven offered by Σ; for an 
ancient connoisseur, this is not very old, but a special vintage is 
clearly being served. Coan wine enjoyed an excellent reputation (cf. 
Strabo 14.1.15, 14.2.19 etc.), and viticulture was at the heart of the 
island’s economy (Sherwin-White (1978) 236-41). αλειφαρ: an 
adhesive used to seal the stopper in the jar; perhaps pitch (cf. Hor. 
C. 3.8.10).

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

14 9 _ 5 °  When entertaining Herakles in his Arcadian home, the 
centaur Pholos served a marvellous wine which had been entrusted 
to him by Dionysos himself; its aroma attracted the other centaurs 
and a crazed battle, during which (in some versions) Pholos was 
killed, ensued. According to Apollodorus 2.5.4, the centaurs sought 
refuge with Chiron at Malea and Herakles accidentally inflicted a 
mortal wound upon Chiron; Diodorus’ account, however, may be 
read as implying that Chiron was present with. Pholos (4.12.8), and 
this is the natural interpretation of T .’s verses also. Stesichorus of 
Himera included the entertainment of Herakles in his Geryonais 
(PMG i 8 i ) ,  which was also the subject of two Sicilian comedies, the 
‘Herakles chez Pholos’ of Epicharmus (fr. 78 Kaibel) and the ‘Chiron’ 
of uncertain authorship (Epich. fr. 290 Kaibel), and very likely also 
the Δράματα ή Κένταυρος of Aristophanes. αρά γέ παι ‘Was it 
in any way . . .? ’, cf. Denniston 50.

151 τήνον τον ποιμένα ‘that famous shepherd’. Άνάπωι: cf.
i. 68n. That the Cyclops is now placed at Syracuse rather than Etna 
may suggest an evocation of Philoxenus rather than Homer (cf. Idyll
i i , Intro.), but such mythic ‘looseness’ is ubiquitous in ancient 
poetry.

152 κρατερόν: used of Polyphemos at Od. 9.407, 446. ος 
ώρεσι ναας εβαλλε ‘who used to throw mountains at ships’, an 
amusing exaggeration of Od. 9.481-3 (one ship only); the point of 
the exaggeration is that marvellous wine could turn even this mon
ster into a dancing symposiast.

153 νέκταρ: the wine which confounded the Cyclops in Od. 9
(τόδ’ άμβροσίης καί νέκταρος . . .  άπορρώξ 359» *96-205) had
been given to Odysseus by Maron, a priest of Apollo, νέκταρ is a 
common high-style term for wine (Arnott (1996) 351). χορεΰσαι: 
dancing, whether orderly or drunken, was a familiar feature of sym-



posia. Philoxenus’ ckharoedic Cyclops very likely included a dance 
(cf. Ar. Plut. 290-5), and the Cyclops’ song at Eur. Cycl. 503-10 may 
well have been accompanied by dance. A dancing Cyclops seems 
also to have entered the pantomime tradition, cf. Hor. Sat. 1.5.63, 
Epist. 2.2.125.

154 τόκα brings us back to the opening ής χρόνος άνίκα. 
διεκρανάσατε ‘caused to spring up [like a fountain]’, cf. A. 
Barigazzi, SIFC 41 (1969) 9. The appearance of the marvellous wine 
is a Dionysiae ‘miracle1 to match Chalkon’s creation (6 άνυε κράναν) 
of the water-spring of Bourina (135-470.), cf. Eur. Ba. 707 κρήνην 
εξανήκ’ οίνου θεάς, Nisbet-Hubbard on Hor. C. 2.19.10. The ‘Cas- 
talian Nymphs’ (148η.) are thus cast as the ‘source’ of bucolic inspi
ration (cf. Eel. 7.21-2 nymphae noster amor Libethrides, aut mihi carmen, i 
quale meo Codro, concedite etc.). In Idyll 7, therefore, no less than in 
Idyll i, the production of ‘bucolic’ is closely linked to Dionysos. Nei
ther διακρανάω nor διακρανόω occurs elsewhere, and various 
glosses in Σ show that the verb was already a puzzle in antiquity: 
Zi54b άποκαλυφθήναι έποΐήσατε comes very close to the required 
meaning. ‘Mixed with water from your spring’ is the standard 
modern interpretation.

155 άλωίδος ‘of the threshing-floor’; the variant άλωάδος is not 
impossible, and there seems to have been ancient variation in the 
breathing (cf. άλωή, but άλως). For the ritual association of Deme
ter and the ‘heaps’ on the threshing-floor cf. Adaios, Anth. Pal. 6.258 
(= GP 5-10), Orph. Hymn 40.5. The Attic Haloa seems to have been a 
festival of Demeter and Dionysos (cf. H. W. Parke, Festivals of the 
Athenians (London 1977) 98-100), and it is these two gods who are 
combined in the celebration with which the poem ends; for their 
close association cf. Eel. 5.79, Call. k. 6.70-1 with Hopkinson’s note, 
and for Dionysos’ important cult on Cos Sherwin-White (1978) 314— 
17, Burkert (1993) 270-5.

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

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

V Idyll 10

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

Although reapers are a standard part of the country-scene, and 
7.29 seems to include them in standard settings for ‘rustic music
making’, Idyll 10 is clearly distinguished from the ‘bucolics’, in both 
theme and style. Love is always a distraction, but for herdsmen the 
distraction is largely mental, as they have little else to do as they 
watch their flocks. Love, however, threatens the very livelihood of 
the reaper, by keeping him from earning his living. The agricultural 
theme of the poem thus replays the central message of Hesiod’s 
Works and days·, given the conditions which the gods have imposed,
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the only sensible policy is one of unremitting work ( WD 299, 308-16, 
397-400 etc.), involving the avoidance of idleness and, in particular, 
the dangers posed by women (WD 66, 373-5, 695-705). Idyll 10 thus 
thematises an opposition between two views of the countryside: a 
place of romantic fantasising, as we have seen it in, say, Idylls 3 and 
n , and a place of back-breaking labour. Both views are highly styl
ised, and neither is ‘realistic’: Milon’s homely wisdom is as partial 
and second-hand as the trite images of Boukaios’ love-song. As Idyll 
7 explored the ironies involved in writing ‘bucolic song’, so Idyll 10 
suggests that the ‘Hesiodic’ view is just as limiting; poetry, in fact, 
can only approach the ‘countryside’ through traditional schemes 
which inevitably distort. Moreover, the contrast between the two 
songs, both represented in (recited) hexameters, displays the distance 
between such songs and the real exemplars of which they are literary 
copies; at the heart of the poem lies an acknowledgement of the 
fiction of such poetry, whose strength derives in fact from the very 
improbability of the mimetic task it has set itself.

If Boukaios’ position recalls that of other Theocritean lovers (in.), 
it is natural to ask whether Idyll 10 was written against a background 
of pre-existing ‘bucolic’ poetry; if so, Milon’s mockery would, in 
part, be the knowing self-irony of the poet. So too, there are marked 
stylistic differences from ‘the bucolics’: very few Homerisms, no 
unaugmented past tenses (Di Benedetto (1956) 53-4), and signific
antly more breaches of the Callimachean ‘rules’ than in the bucol
ics (Fantuzzi (1995a) 237). T. may have felt that such a rhythmical 
practice was appropriate to the Hesiodic setting of men at work, but 
given the particular nature of Boukaios’ complaint and the institu
tion of song-exchange, it is at least tempting to see a deliberate guy
ing of the fiction and conventions which T. himself has established 
in other poems, cf. further 41η., 58η. All of T .’s poems, however, 
have generic concerns, and there is little basis here upon which to 
construct a firm relative chronology.

Poems in which one character ascertains that another is in love 
and then either sympathises or teases the lover are familiar in Hel
lenistic and Roman poetry, cf. Gail. Epigr. 30, 43, Asclepiades, Anth. 
Pal. 12.135 (= HE 894-7), Hor. C. 1.27, Prop. 1.9, Cairns (1972) 
Index s.v. ‘symptoms of love’. T. himself offers another version at 
14.1-9 (cf. Hunter (1996a) in-13). Cairns (1970) argues that the wit

COMMENTARY: 10.1-2 201

of Idyll 10 consists, as in Idyll 3, in the transference to a rural setting 
of an essentially urban, indeed symposiastic, form. This, however, is 
to take too narrow a view; instances such as the opening of 
Menander’s Heros in which the scene-type is played out between two 
slaves show that it has no inevitable link with a particular setting. 
There is no reason to think that the poem exploits ‘[not] the real 
rusticity of rustics but . . .  the literary rusticity of rustics behaving 
like townsmen’. The ‘rusticity’ is, of course, not ‘real’, but its un
reality derives from competing literary images of the countryside, 
not from a transference from an ‘urban’ form.

Title. Έργατίυαι ή Θεριαταί.

Modern discussions. Cairns (1970); Hopkinson (1988) 166-72; Hutch
inson (1988) 173-8; Ott (1969) 57-66; Reinhardt (1988) 43-9; Strano 
(1976); Whitehorne (1974).

i Unlike Idylls 1-8, the opening verse lacks bucolic diaeresis, 
εργατίνα : for Milon’s Hesiodic stress upon ‘work’ cf. Intro, above. 
O f itself, the word implies nothing about Boukaios’ social status; it is 
a reasonable inference from 45 that he is a free man who has hired 
out his labour. Β ουκαΐε: Boukaios is not found as a name else
where, but Nicander (Ther. 5) uses βουκαΐος as a noun, ‘oxherd’, and 
Βουκολίων, Βουκόλος and Βούτας are all real names. The name 
may have particular point: Boukaios plays the ‘Daphnis rôle’ -  the 
bucolic hero suffering from love -  here mocked by ‘Milon’, whose 
famous namesake (7η.), like all athletes, would take a more Priapic 
view of sexual desire. τ ί  νυν . . .  π επ ό νθ εις;: cf. i.8in.; for the 
verbal form cf. n .m . ώ ιζυρ έ: cf. 7.118-190. Here the tone is of 
friendly teasing, but elsewhere it may convey contempt (Ar. Birds 
1641) or exasperation (Ar. Clouds 655, Lys. 948).

2 Love puts the lover off his or her usual activities and induces 
‘idleness’, as, for example, the Cyclops (Idyll 11) and Dido (Aen. 
4.86-9) discovered. Hesiod recommends a well-fed ploughman who 
can drive a straight furrow and keep his mind on the job (WD 441- 
5); as a reaper, Boukaios fails on all three counts (57η.). ούτε τον 
ογμον: ούθ’ έόν δ. is the best attested reading, but εός with the sense 
‘your’ is a feature of high Hellenistic poetry which would here lack 
point (cf. 17.50, Arg. 3.140, Rengakos (1993) 117). That the reference



is to Boukaios’ swathe requires no specifying, cf. 6 τάς αύλακος. 
δύναι: a descendant of *δύνα[σ]αι, cf. Soph. Phil. 849 (iyric), K-B π 
68, W. G. Rutherford, The New Phrynichus (London 1881) 463-6. 
Some grammarians regarded such forms as Doric (Σ II, 14.199).

3 ‘nor do you cut the crop at the same pace as your neighbour,
but you fail behind . . . ’ τώ ι πλατίον: lit. ‘the one near by’; 
πλατίον (Dor. for πλησίον) is the adverb, cf. 5.28, PI. Tht. 6
μέν πλησίον και ό γείτων.

4 όις ποίμνας: sc. απολείπεται. κάκτος: not modern ‘cactus’, 
but an unidentified plant with edibie stems and a ‘broad, spiny leaf’ 
(Thphr. H P6.4.10), cf. Ath. 2 7od~7ic, Lembach (1970) 79-80. Theo
phrastus reports that it only grows in Sicily (cf. Epicharmus frr. 159- 
61 Kaibel), but this would be a very uncertain base upon which to 
seek a setting for Idyll 10. A fawn is pierced by a ‘sharp κάκτος’ 
in Philitas fr. 16 Powell, but there is no obvious link, between the 
passages. At one level, Milon speaks more truly than he knows, for 
Boukaios has been pierced by the thorns of love (cf. 13.64-71^.).

5 και ‘and even’, cf. Denniston 291. For the tripartite division of 
the day assumed here cf. 13.10-130.

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

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

8 -9  These lines evoke proverbial expressions of dangerous fan
tasy, cf. Hes. fr. 61 M -W  νήπιος ος τα έτοιμα λιπών ανέτοιμα διώ
κει, Pind. Pyth. 3 -ig~ 23  (Koronis) αλλά τοι | ήρατο των άπεόντων 
οΤα καί πολλοί πάθον. | εστι δέ φΰλον έν άνθρώποισι μαται- 
ότατον, I όστις αισχύνων επιχώρια παπταίνει τα πόρσω, | μετα- 
μώνια θηρεύων άκράντοις έλπίσιν, Thucyd. 6.13.1 (Nikias warns the
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Athenians) δυσέρωτας . . .  των απάντων. Again there is a Hesiodic 
pattern informing the poem: WD 366-7 έσθλόν μέν παρεόντος έλέσ- 
θαι, πήμα δέ θυμώι | χρηίζειν άπεόντος. των άπεόντων: Bou
kaios probably intends this as a generalising masculine, i.e. covering 
female ‘objects of desire’ as well, but Milon takes it (or pretends to 
take it) as neuter (των έκτοθεν); Boukaios thus has to be more 
explicit about the nature of his trouble in 10. For Milon, a man who 
has to work to feed himself should be interested only in that work, 
cf. 13. Love, in particular, may be the preserve of those who do not 
have to work, cf. Theophrastus fr. 558 Fortenbaugh, eras is a πάθος 
ψυχής σχολαζούσης.

11 χαλεπόν χορίω κύνα γεΰσαι ‘it’s a bad thing to give a dog a 
taste of guts’. The proverbial expression takes the standard prover
bial rhythm, the paroemiac (a catalectic anapaestic dimeter), cf. 
15.62, 95, 26.38. The point of the proverb is, presumably, that once 
a dog has eaten something as attractive as guts, it will go on eating 
or trying to find them, and neglect all other duties, perhaps even 
killing to find the taste again, cf. Hor. Sat. 2,5.83, G. Williams, CR 9 
(1959) 97-100. Some grammarians explained χορίον as ‘afterbirth’.

12 σχεδόν ένδεκαταΐος ‘for nearly ten days now’, cf. 14η.
13 ‘You clearly draw your wine from the cask; I have only drink 

gone sour, and not enough of that,’ For όξος of sour wine cf. Et. 
Mag. 626.51 Gaisford, Hunter (1983a) 150-1. Another proverb ironi
cally (note δήλον) contrasts Boukaios’ ‘wealth’, which affords him 
time for love, with Milon’s more mundane concerns, cf. Eur. fr. 895 
Nauck εν πλησμονήι τοι Κύπρις, εν πεινώντι δ’ ου, Men. Heros 16- 
17 (to a slave in love) πλέον δυοϊν σοι χοινίκων 6 δεσπότης | παρ
έχει. πονηρόν, Δα’· ύπερδειπνεΐς ίσως.

14 ‘For this reason ail the ground in front of my door has not 
been hoed since the sowing.’ If Boukaios is referring to the crop 
currently being harvested, the verse is hard to reconcile with his 
assertion that he has been in love ‘for nearly ten days’. Most prob
ably, therefore, he is referring to his own plot near his home, which 
might have been sown with, say, pulses or vegetables not long before 
the main grain harvest in May-June, but which has since been 
neglected as he languishes in love, cf. n .73-4, Ed. 2.70-2, White- 
horne (1974) 35-8. Other proposals have been made. Some take the 
expression as purely proverbial -  Boukaios is in a bad way -  but



there is no other evidence for such a proverb, and this explanation 
does not account for the strongly inferential τοίγαρ. Serrao (1971) 
93-108 saw the apparent inconsistency arising from a learned use of 
ένδεκαταΐος to mean not ‘on the tenth day’, but ‘on a critical day’, 
i.e. 12 will mean T am in love, and it’s now at crisis point’. Homer 
may use the ‘eleventh or twelfth day’ to denote a critical time, 
regardless of strict chronology (cf., e.g., 11. 21.156), but the alleged 
doctrina is not convincing. H. White, Corolla Londiniensis 1 (1981) 129- 
35 understands 12 as T am in love [with a fever] which recurs 
roughly every eleven days’, but the Greek can hardly bear that 
sense; contrast 30.2.

15 For the division of the verse between speakers cf. 4.45η. 
λυμαίνεται ‘ravages’: love’s effects are not gentle, cf. Ar. Frogs 59 
ίμερός με διαλυμαίνεται. ά Πολυβώτα: ‘Polybotas’ girl’ might 
be his daughter or his slave; if we are to infer that ‘Mr Many Cattle’ 
is rich, then the latter is perhaps more likely, cf. 26-70. ‘Polybotas’ 
occurs elsewhere only as the name of a giant in Coan myth (Apollod. 
1.6.2, Strabo 10.5.16), but this too is a fragile basis for inferences 
about the poem’s setting.

16 Cf. 6.4m. Hippokion is not otherwise attested, though Hipp- 
names are very common; it may be intended to sound like a hypo
coristic for, say, Hippokles. The reaping tune par excellence was the 
‘Lityerses’ (cf. Suda λ 626, 41η.), and it is tempting to think that this 
is what the girl was playing: Boukaios, however, was fixated on the 
player, not the tune.

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

18 ‘A praying mantis [cf. Davies-Kathirithamby 176-80] will 
embrace you all night.’ The girl in question is in Milon’s judgement 
thin and ugly (24-8); whether the Greeks knew of the tendency of 
the female praying mantis to devour the male during mating is 
unclear. Strano (1976) 457-8 understands the verse quite differently. 
Noting that people around Etna regard the praying mantis as a
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bringer of good luck, he suggests that Milon is simply congratulating 
Boukaios on his good fortune: to have such an insect in your bed 
would be really fortunate. χρο'ίξεϊται ‘embrace’, lit. ‘place her 
skin (χρως) on yours’, cf. Call. fr. 21.4 (= 23.4 Massimilla) χροισσα- 
μενη; a related verb χρωτίζεσθαι is used at Frag. Gren. 36.

19-20 ‘Wealth is not alone (αυτός) in being blind, but heedless 
Eros is also blind.’ The reference to Wealth, proverbially blind as 
early as Hipponax fr. 36 West (εστι γάρ λίην τυφλός, cf. Higgle on 
Eur. Phaethon 166), itself has point for these relatively poor labourers; 
both gods have been truly ‘blind’ for Boukaios. He acknowledges the 
girl’s imperfections by appealing to the proverbial truth that the 
lover is ‘blind’ as far the beloved is concerned, cf PI. Laws 5 731e 5- 
6 τυφλουται yap περί τό φιλούμενον ό φιλών, Hor. Sat. 1.3.38-9 
etc. As often, a characteristic of the lover is transferred to Love him
self (cf 6.i8-ign.): ‘blind Love’ is a very rare image throughout 
antiquity, c f Orph.fr. 82 Kern, Anth. Lat. 812.6 Riese (where, how
ever, caecus may be ‘blinding’ or ‘invisible’, c f Arg. 3.275, Prop. 
2.12.π  etc.), V. Buchheit, C&M  25 (1964) 129-37. The form of the 
expression may have been influenced by a saying attributed to 
Demetrius of Phaleron (fr. 121 Wehrli), ού μόνον τόν ττλοΰτον Ιφη 
τυφλόν, αλλά καί την οδηγούσαν αυτόν τύχην. μή δή μέγα 
μυθεΰ: the implicit warning in the previous words is now made 
explicit. ‘Big talk’ can incur divine anger and suitable punishment, 
c f Eur. H F 1244, PI. Phaedo 95b5~6 etc. For the imsor amoris caught 
by love cf Prop. 1.9 (with Fedeli’s commentary).

21 μόνον ‘just’.
22 τ ι κόρας φιλικόν μέλος άμβάλευ ‘strike up a love song for 

your girl [objective genitive]’. Milon’s friendly advice reverberates 
with T .’s favourite theme of the power of song to assist in the pain 
of love. άμβάλευΐ cf. 4.31 άγκρούομαι. άμβάλευ (< άνάβαλευ) 
is in pointed opposition with κατάβαλλε.

24-37 Boukaios’ song fails into seven couplets, imitative of the 
small verse-groupings of popular song; the ‘real life’ equivalents of 
such a song would presumably have been in lyric lengths, c f 39η., 
Pretagostini (1992) 82-3, Hunter (1996a) 125-7.

24-5 >  Eel. 10.72. A formal prayer to the Muses, rather too ambi
tious for the context, precedes the song proper, which is demarcated 
in ring composition by the opening and closing addresses to Bombyka
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(ci. 3.6-23). Μοΐσαι Πιερίδες ‘Muses of Pieria’ (cf. 11.3η.), a near 
echo of the opening of Hes. WD Μοΰσαι Πιερίηθεν, suggests the 
mental distraction which has turned Boukaios from hard work to 
what Hesiod warns against most vehemently, the attractions of the 
female. συναείσατε ‘join me in singing’; for such a hymnal invo
cation to the Muses cf. IG iv (ed. min.) 1.131.3 καί μοι συναείσατε | 
τάν Ματέρα των θεών, Posidippus, SH 705.5, Ρ1· Phdr. 237a 7~ίθ 
άγετε δή, ώ ΜοΟσαι . . .  “ξύμ μοι λάβεσθε” του μύθου, δν με αναγ
κάζει ο βέλτιστο* οΰτοσ'ι λέγειν. Without the ‘present help’ of the 
Muses, no song can be lovely or successful (cf. Bion fr. 9.3-4). 
ραδινόν: an epithet of Aphrodite (cf. 17.37, Hes. Tkeog. 195, Sappho 
fr. 102.2 Voigt etc.) throws the best possible light on the girl’s thin
ness. For the euphemism cf. Lucr. 4.1166-7 ischnon eromenion tum fit, 
cum uiuere non quit \ prae macie; rhadine uerost iam mortua tussi (with Brown 
(I9^7) 290-1), Ovid, AA 2.660 sit gracilis, made quae male uiua sua est, 
below 26~7n. άψησθε: the Muses’ help will be ‘tangible’. The 
hands of gods traditionally bestow beauty (cf. Hdt. 6.61.5) or other 
blessings (cf. 17.36-7), but the present case is particularly close to 
Callimachus’ request to the Graces to wipe the unguent from their 
hands on to his elegies (fr. 7.13-14 =  fr. 9.13-14 Massimilla). Here it 
is not merely the ‘Bombyka’ song which needs to be made beautiful, 
but Bombyka herself.

26-7  The lover’s propensity to euphemism is celebrated in a 
famous passage of Plato’s Republic: ‘Isn’t this how you and others like 
you behave towards good-looking young men? Don’t you compli
ment a snub nose by calling it “pert” (εττίχαρις), describe a hooked 
nose as “regal” , and call one which falls between these two extremes 
“perfectly proportioned”? Don’t you call swarthy young men “virile” 
(ανδρικού*) and pallid ones “children of the gods”? And who do you 
think invented the term “honey-coloured” (μελίχλωρος)? It could 
only have been some lover glossing over and making light of a sallow 
complexion (την ωχρότητα), because its possessor was in the allur
ing period of adolescence’ (5 47467-65, trans. Waterfield). For fur
ther examples cf. Lucr. 4.1153-70, Hor. Sat. 1.3.38-54, Ovid, AA 
2.657-62, Brown (1987) 128-31, 280-94. Βομβύκα χαρίεσσα: cf. 
the opening of the ‘Amaryllis song’ 3.6, 13.7η. The girl is named for 
her art: βόμβυξ is variously the aulos itself, a part of an aulos, or one 
of the sounds it produces, cf. Michaelides (1978) 52-3. In view of
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what follows it is to be noted that Βαμβύκη was a major Syrian city, 
cf. R. Verdière, RSC 13 (1965) 174-7. Σύραν: to Greeks Syrians 
were dark-skinned, whereas white was the privileged colour for 
women. The nickname may have been just that, or (perhaps more 
likely) we are to understand Bombyke really was Syrian. If  so -  we 
are perhaps even to understand that most people ‘called’ Bombyke 
Σύρα, which is a very common slave name -  the fatuousness of 
Boukaios’ compliment is starkly revealed. ισχνόν: cf. Lucr. 
4.1166 (cited in 24-5^), where, however, this word itself is euphe
mistic; here it is pejorative. άλιόκαυστον: cf. Song of Songs
I. 5-6 μέλαινά είμι καί καλή . . .  μή βλέψητέ με, ότι εγώ  είμι με- 
μελανωμένη, | ότι παρέβλεψέν με ό ήλιο* κτλ. εγώ δε μόνος 
breaches ‘Hermann’s bridge’ whereby word-end is avoided after the 
first short of the fourth biceps, cf. 8,io (with Gow’s note), 14.64, 70, 
15.25, 18.15 (the most marked infringement), 24.102; on such features 
in general cf. Intro. Section 4. μελίχλωρον ‘honey-coloured’, in 
Plato a euphemism for ‘pale’ or ‘sallow’, but here used instead of 
‘dark’, cf. Lucr. 4.1160 nigra melichrus est; honey itself comes in many 
shades. In Egypt μελίχρω* was a standard term to denote ordinary 
Egyptian skin colour, i.e. neither μελάγχρω* nor λευκόχρω*, cf. 
Hasebroek (1921) 30, Cameron (1995) 234.

28 -9  >  Eel. 2.18, 10.38-9. Bombyka’s dark complexion is miti
gated by the example of dark but beautiful flowers, cf. Asclepiades, 
Anth. Pal. 5.210.3-4 (= HE 830-ΐ) εί δέ μέλαινα, τί τούτο; καί 
άνθρακες- άλλ’ ότε κείνου* | Θάλψωμεν λάμπουσ’ ώ* ρόδεαι κάλυκες. 
No connection between the two passages is necessary (pace E. Court
ney, LCM 15 (1990) 117-18, Cameron (1995) 235-6), but any borrow
ing is more likely to be from Asclepiades to T. than vice versa, 
because of Boukaios’ obvious aping of high poetry. καί . . .  καί 
‘both . . .  and’. ά γραπτό ύάκινόος: cf. 18.2 (‘hyacinth’ garlands),
II. 25-70. The flower is ‘inscribed’ with markings which were inter
preted as AI, i.e. Αϊα* or αίαΐ, depending on the myth being fol
lowed, cf. Euphorion fr. 40 Powell, EB 6-7; the letters were most 
commonly thought to commemorate the death either of Ajax or 
the eponymous Hyakinthos, an eromenos of Apollo. With this touch, 
Boukaios hopes to raise the level of his poem by borrowing from the 
tragic pathos of myth. άλλ’ εμπας κτλ. ‘But nevertheless they 
are chosen first (τα πράτα adverbial) among garlands.’ The exact



sense is uncertain; others understand ‘are collected [as] the firs 
[things] among garlands’ or ‘are reckoned [cf. LSJ s.v. λέγω π i] ir 
the first place among garlands’. Eel. 2.18, uaccinia nigra leguntur, offer: 
a brilliant aural echo of this verse, not necessarily an interpretatior 
of it. τοΐς στεφάνοις: for the rhythm cf. 3.i~2n.

30-1 > Eel 2.63-5. Climactic sequences such as this, which have 
clear links with priamel form, are a familiar feature of ‘pastoral1 
poetry, cf. 8.57-9, 79-80, PI. Pkdr. 241dl ώς λύκοι άρνας άγσττώ- 
σιν, cos τταΐδσ φιλοϋσιν έρασταί, Rosenmeyer (1969) 25 7—6*· The 
break in the sequence caused by ‘the crane [follows] the plough’ (cf. 
below) is presumably a further sign that Boukaios has over-stretched 
his poetic gifts. τάν κύτισον: named as goat food also at 5.128 
and Eupolis fr. 13.3 K-A; Aristotle includes it among plants which 
bring an increase in milk production (HA 3 522b27). It has regularly 
been identified with ‘tree-medick1, Medicago arborea, Polunin-Huxley 
(I9 Ö5) 9 ·̂ λύκος: lovers, particularly admirers of young boys, 
were proverbially likened to wolves, cf. PI. Pkdr. 241dl (cited 
above), G. Luck, CQ 9 (1959) 34-7, i3-62-3n. This idea resonates 
within the sequence, without ever being made explicit. ά γερ
ανός: the southerly migration of the crane was used as signal of the 
ploughing-season, cf. Hes. WD 448-50, Ar. Birds 710. The crane 
‘follows’ the plough, not -  as the preceding sequence may have sug
gested -  to eat it, but to eat the worms it turns up or perhaps the 
seed which is scattered (cf. Antipater of Sidon, Anth. Pal. 7.172). The 
shift in the sequence is mildly comic, and would be more so if we are 
to understand that, from the point of view of weather-signs, it 
should really be ‘the plough follows the crane’. επί τίν: cf. 
13.49η.

32 Croesus of Lydia was a king whose great wealth (Hdt. 1.30-3) 
passed into legend, cf. 8.53, Philemon fr. 159 K-A, Cat. 115.3, Otto
9 8 - 9 .

33 >  Eel. 7.35-6. ‘We would both be gold statues dedicated to 
Aphrodite.’ Boukaios imagines himself as a Hellenistic monarch 
erecting statues of himself and his wife, perhaps on their wedding 
day; the statues will, in his fantasy, ensure the kleos of their love, cf. 
12.17-21. Philadelphos himself erected many lavish statues of mem
bers of the royal house and of other favourites, including his female 
cup-bearer Kleino, who was represented holding a cup (as Bombyka
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will have her pipes), cf. Ath. 10 425e-f citing Polybius 14.11; some 
‘Ptolemaic’ reference has been suspected in these verses, perhaps 
rightly, cf. Whitehorne (1974) 39-40, Burton (1995) 131-2. The 
absurdity of the fantasy recalls Plato’s image of the ‘small, bald 
metalworker who’s come into some money. He’s just got himself out 
of debtors’ prison, he’s had a bath and is wearing brand-new clothes 
[cf. line 35] and a bridegroom’s outfit, and he’s about to marry his 
master’s daughter . . . ’ (Rep. 6 49505-8, trans. Waterfield).

34 Bombyka would be represented with her tools of trade and 
symbols of Boukaios’ love (cf. 3 .io -nn ., 11.10). The fussiness of 
ή . . .  ή recalls the literal-mindedness of the Cyclops, cf. 11.58-9^ 
αύλώς: perhaps, despite the definite article, rather grander than 
what she plays now, cf. 6.42-30. The ‘wealth of Croesus’ will be 
used to buy Bombyka a new instrument and Boukaios new shoes. 
For such a statue of a musician cf. CEG 2.509.

35 σχήμα ‘[new] clothes’; καινός also colours the preceding noun, 
by the figure known, presumably by coincidence, as the σχήμα από 
κοινού. The word σχήμα for ‘clothes’ is well attested only in later 
Greek, but Boukaios’ language can be as strained as his 
imagery. άμύκλας ‘shoes of Amyklai [in Laconia]’, a well 
known, and rather posh, type, cf. Ar. fr. 769 K-A, Hesychius 03838 
etc.; ‘on both feet’ is amusingly naive. Theocritean countrymen are 
often concerned with footwear, cf. 4.56, 7.26, and here the idea leads 
into Boukaios’ praise of Bombyka’s feet.

36-7  These lines are Boukaios’ version of the ‘catalogues’ of the 
beloved’s charms familiar from Hellenistic and Roman poetry, as 
well as the poetry of other cultures, cf. Dioscorides, Anth. Pal. 5.56 
(= HE 1463-8), Philodemus, Anth. Pal. 5.132 (= GP 3228-35), Ovid, 
Am. 1.5.19-22 (with McKeown’s notes), Song of Songs 5.10-16, 7.2- 
6. Such catalogues regularly move from head to foot or vice versa; 
Boukaios cuts the form to its bare essentials by mentioning only the 
two extremities; it is tempting to think that, unlike Dioscorides, Philo
demus and Ovid, T .’s readers are to understand that feet and head 
are the only part of the beloved’s body which Boukaios has seen. 
Βομβύκα χαρίεσσα: cf. 24-50. αστράγαλοι: why Bombyka’s 
feet are compared to ‘knucklebones’ has long been a puzzle. It may 
be a rather strained image marking the smooth ‘moulding’ of her 
feet, and from the side some preserved examples of astragaloi can



indeed vaguely resemble human feet. More probably, however, 
Boukaios incompetently applies to the feet an image which, if it has 
any meaning at all, should apply only to the ankles, which roughly 
correspond to the animal knuckle from which astragaloi were made. 
Ankles were a marked point of beauty: καλλίσφυρος, τανίσφυρος, 
τανύσφυρος and ευσφυρος are all terms of praise in high, archaic 
poetry, and T. himself calls Hebe ‘white-ankled’ (17.32). τευ: 
this genitive form is a regular variant of τευς in the MSS, and was 
associated by ancient grammarians with Laconia (cf. GG π 1.75, K-B 
i 583); the form in -ς is guaranteed at 2.126 and 11.55. ® φωνά δε
τρύχνος: τρύχνος or στρύχνος are various edible and inedible 
plants of the nightshade family (Lembach (1970) 68-71). ‘Your voice 
is a narcotic plant’ is a possible, if rather extreme, absurdity for 
Boukaios (cf. the Homeric ‘lily-like voice’ II. 3.152 etc.), but some 
plants of this family were also believed to possess aphrodisiac qual
ities (cf. Thphr. H Pq.q.i on μανδραγόρας), and this may be thought 
a more likely compliment. Σ however refer to the plant’s softness, 
and late grammarians cite a proverb άπαλώτερος τρύχνου together 
with a ‘parody’ in Aristophanes μουσικώτερος τρύχνου (fr. 964 
K-A); the word may therefore have had a meaning which we can no 
longer recover. The voice is a familiar feature of catalogues of 
beauty and ugliness, cf. 20.6, 26-7, but Boukaios may have trans
ferred to the voice an image more appropriate to the mouth, which 
is often compared to a flower, usually a rose (EA 11, Dioscorides, 
Anth. Pal. 5.56 (= HE 1463) etc.). τον . . .  τρόπον ‘your charac
ter’, cf. CEG π  590.4-5 τούς δέ τρόπους καί σωφροσύνην ήν εΐχομεν 
ήμεΤς \ ήμέτερος πόσις οΤδεν άριστ’ εΐπεΤν περί τούτων. For Bou
kaios it surpasses description, for us it is his powers of description 
which fail; if he has only ever worshipped Bombyka from afar, he in 
fact knows nothing of her character.

38-40  Milon’s ironic response, marked by ή, passes judgement on 
the poem we have just heard or read. Line 38 praises the text of the 
poem (ποών . . .  άοιδάς) and 39 its performance; such a disjunction 
is more ‘natural’ in a Hellenistic than a classical context.

38 Βουκος: presumably a familiar shortening of Βουκαϊος.
39 ‘How well he measured out the style of the harmony.’ Milon’s 

teasing use of the ‘technical’ language of music calls our attention to 
the gap between the written text and the song, represented in hexa-
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meters but to be imagined in a quite different mode, cf. 24-3711. 
έμέτρησεν does not therefore necessarily refer to dactylic form. 
Milon seems to mean that Boukaios’ choice of αρμονία was entirely 
appropriate to the words of the song, cf. PI. Rep. 3 39Bdg; Boukaios 
is thus mocked as μουσικός (23) in a semi-technical sense, cf. PI. Rep. 
3 398ei (Socrates to Glaucon) τίνες ουν θρηνώδεις άρμονίαι; λέγε 
μοι- συ γάρ μουσικός. Marco Fantuzzi suggests that, with this verse, 
T. also comments ironically on the relatively poor hexameter struc
ture (‘Gliederung’) of the song. It is a persistent theme of Greek musi
cal discussion that the various ‘modes’ had moral implications; for 
Milon, Boukaios’ ‘mode’, as well as the words of the song, will have 
been redolent of ‘softness and idleness’ (PI. Rep. 3 39806-7), and 
therefore quite inappropriate to ‘real men’ (56). ταν ιδέαν: cf. 
Ar. Frogs 384 έτέραν ύμνων Ιδέαν. τδς αρμονίας: the harmoniai 
were the different musical ‘modes’ (Dorian, Phrygian etc.), as deter
mined by different melodic scales, cf. PL Rep. 3 398di-9c6, Ath. 
14 624C~5a, R. P. Winnington-Ingram, Mode in ancient Greek music 
(Cambridge 1936), Michaelides (1978) 127-9, West (1992) 177-9.

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

41 Without explanation Milon now offers a song in return, thus 
creating the typical song-exchange. His song, however, is presented 
as a traditional work-song applicable to all reapers and ‘composed’ 
by none, and therefore devoid of the maudlin self-absorption of 
Boukaios’ offering. θδσαι δή: the illogicality of ‘look at this 
song’ is scarcely felt in colloquial language, cf. ϊ.149, 7 .5 0 -1 , but the 
verb suggests the ‘admiration’ associated with the contemplation of 
works of (visual) art, cf. Epigr. 17.1 θάσαι τόν ανδριάντα κτλ.; just 
how ‘artistic’ the song is may be debated. τώ θείω Αιτυέρσα: 
for Milon Lityerses is ‘divine’, as Komatas is for Lykidas (7.89) and 
Simonides for a poet seeking patronage (16.44). Lityerses, son of 
Midas, was a Phrygian culture-hero and inventor of agriculture after 
whom a reaping-song was named, cf. Apollodorus, FGrHist 244 F149. 
No other source ascribes traditional songs to him, but the idea is in 
keeping with the tendency to ascribe all institutions to single ‘inven
tors’. Stories told how he challenged visitors to reaping contests and
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cut off the heads of his victims; he himself was finally killed by 
Herakles. Such a manly figure is an obvious rôle model for the 
‘unbreakable’ (7) Milon, and carries an amusing threat to Boukaios. 
The contemporary poet Sositheos wrote a satyr-drama Daphnis or 
Lityerses (TrGF 99 n a -3 ) in which, after roaming the world in search 
of his beloved, Daphnis found her in servitude to Lityerses; they 
were both released by Herakles. A surviving fragment (fr. 2) paints 
the Phrygian king as himself something of a Herakles: a big eater 
who accomplished hard, physical tasks. In associating Milon with 
such a figure and condemning Boukaios’ ‘starving’ love (57), the 
poem replays the myth of Sositheos’ play in a quite different mode: 
Boukaios becomes a comically lovesick Daphnis whose ‘bucolic’ suf
ferings find no pity in Milon’s harsh, Hesiodic conception of the 
world.

4 3 -  55 Milon’s song matches that of Boukaios in length and like it 
is arranged in couplets. In this case, however, the couplets do not 
evoke the lyric snatches of a love-song, but rather the short phrases 
of real work-songs (cf. PMG 849, 869) and the gnomic wisdom of the 
Hesiodic tradition.

42-3  Demeter is the proper divinity to whom working men should 
pay heed, not Boukaios’ Muses. The repetition of πολυ-compounds 
in prayers is a common feature, but it is likely that there is tradi
tional ‘Demeter’ poetry behind these verses, as there will be behind 
Gall. h. 6.2 Δάματερ, μέγα χσΐρε, πολυτρόφε πουλυμέδιμνε, 136-7 
φέρβε βόας, φέρε μάλα, φέρε στάχυν, οίσε θερισμόν, | φέρβε καί 
εΐράναν, ιν’ όξ άροσε τηνος άμάσηι. euepyov ‘easy to work’, an 
important quality for a task as back-breaking as reaping. This verse 
opposes solid, material advantages to the aesthetic wishes of Bou
kaios’ second verse.

4 4 -  5 The δράγματα are the ‘handfuls’ of the crop which are 
mown at one time and then bound together into άμιλλα!, cf. II. 
18.550-7. παριών τις: sensitivity to criticism by outsiders is 
characteristic of Greek society at all periods. σύκινοι: figwood 
was proverbially weak, cracking under the least strain; among many 
relevant proverbs is συκίνη επικουρία ‘as much assistance as fig- 
wood’, cf. further CPG n  210-n, Hor. Sat. 1.8.1, LSJ s.v. 1 2. Strano 
(1976) 456 says that ‘figwood’ is still a common pejorative term in
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Sicily, σύκινοι ώνδρες (Edmonds), ‘the men are figwood’, is possible, 
but not necessary. μισθός: cf. in.

46-7  ‘The cut end of your sheaf should face the north or west 
wind; that way the ear grows fat.’ A κόρθυς was a sheaf cut roughly 
half-way up the stem rather than at the base; such grain would be 
cut before it was ripe and these verses give instruction either for how 
it is to be stored under cover while ripening (cf. Geopon. 2.27.1) or 
how it is to lie in the fields until collected. Theophrastus also notes 
that it is the North Wind which is best for the ears of grain (CP 
4.13.4).

48 A rule for threshing is introduced to contrast (δέ in 50) with 
what is necessary when reaping. τό μεσαμβρινόν: adverbial 
‘during the middle part of the day5, cf. 1.15.

49 ‘At that time [i.e. when it is hottest] the grain and chaff are 
most easily separated from the straw.’ As, however, άχυρον is 
usually just the chaff, not grain and chaff together, there is some 
uncertainty about the meaning. Others understand (with a more 
regular sense of the verb) ‘the grain and chaff are produced from the 
stalk and ear’.

50-1 Reapers traditionally keep very long hours (cf. Hes. WD 
571-81). The Hesiodic structure of these verses may be seen from a 
comparison with WD 368-9 άρχομένου δέ πίθου και λήγοντοξ 
κορέσασθαι, | μεσσόθι φειδεσθαι. κορυδαλλώ*. ‘up with the lark’ 
is as common in English as it seems to be unparalleled in Greek, 
έλινΰσαι δε τό καύμα ‘rest during the heat [of midday]’. Reapers 
should avoid the blazing sun and also, by implication, the furnace of 
love’s heat.

52-3 Mention of the heat leads into the pleasures of a cool 
drink. παΐδες: cf. 13.52η. τό reteïv: an epexegetic infinitive is 
common after verbs of giving etc., i.e. ‘give someone [something] to 
drink’; cases such as this where the article is added to the infinitive 
are much rarer, but well established, cf. Goodwin §795. πάρ- 
εστίΐ sc. to πιεΤν.

54-5 ‘Better, stingy overseer, to boil the beans, so that you don’t 
cut your hand with cumin-splitting.’ The overseer is told to get on 
with preparing the men’s food, rather than devoting himself to 
stingy savings. ‘Cumin-splitting’ was a proverbial expression for stin-
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giness (our ‘cheese-paring’), cf. Sophron fr. no Kaibel, Ar. Wasps 
1357 etc., but as cumin was used to flavour soups, there is a literal 
sense also: ‘Stop trying to cut the ingredients as small as possible and 
start cooking!’ Others prefer to take κάλλιον as an adverb modifying 
an imperatival infinitive: ‘Boil the beans better . . . ’ τον φακόν 
‘lentils’, used to make lentil-soup, φακή. χείρα: χήρα may be 
correct -  it occurs, for example, in the Sophron papyrus and the text 
of Aleman -  but Π9 is strongly Doricising, and there can be no 
certainty.

56 μοχθεΰντας: μοχθέντας (Π3) might be an athematic form of a 
contracted verb (1.36η.), or a specifically Cyrenean feature, εον > 
ευν >  εν, cf. Ruijgh (1984) 74-5. This lectio difficilior has a good 
chance of being right, but a simple slip by the scribe of the papyrus 
cannot be ruled out. ανδρας carries emphasis: ‘real men’, rather 
than the infantilised weaklings (58) represented by Boukaios.

57 πρέπει: sc. σε. λιμηρόν: the lover is traditionally thin with 
wasting, whereas Milon values a hearty appetite. No firm distinction 
can be drawn between this interpretation and the implication that, 
unless Boukaios pulls himself together, he will starve because no one 
will pay his wages. The passage is informed by the Hesiodic opposi
tion between Λιμός ‘Hunger’ and Demeter (WD 298-302 and pas
sim)·, already in Hesiod, the torment caused by a beautiful woman is 
‘limb-ravaging’ (WD 66). It is less probable that there is a further 
reference to Bombyka’s thinness.

58 This line is an example of a very rare verse-form. Spondees in 
both fourth and fifth feet are nowhere attested in the ‘bucolics’ and 
are rare elsewhere (cf. 15.48, 83, 143, 16.56, 22.216, 25.30, 98-9, 154, 
Philitas fr. 7.3 Powell); the pattern ssdss is paralleled only at 25.98, 
and is entirely absent from Callimachus and Apollonius. This harsh 
form, which doses the poem with its only spondeiazon (if τύγε μαλου 
is correctly read in 34) and a strong breach of Naeke’s Law (1.130η.), 
is expressive of Milon’s contempt; he negates dactylic rhythm as far 
as possible in order to negate the sentimental nonsense which, in his 
view, accompanies it. μυθίσδεν: cf. 1.14η. τδι ματρί . . .  
όρθρευοίσαι ‘to your mother when she stirs in bed in the early 
morning’. Men should be out reaping at the crack of dawn; women 
(cf. Hes. WD 519-21) and children and any ‘men’ who resemble 
them stay at home and talk about such nonsense as eros. The infan-
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tilised Cyclops too involves his mother in his passion (11.67-71), but 
we need not infer that Boukaios actually lives with his mother; this is 
merely Milon’s way of expressing contempt. Revealing their passions 
to parents and other relations was in fact to become a characteristic 
of the heroes and heroines of the later novel, but these pampered 
figures did not have to work for a living, cf. Ninos to his aunt 
(Stephens-Winkler p. 36), Chaireas to his parents (Chariton 1.1.8).

VI Idyll ο

The love of .the young Cyclops, Polyphemos, for the sea nymph 
Galateia illustrates the truth that there is no alleviation for the pain 
of love other than ‘the Muses’. Polyphemos’ song (19-79) 5s preceded 
by a gnomic opening and address to Nikias (1-6) and the intro
duction to the narrative exemplum (7-18); the poem closes with a two- 
verse confirmation of the lesson to be drawn from the paradigm. 
Idyll 11 has important similarities to Idyll 3, the song of another 
‘locked-out’ herdsman, and to Idyll 13, another poem on eros 
addressed to Nikias; with the latter it shares a structure, familiar 
from archaic poetry, of gnomic opening followed by ‘mythical’ 
exemplification.

Nikias (and his wife) are also honoured in Idyll 28 and Epigram 8, 
which depict him as living in Miletos. He was a doctor (11.5, 28.19- 
20, Epigram 8), and the Hypothesis to Idyll n  cites Dionysios of 
Ephesos (perhaps roughly contemporary with T.) for an association 
between Nikias and the famous doctor Erasistratos of Keos, cf 1- 
6n., above, p. 2. It has often been guessed that Nikias and Erasis
tratos met each other (? and T.) on Cos, cf. RE  vi 334, but there is 
no evidence to support the guess, and Alexandria, where Erasistratos 
studied, seems as likely. Nikias was also a poet (n.6, 28.7), and very 
likely the ‘Nikias’ to whom eight extant epigrams are ascribed (HE 
2755-86) and who was included in Meleager’s Garland (Anth. Pal. 
4.1.19-20 =  HE 3944-5= cf- A. Lai, QIJCC 51 (1995) 125-31). For his 
‘reply’ to Idyll n  cf below, p. 221.

Galateia appears in early catalogues of Nereids (II. 18.45, Hes. 
Theog. 250), but no stories are told of her; later antiquity connected 
her with γαλήνη ‘calm weather’ (6.34-80.), as well as with γάλα. A 
connection with the ‘milk-white foam’ of the sea is not in fact
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improbable; Callimachus uses milk and sea-foam together as exam
ples of pure whiteness (fr. 260.57 =  Hecale fr. 74.16 Hollis). The his
torian Douris {c. 340-260 bc) recounted that Polyphemos had set up 
a shrine to Galateia, as a kind of tutelary dairy spirit, and that this 
was the origin of Philoxenus5 famous poem (FGrHist 76 F58 =  PMG 
817); Douris may be simply applying rationalising techniques to a 
recent cause célèbre (i.e. Philoxenus’ poem), but an ancient cult of the 
Nereid on Sicily is not per se unlikely. Timaeus already knew of a son 
of Galateia by the Cyclops (Idyll 6, Intro.). In Euripides5 Cyclops of 
(?) 408 bc Silenos swears to the Cyclops by ‘the daughters of Nereus’ 
(Cycl. 264), but whether this is a pointed dig at Polyphemos’ love or 
evidence that the story of Polyphemos and Galateia was not yet 
common currency we cannot know. Be that as it may, it was cer
tainly the ‘new dithyramb’ of the late fifth/early fourth century 
which took up the story of Polyphemos with enthusiasm (cf. Didy- 
mus, Dm. 12.57-62, p. 46 Pearson-Stephens). From the Cyclops of 
Timotheus survives one fragment {PMG 780) which refers to the wine 
which destroyed Polyphemos, and there is no reference to Galateia. 
Timotheus’ poem was probably close in time to the famous Cyclops or 
Galateia of Philoxenus of Kythera, but priority cannot be established.

Our main source for this latter poem, a report by Phaenias (sec
ond half of the fourth century) preserved in Athenaeus {PMG 816 = 
Phaenias fr. 13 Wehrli), records that Philoxenus was a favoured poet 
at the court of Dionysios I of Syracuse (ruled c. 404-367 bc), but 
that when he was caught trying to seduce a mistress of Dionysios 
called Galateia, he was dispatched to the stone quarries where he 
wrote an ‘allegorical’ poem on his adventures, casting Dionysios as 
the Cyclops, Galateia as the nymph of the same name, and himself 
as Odysseus. Unlike T., therefore, Philoxenus set the love of Poly
phemos for Galateia at the time of Odysseus’ visit, and Odysseus 
may have tried to persuade the Cyclops to let him go with promises 
to win Galateia over (cf. PMG 818). It is clear that a centre-piece of 
the dithyramb was a love-song by the Cyclops to the accompaniment 
of the lyre (cf. PMG 819), and it was very likely during this that 
‘Polyphemos told the dolphins to tell Galateia that he was healing 
his love through the Muses’ {PMG 822), the theme that becomes cen
tral to T .’s poem. Philoxenus’ dithyramb is parodied in the Plutus of 
Aristophanes (388 bc), and it is a reasonable hypothesis that Philox-
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enus had performed it in Athens shortly before this date. It clearly 
achieved a remarkable notoriety within a brief space of time, prob
ably both for the virtuosity of Philoxenus’ musicianship and the bril
liant conceit of a lovesick Cyclops. How much truth there is in 
Phaenias’ account must remain open; at the very least, the story of 
kitharodic composition while detained in the quarries looks fictional. 
While it is quite possible that the poem contained political satire, it 
may also be the case that some at least of the biographical tradition 
is owed to Middle Comedy plays inspired by Philoxenus (cf. Anti- 
phanes, Cyclops, Nicochares, Galateia, ?Eubulus, Dionysios, cf. Arnott 
(5996) I3 9 - 4 0)· F°r the myth of Galateia and the dithyramb of 
Philoxenus cf. Holland (1884); Pickard-Cambridge (1962) 45-8; 
H. Dörrie, Die schöne Galatea (Munich 1968);. F. Börner, P. Ovidius 
Naso, Metamorphosen Buch ΧΙΙ-ΧΠΙ (Heidelberg 1982) 406-9; D. F. 
Sutton, QUCC 42 (1983) 37-43.

The ‘bucolic’ elements of the Homeric Cyclopes -  idealised pas- 
toralists ignorant of agriculture, polis institutions and colonialist and 
commercial imperatives {Od. 9.107-15, 125-30) -  had already been 
given a prominent place in Euripides’ Cyclops (even if his Poly
phemos is as much sophist as primitive), and, to judge from Aristo
phanes’ parody, were important also in Philoxenus’ dithyramb. Poly
phemos was one obvious epic model for T .’s herdsmen. Σ Od. 9.456 
observes that oi νεώτεροι consider it βουκολικόν for Polyphemos to 
converse with his ram; this is of a piece with the rhetorical tradition 
that saw T .’s poetry as a primary example of ‘simplicity’ (αφέλεια) 
and ‘sweetness’ (γλυκύτηί), one source of which was to ascribe 
human emotions and motivations to animals (Hermogenes 335.8-23 
Rabe), but it also suggests some of the Homeric interpretation which 
may lie behind T .’s exploitation of the Cyclops figure. It would be 
nice to know whether Idyll 11 was written against a background of 
an already existing set of hexameter bucolic conventions: does the 
Idyll exploit a world which was familiar to T .’s readers from T .’s 
own poems? The idea is a tempting one: there is no really good evi
dence (certainly not in 7) for the common assumption that Idyll 11 
was written in Sicily, and no good reason to date all ‘Sicilian’ poems 
early in T .’s career (Intro. Section 1). Nevertheless, the evidence is at 
best equivocal.

Idyll i i  stands outside the ‘bucolics’ in all the main branches of



the transmission. Moreover, despite the obvious similarities with the 
paraklausithyTon of Idyll 3, the framing addresses to Nikias provide a 
quite different structure from the ‘bucolic’ mimes of Idylls 1, 3, 4, 5 
and 7, although Idyll 6, the other Cyclops poem, offers a partial 
parallel. Nevertheless, many aspects of the poem (e.g. the claim to 
skill on the syrinx in 38, the remarkable mixture of animals in 40-1) 
gain added point if viewed in the light of ‘bucolic conventions’, and 
Damoitas and Daphnis in Idyll 6 treat Polyphemos and Galateia as a 
mythical story with parallels to their own situation. In the absence 
of clear criteria for ‘the bucolic’ (as opposed to βουκολικά άοιδά), 
there seems little point in drawing other than formal distinctions 
between this poem and the non-mythological mimes, particularly as 
the Polyphemos of Idyll 11 has so much in common with other 
bucolic lovers; the great importance of this poem for Virgil’s Eclogues 
ought also to count for something.

One formal consideration of great importance is stylistic. Idyll 11 
differs markedly from ‘the bucolics’, both linguistically and (even 
more) metrically. It contains a number of rare Doricisms (cf. 25-7, 
39, 42-3, 52, 6onn.) and very few guaranteed Homeric forms (Di 
Benedetto (1956) 53). It has many more infractions of the ‘Calli- 
machean’ metrical rules (Intro. Section 4, 1.130η.) than any other 
poem with a bucolic setting, differs markedly from the ‘bucolics’ in 
regard to ‘bucolic diaeresis’ (56% as opposed to 80%, cf. above, p. 20), 
and also stands out for the sheer number of hexameter patterns it 
deploys (17 in 81 verses); the whole metrical impression is one of 
roughness, in comparison with the bucolic mimes, cf. in., Legrand 
(1898) 341-2, Stark (1963) 373-4, Fantuzzi 1995a. Thus, for example, 
41-2 offer successive breaches of ‘Naeke’s Law’ (1.130η.) and 45-6 
show hiatus at the central caesura and metrical lengthening in the 
same position in successive verses. The two most obvious explan
ations are either that Idyll 11 is an ‘early’ poem, i.e. that T .’s style 
became more refined as time went on, or that the Cyclops is given a 
style appropriate to his lack of sophistication. Against the latter view 
it has been argued that there is no strongly marked metrical (as 
opposed to verbal) difference between the frame and the song of the 
Cyclops, but the association of the poet and his Sicilian forebear is 
central to the poem’s design (cf. below). If the style of Idyll π  was 
indeed set against a body of pre-existing bucolic, then it would be
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legitimate to see a form of self-parody by T., but some parodie effect 
is not in fact dependent upon the relative chronology of the corpus, 
as the ‘Caliimachean rules’ represent a standardisation of general 
tendencies in all sophisticated poetry; the style of Idyll 11 is thus 
highly marked, whether or not it should be judged against ‘the 
bucolics’. In other words, the style may be both early and parodie.

The strong identification between the poetic voice and that of the 
Cyclops, who was ‘one of us’ (line 7), establishes Polyphemos as an 
aetiological paradigm for all subsequent (Sicilian) lovers and poets. 
This association is usually read in biographical terms -  T. or Nikias 
or both are .in love, or have recently recovered from it -  but the 
literary meaning of the paradigm is at least recoverable. A central 
irony, both comic and tragic, of Idyll 11 lies in pur knowledge of what 
is to come: some of what the Cyclops sings (the arrival of a stranger, 
the loss of his eye etc.) was indeed to prove all too true. Such an 
irony, which arises from the writing of a ‘prequel’ to a famous myth 
or literary work, is a familiar phenomenon in Hellenistic and Roman 
poetry (cf. A. Barchiesi, HSCP 95 (1993) 333-65); we may compare 
the dark ironies of Apollonius’ description of the early relations of 
Jason and Medea, to be read against our knowledge of Euripides’ 
tragedy. It has been attractively suggested that the young Cyclops 
draws disaster upon himself, because quotations from poetry (par
ticularly Homer) were used in magical spells to effect particular 
emotional and physical states (Fantuzzi (1995b) 17-18); in referring 
to Homeric events of which he has no knowledge, Polyphemos 
unwittingly ensures their occurrence. More generally, however, the 
Cyclops is trapped in the language, not just of Homer, but of Odys
seus. T .’s creation is forced to express himself with words and 
phrases which prove already loaded against him, even where they do 
not refer specifically to Odyssey 9, cf. nn. on 25-7, 34-7, 45-8, 53. He 
is a pathetic victim of poetic tradition, who functions as a (comic) 
paradigm for the position of the dactylic poet in a post-Homeric 
world; T. too is ‘trapped’ by the weight of tradition which accom
panies his verse, and he too is bound to ‘lose’ to Homer, as Poly
phemos does to Odysseus. Not only Homer, of course: both T. and 
the Cyclops must also recycle the love poetry of Sappho (19-23), and 
doubtless other poets also. Poetic success, of any kind, is ‘not easy to 
find’ (4).



Discussion of Idyll π  has been bedevilled by two related issues: 
How can singing be a pkannakon for love when it is also plainly a 
symptom of this ‘disease’ (lines 13, 39)? Is the Cyclops actually 
‘cured’ of his love at the end of his song? To take the second issue 
first, έποίμαιυευ τόν έρωτα (8o), particularly when used of a master 
herdsman (cf. 65), ought to mean ‘shepherded, looked after, con
trolled his eros' rather than ‘got rid of it’. So too ραίου διάγ’ (8i) is 
not ‘was cured more easily’, but ‘felt less pain’. There is in fact 
nothing in 80-1 to suggest a final ‘curing’ or katharsis, in which 
despair is replaced by whole-heartedness. Rather, Polyphemos’ rev
erie is broken by the realisation of his deluded situation (72-4), and 
(we must suppose) he gets back to his work, having survived another 
day; he lives to love again. Certainly, 75-9 offer very precarious 
support to those who wish to see a ‘cured’ Cyclops (cf. nn. ad loc.). 
There is a suggestive parallel for the end of the poem in 10.22-37: 
Milon tells the lovesick Boukaios that he should sing ‘some love- 
song’ (τι κόρας φιλικόν μέλος) because in that way ‘you will find the 
work easier’ (άδιου ούτως | εργαξήι).

The first problem has proved more intractable. The temptation to 
emend ταυ Γαλάτειαν άεΐδων in 13 (cf. Ovid, Met. 13.776-7, where 
there is no suggestion of singing) has so far not led to any remotely 
plausible suggestion; cf. also [Bion] fr. 2.3 άεισευ Πολύφαμος έττ’ 
ήιόνι τάι Γαλατείαι, ΕΒ 58-9. Crucial is the meaning of pharmakon. 
Although allegedly final cures for eras through magical songs were a 
familiar aspect of ‘real life’, a familiar literary topos saw in music and 
song a source of ‘alleviation’ for emotional pain (ι-φη.), and the 
basic sense of pharmakon in 1 and 17 is thus most likely ‘palliative’, cf., 
e.g., Köhnken (1996a) 181-3: singing will no more make love go 
away for good than one act of love-making, which Longus’ Philetas 
recommends as pharmakon (D&C  2.7.7), will bring permanent relief 
from desire (cf. Lucr. 4.1117-20). Lovers are prone to sing of their 
love (cf. Bion fr. 3), but not every song will offer (temporary) relief 
(‘it is not easy to find . . . ’), as Idyll 3 plainly illustrates. Like the 
Homeric moly (4η.), however, a successful song prevents contact with 
a destructive force (in this case eros) from being completely cata
strophic. Stylistically, Polyphemos found a song which suited him, a 
song which may be viewed as an aesthetic triumph for a Cyclops 
rather than as laughably pedestrian. Song, therefore, is both symp-
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tom and pharmakon, a word whose notorious doubleness (cf. Goldhill 
(1991) 249-61) points to a further irony of the Cyclops’ position. His 
song ‘relieves’ his love, but in ‘shepherding’ it he keeps it alive; every 
song rehearses the attractions of Galateia and the course of his 
passion -  there is no ultimate escape.

Σ quote two hexameters which are said to be the opening of a 
response (ποιημάτιον . . .  άντιγεγραμμέυου) to Idyll 11 by Nikias:

ήυ ctp’ αληθές τούτο, Θεόκριτε- ol γάρ "Ερωτες 
ττοιητάς πολλούς Ιδίδαξαυ τούς ττρίυ άμουσους.

(SH566)

This then was true indeed, Theocritus: the instruction of the
Loves turns many, who knew not the Muses before, into poets.

Nikias uses a famous quotation from Euripides’ Stheneboia (fr. 663 
Nauck): ‘the instruction of Love, then, turns a man into a poet, even 
if he did not know the Muses before’. In the absence of the rest of 
the ‘response’, speculation as to the point of the verses must be brief. 
Nikias may be teasing T. with the sudden awakening of the latter’s 
own poetic talent, or perhaps even acknowledging the rightness of 
T.’s advice: ‘Yes, I tried writing poetry and it does help.’ Never
theless, the most obvious reference is to the Cyclops, the άμουσος 
par excellence, cf. Eur. Cycl. 173, 425-6 (άιδει . . .  άμουσα), 489-90, 
Nicochares frr. 4, 5 K-A; perhaps, then, ‘many’ deliberately 
includes both T. and his creation. Nikias’ response has something of 
the flavour of Milon’s response to Boukaios’ song, η καλάς άμμε 
ποών έλελάθει Βούκος άοιδάς (10.38). The Euripidean verses do not 
actually assert the opposite of 11.1-4, but they do make a quite dif
ferent point about the relation of poetry and eros; it is noteworthy 
that Plutarch also brings this quotation into juxtaposition with the 
Cyclops of Philoxenus ‘healing his love’ (Mot. 622c, cf. PMG 822), 
and it may be that Nikias is ‘capping’ T .’s poem by reflecting an 
allusion to Euripides in Philoxenus. For a further use of Euripides 
between T. and Nikias cf. ΐ3·3-4η.

If eros is ‘by definition’ the pursuit of the one who flees (75), a 
longing for what is absent, then it is bound to hit particularly hard 
upon a Cyclops. The hallmark of the Homeric and Euripidean 
Polyphemos (and of the Cyclopes generally) is ‘self-sufficiency’.
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αύτάρκεια, marked by their ignorance of ships (the vehicles of com
munication and commercial exchange), agriculture, political systems 
and, at least in Polyphemos’ case, a contempt for the divine; Poly- 
phemos, moreover, has no wife (76η.), and is isolated and ‘self- 
sufficient’ even within the context of Cyclops society. Menander’s 
would-be αυτάρκης, Knemon of the Dyskolos, is also characterised 
with Cyclopean traits (cf. Hunter (1985) 173 n.9). Desperate desire is 
the negation of self-sufficiency, the painful acknowledgement of 
‘otherness’, and so the Cyclops is a limit-case of general experience. 
Here too T. has developed a Homeric picture. The Homeric mon
ster channelled his affections towards a ram, but a ram that ulti
mately played him false (Od. 9.447-60); in the Odyssey, as in Idyll 11 
(54-5), he uttered an impossible wish for a contra naturam sympathy 
between different species, as the only way out of his grief: ‘Would 
that you could become homophron with me and endowed with speech 
so that you could tell me . . . ’ (Od. 9.455-6). Lines 54-5 of Idyll 11 
mark Polyphemos’ love as (comically) bucolic (cf. 1.85-91^.), but also 
universalise his experience. ‘Self-sufficiency’ is both the Cyclops’ 
boast and his undoing. So too, Galateia, ‘the Lady of the Milk’, is a 
fantasised projection of Polyphemos’ usual pursuits; she is his Muse, 
just as Amaryllis inspires the goatherd of Idyll 3. Those who live 
alone are compelled to create their own ‘other’ to answer a universal 
need; ‘self-sufficiency’ is a slogan with which we try (unsuccessfully) 
to cheat our nature.

Idyll i i  was a famous and much imitated poem in antiquity. It is 
probably alluded to already in an epigram of Posidippus (cf. 6on., 
6.6-7«.), and an epigram of Callimachus (46 =  HE 1047-56) has not 
implausibly been understood as referring to it. The opening verses 
are:

ώς άγαθάν Πολύφαμος άνεύρατο ταυ επαοιδάν 
τώραμέυωι· ναι Γαυ, ούκ αμαθής ό Κύκλωψ. 

ai Μοισαι τόυ έρωτα κατισχυαίυουτι, Φίλιππε- 
ή παυακές πάντων φάρμακου à  σοφία, 

τούτο, δοκέω, χά λιμός μόνου ες τα  πονηρά 
τώγαθόν· εκκόπτει ταυ φιλόπαιδα νόσου.

What a good incantation Polyphemus discovered for the lover; 
by Earth, the Cyclops was not a fool! The Muses, Philip, take
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the swelling out of love; poetry is the universal pharmakon for 
everything. This too is the only advantage which hunger brings 
in bad circumstances: it makes you forget the disease of desire 
for boys.

The Doric dialect, the medical language and the possibility that 
Philip, like Nikias, was a doctor (cf. Gow-Page ad loc.) all suggest 
allusion to T.; ούκ άμαθής ό Κύκλωψ may also allude to Nikias’ 
reply to T. In addition to echoes in Longus and later bucolic, Idyll 11 
is the primary model for one of Lucian’s Dialogues of sea gods (78.1 
Macleod) and was echoed by Nonnus (cf., e.g., 6.303); a paraphrase 
of the Idyll is found at 6.502-34 of the twelfth-century iambic 
‘romance’, Drosilla and Charikles, by Niketas Eugenianos (ed. F. 
Conca, Amsterdam 1990). In Latin poetry, Idyll n  is the primary 
model for Eclogue 2 (cf. DuQuesnay (1979)), and was rewritten in a 
completely different mode by Ovid, whose Galatea tells the story 
herself and who has her own lover, the handsome Acis (Met. 13.738- 
897, cf. J. Farrell, A JP 113 (1992) 235-68). T .’s poem was also clearly 
influential on the rich artistic tradition for the story, cf. Philostratus, 
Imag. 2.18, Nicosia (1968) 70-8, M. Guarducci, M m . Acc. Lined 23 
(1979) 280-3.

Title. Κύκλωψ (Σ) or Κύκλωψ και Γαλάτεια (MSS).

Modem discussions. Barigazzi (1975); Brooke (1971); Cozzoii (1994); 
Deuse (1990); Eiliger (1975) 344-50; Erbse (1965); Goldhill (1991) 249- 
61; Gutzwiller (1991) 105-15; Hopkinson (1988) 148-54; Horstmann 
(1976) 80-105; Manuwald (1990); Ott (1969) 190-206; Schmiel (1993); 
Schmitt (1981); Spofford (1969); Stanzel (1995) 149-76; Stark (1963) 
368-75; Walker (1980) 70-8.

1-6 These lines fall into three couplets, but this opening effect is not 
as strongly marked as in, say. Idyll 13. The gnomic utterance is of 
conventional form (cf. Men. fr. 518 K -T  ούκ εστιν όργής, ώς εοικε, 
φάρμακου | άλλ’ ή λόγος σπουδαίος ανθρώπου φίλου), although 
the more usual claim -  at least in the novels and amatory poetry of 
later antiquity -  is that the only pharmaka for love are possession of 
the beloved (cf. Longus 2.7.7, ‘correcting’ T., Chariton 6.3.7, ?· 
Mich. Inv. 5 (Stephens-Winkler p. 176), Heliodorus 4.7.7, Prop.
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1.5.27-8 (with Fedeli’s note)) and death (23.24). Lines 1-6 were much 
imitated, and their assertion is explicitly denied by Plutarch, Mor. 
759b. The ‘real world’ was in fact full of people who claimed to be 
able to put an end to love by magical means, including ‘sung spells’ 
(cf. 2.90-2).

That song offers alleviation for the pain of love is a particular 
instance of the widespread belief that song and music offer relief 
from emotional distress of all kinds (cf. W. Stroh, ANRW  π 31.4 
(1981) 2648-58, Meillier (1982)); already in Hesiod, the song of ‘the 
servant of the Muses’ brings forgetfulness of trouble to the man 
‘who is pained and grieving in his heart’ (Theog. 98-103, cf. 15 ύττο- 
κάρδιον έλκος). Music may be viewed as a ‘doctor’ (cf. Pind. Mem. 
4.1-4, Nisbet-Hubbard on Hor. C. 1.32.15), and T. here teases Nikias 
with the uselessness of one of his own technai when faced with eros. In 
antiquity, professional medical men had in fact more to do with 
‘lovesickness’ than is common now, and a symptomatology of love 
(weight loss, fever etc.) became familiar in medical, as in literary, 
texts, cf. 2.85-90, P. Toohey, ICS 17 (1992) 265-86. Erasistratos of 
Keos, with whom Σ associate Nikias (above, p. 215), is said by later 
texts to have performed a famous diagnosis of lovesickness from var
iations in the pulse, and 1-6 must be seen against a background of 
genuine medical practice and/or anecdote, cf. Galen xrv 630-5 
Kühn, Heliodorus 4.7, J. Mesk, RhM 68 (1913) 366-94. Moreover, 
the healing effect of (instrumental) music on the passions is a com
mon idea in ancient musical writing; it is particularly associated with 
the Pythagoreans (cf. Aristoxenus fr. 26 Wehrli, ‘the Pythagoreans 
produced a katharsis of the body through medicine and of the soul 
through music’), and was fiercely rejected by Epicureans (cf. Philo
demus, De musica iv pp. 55-9 Neubecker, a discussion which admits 
the possible efficaciousness of poetry, as opposed to music, and refers 
to Philoxenus on the Cyclops). There is perhaps a contrast between 
the ‘doctoring’ of the Muses associated with the Greek West and the 
powerlessness of the medicine of the eastern Aegean.

i  ποτ τον έρωτα: for the apocope of the preposition cf. τνότ τώ 
Διός (4.50, 5·74, Ι5 ·7°)> in the mouths of ‘low’ characters from the 
Greek West, and πότ τάν ζόαν (Epigr. 18.9) in a celebratory inscrip
tion for Epicharmus; this is a common feature of West Greek 
inscriptions (cf. R. Günther, IF 20 (1906/7) 25-31), and is a ‘marked’
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form which, like πεφύκει which follows, establishes a voice shared by 
both poet and Cyclops, cf. Molinos Tejada 330-1. πεφύκει: a 
perfect with present ending (cf. 1.102, 4.7, 5.28, 33, 15.58 etc.). This is 
a widespread phenomenon in Doric (cf. P. Chantraine, Histoire du 
parfait grec (Paris 1927) 192-4, Buck (1955) u8 , Molinos Tejada 302- 
5), but the grammatical tradition associated it with Syracuse (cf. 
Epicharmus fr. 190 Kaibel), and its appearance here, in a word 
which also creates a breach of ‘Naeke’s Law’ (1.130η.), is stylistically 
programmatic. The author of Idyll 9 also begins his poem with a 
breach of ‘Naeke’s Law’.

2 εγχριστον . . .  έπίπαστον ‘to be applied by smearing (χρίειυ) or 
sprinkling (πάσσειν)’; the former is appropriate to ‘wet’ remedies 
such as oil or creams, the latter to ‘dry’ ones, such as ground herbs. 
Both suggest that eros is a ‘flesh wound’ to which external remedies 
might be applied, cf. 15-16. For the topos of different kinds of φάρ
μακα cf. Aesch. PV  479-80, Eur. Hipp. 516 (love magic). έμίν 
δοκεΤ: T. either opposes his view qua poet to that of Nikias qua doc
tor or (with mock modesty) acknowledges that he is encroaching into 
the field of medicine where Nikias is an expert. By themselves, the 
words carry no implication that the truth of the assertion has 
recently dawned on T. as a result of some personal love-experience. 
There may be some point in the contrast with ώς εδοκευμες in 13.1.

3 ή ταί Πιερίδες is emphatically enjambed at the head of the 
hexameter. The Muses are given a grand title, ‘daughters of Pieria’ 
(cf. 10.24, Hes. WD 1), to accord with their importance; Pieria is the 
mountainous region north of Mt Olympus where the Muses were 
bora. κοΰφον ‘light’, ‘painless’, i.e. a remedy which will not 
hurt, cf. 17.52; as eros is βαρύς ‘heavy’ (3.15-170.), so its remedy is as 
‘light’ as the dance of the Muses. An active sense, ‘alleviating’ (as 
23b, 7a), would suit very well, cf. 23.9 φίλαμα, τό κουφίζει τόν 
έρωτα. Plut. M ot. 4556 ‘the practices of lovers, such as komoi and 
singing and garlanding [the beloved’s] door, bring in some way an 
alleviation which is not without grace and harmony (κουφισμόν οΰκ 
άχαριν ούδ’ άμουσον)’, Arist. Pol. 8  134^14 etc. Nowhere, however, 
does κοϋφος certainly have the meaning of κουφιστικός, though 
both seem to resonate here. Moreover, both κούφον (cf. Lat. leuis) 
and άδύ (i.m.) have an important place in Hellenistic poetics, cf. PI. 
Ion 534b3 ‘for a poet is a light (κοϋφον) and winged and holy thing’;



‘light Muses’ are not far from the Μούσα λεπταλέη of Callimachus 
fr. i, which is structured around an opposition between heavy and 
light, big and small. Thus the adjectives are chosen to carry both 
medical and poetic significance.

•4 επ’ άνθρώποις: perhaps ‘in men’s power’, ‘available to men 
[not just to the gods]’, cf. Pind. Pyth. 8.76 τα δ’ ούκ επ’ άνδράσι 
κεΐταί, LSJ s.v. επί βι ig, or ‘[a remedy to be used] in the case of 
men’, cf. Holland (1884) 241. The apparent paradox of using the 
Cyclops to illustrate a truth of ‘human’ life is one of the ways in 
which the difference between poet and Cyclops is broken down, 
εύρείν δ’ ού ράιδιον: the right song is as hard to find as a rare herb; 
it too requires effort (cf. 7.51), cf. Homer’s description of the φάρμα- 
Kov which Hermes gives to Odysseus to protect him from Circe, 
μώλυ δέ μιν καλέουσι θεοί· χαλεπόν δέ τ ’ όρύσσειν | άνδράσι γε 
Θνητοΐσι- θεοί δέ τε πάντα δύνανται (Od. 10.305-6). Song, like moly, 
protects men from the dangerous female (cf. E. Kaiser, M H  21 (1964) 
200-13). The language again looks both to poetry -  εύρίσκειν sug
gests poetic or rhetorical inuentio -  and to medicine: finding the right 
pharmakon, like diagnosis itself, is the job of the skilled doctor.

5 -6  Nikias is both a doctor and a poet. Line 6 teasingly exagger
ates Od. 8.63 (Demodokos) τον πέρι ΜοΟσ’ εφίλησε, cf. 28.7 Νικίαν, 
Χαρίτων ίμεροφώνων ιερόν φύτον, The standardised division of the 
nine Muses {Od. 24.60, Hes. Theog. 75-9) post-dates T., and it was 
only in later antiquity that their influence was widened to cover the 
various human technai {RE xvi 685); nevertheless, as early as Arg. 
2.512 the Muses teach Aristaios ‘healing and divination’, and given 
Apollo’s rôle in both medicine and song and the theme of ‘healing 
song’, it is clear that the Muses watch over all Nikias’ skills.

7 γοϋν introduces a proof of the preceding assertion (Denniston 
45I_3)· ράιστα διαγ’ ‘did as well as possible’, i.e. ‘suffered as 
little as possible’, cf. Philippides fr. 18 K -A  ‘whenever a misfortune 
strikes you, master, think of Euripides, and you will feel better 
(ράιων εσηι)’. The phrase has a medical flavour (LSJ s.v. ράιδιος 11 
2). ο παρ’ άμΐν ‘our [Cyclops]’, cf. LSJ s.v. παρά b h 2. The 
identification of the home of the Cyclopes as Sicily was already ‘very 
ancient’ for Thucydides (6.2.1), c f Eur. Cycl., and Epicharmus had 
dramatised the Homeric story. T. adduces a local example to 
strengthen his case: ‘you are a doctor and thus know this, whereas I
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know it because of the example of my countryman’. The phrase 
need not imply that T. is writing in Sicily, ό παρ’ άμΐν .. . ώρχαϊος 
suggests both the distance in time of the Cyclops and the modern 
relevance of his example.

8 It is common to put the names of lovers together in one sen
tence at the head of a narrative, cf 6.6n., Call. fr. 67.1-2 αυτός 
"Epcos έδίδαξεν Άκόντιον, όππότε καλήι j ήιθετο Κυδίππηι παΐς 
επί παρθενικήι, DuQuesnay (5979) 48-9· ώ ρ χ α ϊ ο ς :  i.e. belong
ing to the heroic age and the subject of ‘archaic’ poetry. τ α ς  

Γ α λ α τ ε ί α ς  ‘his Galateia’ or ‘the well known Galateia’, cf. 13, 3-i-2n.
9 The ‘first beard’ conventionally marks the transition to young 

manhood or from eromenos to erastes, when thoughts may turn to mar
riage, cf. Xen. Cyr. 4.6.5 άρτι γενειάσκοντα of a young man ready 
for marriage, Od. 11.318-20, Aesch. Sept. 534-5 (Parthenopaios, the 
άνδρόπαις άνήρ), PI. Prt. 3oga-b, Call. fr. 274 (= Hecale fr. 45 
Hollis), Arg. 1.972.

1 0 - 1 1  The slight zeugma, ‘he pursued his love not through con
ventional love tokens but with madness’, emphasises the strength 
of his passion. μ ά λ ο ι ς :  cf 3.10-nn. ο ύ δ ε  ρ ό δ ω ι :  initial 
p- lengthens the preceding syllable, in imitation of epic practice, 
cf. 45, 15.128 (the Adonis hymn), 22.118; there is no example in ‘the 
bucolics’ proper. For roses as love-tokens cf. 3.23, 10.34, and for the 
mixture of (collective) singular and plural Call. h. 6.27 εν πίτυς, έν 
μεγάλαι πτελέαι κτλ. κ ι κ ί ν ν ο ι ς :  lovers may have exchanged 
locks of hair, or perhaps a young man grew a special lock for his 
beloved as for dedication to a god (Eur. Ba. 494, Garvie on Aesch. 
Ch. 6), or presented his beloved with the hair he cut to mark tran
sition to manhood (13.7η.). ο ρ θ α ΐ ς  μ α ν ί α ι ς  ‘outright madness’, 
i.e. madness in the ‘true’ sense of the word; contrast Plato’s philo
sophic lover who is όρθώς μανείς ‘mad in the right way’ {Phdr. 
24404). As όρθώς φρονεϊν is ‘to be of sound mind’, there is a slight 
oxymoron in the phrase, which prepares for 72-4 where Polyphemos 
seeks to recall his φρένες and νους. The description of eros as a mad
ness is standard (3.42, 10.31, 13.64-71^), but it is a different kind of 
madness which is usually associated with Polyphemos, cf. Od. 9.350 
(Odysseus to the Cyclops) συ δέ μαίνεαι ουκέτ’ άνεκτώς. In the 
Republic Plato contrasts ορθός ερως with μανία: the former is 
σωφρόνως τε καί μουσικώς έρδν {Rep. 3 4 0 3 a"b). Τ. inverts this pat-
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tern and assigns a different place to μουσική. άγεϊτο δέ πάντα 
πάρεργα ‘he regarded everything [else] as unimportant’; for such 
erotic ‘forgetfulness’ cf. 13.64-71^

12 > Ed. 4.21-2. οιες: cf. 6.6-70. αύταί ‘without being 
told to’, ‘of their own accord’, ipsae {Ed. 4.21), cf. Diotimus, Anth. 
Pal. 7.173.1-2 (= HE 1769-70), of cattle whose herdsman has been 
killed, αύτομάται δείληι ποτί ταύλιον α! βόες ήλθον | εξ ορεος κτλ., 
Ovid, Met. 13.781 pecudes nullo ducente secutae. The sheep act as they 
have always acted (cf. Od. 9.451-2); their daily routine is not dis
turbed by erotic passion. Others understand ‘alone’ (cf. 14, LSJ s.v. 
i 3), which is not very different in sense, but misses the nice observa
tion of animal behaviour.

13-15 Cf. above, p. 220. Like Odysseus on Calypso’s island, Poly- 
phemos sleeps at night in a cave and spends all day (12-13 evening, 
15 dawn) in sad reverie on the shore, ‘uncomfortably suspended 
somewhere between his own world and that of the nymph’ (Brooke
(1971) 74), cf. 17-180., Od. 5.82-4, 151-8. The ‘heroic’ isolation of 
the Cyclops, emphasised by the Homeric hapax φυκιοέσσας {II. 
23.693), suggests also Achilles in his grief for Patroclus, διυεύεσκ’ 
άλύων παρά θΐν’ άλός {II. 24.12).

14 αυτός ‘alone’, cf. Ed. 2.4, and Orpheus at Georg. 4.464-6 ipse 
caua solans aegrum testudine amorem j te, dulcis coniunx, te solo in litore secum, 
j te ueniente die, te decedente canebat. The better attested αύτώ, ‘there [on 
the shore]’, lacks point. κατετάκετο: Polyphemos again resem
bles Odysseus, κατείβετο δέ γλυκύς αιών {Od. 5.152), or Τ .’s own 
Daphnis (Idyll i, Idyll 7.76); for Lucretius, lovers tabescunt minere caeco 
(4.1120). Eros is commonly conceived in ‘liquid’ terms (M. Davies, 
Hermes 111 (1983) 496-7, Campbell on Arg. 3.290); on the seashore, 
the Cyclops can blend emotionally with the sea, but is for ever bar
red from physical union. εχθιστον: the Cyclops wishes to be rid 
of the terrible pain.

16 ‘[a wound] which a dart from great Kypris had fixed in his 
liver’. To construe Κύπριδος έκ μεγάλας only with έλκος leaves 
βέλεμνον bare; for the late position of the relative cf. 7.103, and for 
‘fixing a wound’, rather than ‘fixing an arrow’, cf. Find. Pyth. 2.91, 
Arg. 3.764-5 ανίας . . .  ενισκίμψωσιν έρωτες. The Cyclops’ all- 
consuming passion (υποκάρδιον . . .  ήπατι, cf. 13.7m.) is described 
in an echo of Odysseus’ killing of Eurymachos, εν δέ οί ήπατι πήξε
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θοόν βέλος {Od. 22.83); even when Kypris tortures Polyphemos, the 
real enemy is in the background, πδξε is the only unaugmented past 
tense in the poem, and this heightens the sense of quotation.

17-18 Cf. above, p. 220. Lovers standardly gaze out to sea when 
the beloved is away (Ariadne; Meleager, Anth. Pal. 12.53.4 (= HE 
4331) Φανιον εις χαροπόν δερκομέναν πέλαγος), but the primary 
model is the unhappy Odysseus on Calypso’s island {Od. 5.84, 158). 
At 6.27-8 Damoitas’ Polyphemos claims that Galateia inverts the 
motif by gazing from the sea towards his cave. Hermesianax fr. r 
Powell, δερκόμενος πρός κύμα, μόνη δέ οι έφλέγετο γλήν, suggests 
that Τ. had at least one Hellenistic model for this image of the 
Cyclops, cf. 51η. The move from the seashore (14) to a ‘lofty rock’ 
denotes a partial withdrawal from his pain and prepares for the 
‘success’ of the song. At another level, the verses may allude to a 
rationalising interpretation of a high mountain (?Etna) as the Cyclops 
gazing out to sea after Galateia, cf Od. 9.190-2 (Polyphemos like a 
solitary mountain peak). άειδε: imperfect, thus suggesting that 
this was not a one-time performance.

19-79 The Cyclops’ song is a kind of paraklausithyron (Idyll 3, 
Intro., Cairns (1972) 144-7, DuQuesnay (1979) 46-7) in which, 
despite his fantasies (54-7), the lover is compelled to seek to entice 
his beloved out rather than to gain entry himself It may be divided 
into four unequal sections, each introduced by an address to Gal
ateia or a self-address: 19-29 (his love), 30-53 (what he can offer), 
54-71 (their total separation), 72-9 (resolution). The song lacks the 
clear paragraphing of the parallel performance in Idyll 3, and this is 
important in judging its overall effect, cf. Ed. 2.4 haec incondita.

19-21 > Ed. 7.37-8. In form, this question is a Cyclopean version 
of lyrics such as Anacreon, PMG 417 πώλε Θρηικίη, τί δή με j λοξόν 
όμμασι βλέπουσα j νηλέως φεύγεις . . .  νυν δέ λειμώνας τε βόσκεαι | 
κουφά τε σκιρτώσα παίζεις (cf 11.21), but there may be a specific 
model as well. Philoxenus’ Cyclops had addressed Galateia as ώ 
καλλιπρόσωπε χρυσεοβόστρυχε ] χαριτόφωνε θάλος Ερώτων 
{PMG 821), but Demetrius, On style 162 cites the phrases πολύ πάκ- 
τιδος άδυμελεστέρα and χρύσω χρυσοτέρα from Sappho (fr. 156 
Voigt), and a probably corrupt notice in a late rhetorician provides a 
much longer list: otov τα Άνακρέοντος [PMG 488], τα Σαπφοΰς· 
oTov γάλακτος λευκοτέρα, ύδατος άπαλωτέρα, πηκτίδων Ιμμελεσ-
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τέρα, ίππου γαυροτέρα, ρόδων άβροτέρα, ίματίου έανου μαλακω- 
τέρα, χρυσου τιμιωτέρα. Which phrases belong to Anacreon or 
Sappho or neither is far from clear (cf M. Treu, Von Homer zur Lyrik 
(2nd ed., Munich 1968) 183-6), but as Sappho is important for 22-3, 
it seems that, like Simaitha at 2.106-10, the lovesick Cyclops here 
reaches for the poet of eros to express his complaint. The trans
formation of Sappho’s πάκτιδος άδυμελεστέρα (‘more sweet-singing 
than a harp’) into λευκοτέρα πακτδς (‘whiter than cream cheese’) is 
a particularly brilliant effect. The 3~2-2~3 arrangement of phrases, 
coupled with a chiastic adj.-noun-noun-adj. organisation of the 
central terms, confirms the Cyclops’ stylistic pretensions. These 
verses gave rise to Ovid’s truly ‘Cyclopean’ imitation at Met. 13.789·- 
807. Demetrius, On style 123-7 criticises ‘hyperboles’ such as ‘whiter 
than snow’ as ‘particularly frigid because they suggest impossibil
ities’, and he notes that comic poets are fond of such phrases 
because the impossible soon turns into the laughable (το γελοίου). 
Comedy is certainly relevant here.

ao λευκοτέρα πακτδς: ‘Miss Milky’ is bound to be very white, the 
desirable colour in women, but her name rules out the more obvious 
‘whiter than milk’. Whether we are to understand that Polyphemos 
did not realise the meaning of Galateia’s name (as he did not under
stand Odysseus’ disguise as Outis) is uncertain. Cheese itself was 
proverbially white (cf. Tyro, so named ‘for her whiteness’, Diod. Sic. 
6.7.2 etc.), and the Cyclops, being an expert in such matters (cf. Od. 
9.246-7), specifically chooses πακτή (Peream cheese or a kind of 
thick yogurt, from ττήγνυμι ‘to set’, cf. 66, Antiphanes fr. 131.9 K-A) 
as a way of enhancing the compliment. ‘The language of love’ is, 
however, not concerned with realism or truth, and in revealing his 
dairy expertise the Cyclops proves a bathetic lover. In the same sec
tion where he cites Sappho’s comparisons, Demetrius contrasts the 
charis arising from the use of ‘beautiful nouns’ (as in Sappho) with 
the laughable effect of ‘nouns which are ordinary and common’ 
{On style 163-6); he might well have been describing this verse, 
ποτιδεΐν: Polyphemos has certainly seen cream cheese, but (we are 
to understand) it is an open question whether he has ever seen Gal- 
ateia.

■21 γαυροτέρα ‘more skittish’, with the further nuance of ‘proud’, 
‘stand-offish’; Galateia is ‘playing hard to get’, cf. Eel. 3.64 male me
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Galatea petit, lasciua puella, Ovid, Met. 13.791 tenero lasciuior haedo, μόσ
χος may be a calf of either sex, but there is a clear implication that 
Polyphemos would like to ‘yoke’ her. Cf. Hor. C. 2.5, the iuuenca 
who is not ready for marriage is characterised as ludere praegestiens 
(8-9, cf. γαυροτέρα) and an inmitis uua (10, cf. ομφακος ώμδς). 
φιαρωτέρα ‘brighter’, ‘glossier’, though the exact sense is uncertain. 
Young grapes are firm to the touch and Dover saw a reference to 
‘smooth, sleek skin free from wrinkles’ (which might be hard to pre
serve when living at the bottom of the sea); there may be a specific 
reference to the developing breasts of a young girl (made more 
obvious by the variant σφριγανωτέρα). For the image of a girl as a 
grape, ripening for the inevitable ‘pressing’, cf. Ar. Peace 1338-9 
(τρυγάν), GP 2402, 3218-19, Nisbet-Hubbard on Hor. C. 2.5.10, and 
perhaps already Alcaeus fr. 119.15-16 Voigt. ώμδς: as όμφαξ 
by itself denotes ‘an unripe grape’, the epithet is not merely indica
tive of the Cyclops’ poetic style (45-8n.), but perhaps also hints at 
Galateia’s cruelty, her ώμότης, a characteristic that, later in life, 
Polyphemos himself was to display in superabundance.

22-3 The Cyclops’ dreams are full of Galateia, but he does 
not understand dreaming, and imagines that she comes ashore the 
moment he falls asleep and retreats to the water as soon as he wakes 
up. The repeated half-line re-works Od. 9.333, ότε τόν γλυκύς ύπνος 
Ικανοί, of the time at which Odysseus will put out his eye, to show 
the depth of the Cyclops’ pain; this sleep is, however, ‘sweet’ 
because it brings visions of Galateia, and hence release from suffer
ing. As in the previous verses, echoes of Sappho mark the lover’s 
poetry, cf. fr. 63.1-3 Voigt Όνοιρε μελαινα[... j φοίταις, ότα τ ’ 
ϋπνος[... j γλύκυς θέος, ή δεΐν’ όνίας μ[... For such dreams cf. 
Aesch. Ag. 420-6, Hor. C. 4.1.37-8 nocturnis ego somniis \ iam captum 
teneo, iam uolucrem sequor, Ovid, Her. 15.123-34 (Sappho to Phaon), 
Hunter on Arg. 3.616-32, The Cyclops’ failure to distinguish dream
ing from ‘reality’ speaks to the very nature of eros, which is stand
ardly constructed as desire for something which is both real and 
insubstantial; Lucretius 4.1097-1104 draws close parallels between 
dreaming and sexual desire, as both involve simulacra (cf. Brown 
(1987) 82-7, Nussbaum (1994) 164-72). Cf. Eel. 8.108 credimus? an, qui 
amant, ipsi sibi somnia fingunt? The almost repeated half-line perhaps 
suggests the simple patterns of the lullaby (cf. 24.7-9, Dover xlvii-1),
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appropriate for the childlike Cyclops, and indicates the ceaseless 
repetition of the dreaming experience. φοιτήις S’ αύθ* οϋτως 
‘and (continuative δέ) you appear at once just like that [cf. LSJ s.v. 
ούτως iv] . . . ’ There is doubt over the text, but if αυθι is used, as in 
Homer, with the sense of αύτίκα, then the Cyclops refers to the 
familiar impression that dreams begin and end precisely when sleep 
does; others prefer to take αυθι as ‘here’.

24 A spondeiazon (cf. 58, 69) closes the opening plea. The simile 
says more than the Cyclops intends: as wolves eat sheep, so the 
Cyclops was to be best known for eating those with whom he came 
into contact, cf. further i3.62~3n.

25-7 > Eel. 8.37-8. Perhaps a further Sapphic echo, cf, fr. 49.1 
Voigt ήράμαν μέν έγω σέθεν, Άτθι, πάλαι ποτά. Flower-picking is 
the almost inevitable setting in myth and literature for rape, but 
here the girl is chaperoned, and the result is unrequited love; to 
what extent this incident is a figment of the fantasy of a lonely shep
herd is left deliberately unclear, υάκινθος is a mountain flower (wild 
orchid?) which has not been securely identified (cf. Sappho fr. 105b 
Voigt, Thphr. HP 6.8.1-2, Gow on 10.28, Lembach (1970) 174-9); ü 
occurs frequently in connection with Aphrodite or scenes of eros 
(cf. PUG  346.7-9).

25 τεούς: for this genitive cf. 18.41, Sophron fr. 59 Kaibel, Cor
inna, PUG  654 iv 6, 666; it may be one of the ‘broader’ features of 
the Doric of this poem, cf. above, p. 218.

26 ματρί: Thoosa, daughter of Phorkys (Od. 1.71-3). It is central 
to his tragedy that Polyphemos cannot even swim (6on.), though he 
is the child of Poseidon and a sea-nymph. There is probably an allu
sion to a ‘Homeric problem’: Aristotle had discussed how Poly
phemos could be a Cyclops when neither of his parents were (fr. 172 
Rose).

27 εγώ δ’ οδόν άγεμόνευον: a Homeric collocation particu
larly associated with Odysseus (Od. 6.261, 7.30, 10.501); even at this 
moment of tender memory, Polyphemos is trapped in the language 
of the enemy.

28 -9  ‘Having seen you, from that time forth (έκ τήνω) p  was 
unable] afterwards, and even now am still unable, at all (παι) to 
cease [from love]’ (cf. Hopkinson (1988) 152). The somewhat clumsy 
redundancy, which suggests a distinction between the time after ‘the
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first sighting’ and the present (so Σ), suggests the Cyclops’ struggle 
for words. Others prefer to take ύστερον with έσιδών, but έκ τήνα: 
would then lose its force, and the situation is more pathetic if he hai 
seen (or thinks he has seen) Galateia only once. Stark (1963) 361-5 
suggested ύστερον ούκέτι πάγχυ. τίν δ’ ού μέλει: cf. 3·52· 
μα Δ ί’ί when older, this Cyclops was to be openly contemptuous of 
Zeus (Od. 9.275-8, Eur. Cyd. 320-1).

30 χαρίεσσα: cf. 13.7η. ούνεκα: the only example in T. of 
prepositional ούνεκα, perhaps chosen for the rhetorical matching 
with ούνεκα as a causal conjunction in 31. In the Hellenistic period 
the Attic preposition is largely replaced by εΐνεκα, cf. Wackernagel 
(1953) 591-612, Barrett on Eur. Hipp. 453-6.

31-3 >  Ed. 8.34. Cf. Hes. Theog. 143-5. (of the other group of 
Kyklopes known to mythology) μούνος 5 ’ οφθαλμός μέσσωι ενέκειτο 
μετώπωι· | Κύκλωπες 6’ όνομ’ ήσαν έπώνυμον, ούνεκ’ άρα σφέων | 
κυκλοτερής οφθαλμός εεις ένεκειτο μετώπωι. The Cyclops’ precise 
pedantry spares no effort in making us visualise his ugliness. Hom
er’s failure to state explicitly (cf. Od. 9.453, 503) that Polyphemos had 
only one eye much exercised ancient scholarship, and some held that 
he had in fact originally had two, as indeed he does in some ancient 
representations, cf. Σ Od. 9.106, 383; T .’s Cyclops is intent on prov
ing, even to the satisfaction of finicky philologists, that he really is 
one-eyed. On this problem in general cf. Heubeck on Od. 9.105-566 
and R. Mondi, ΤΑΡΑ 113 (1983) 17-38. Like the komast of Idyll 3 
(3.8-gn.), the Cyclops is given the shagginess and broad nose of a 
silenos; for examples of just such a representation of Polyphemos 
cf. Fellmann (1972) figs, n  and 20.

33 ύπεστι: the transmitted επεστι (sc. τώι μετώπωι) may have 
arisen from 31 or as an anticipation of επί χείλει. Cf. Call. h. 3.52-3 
(the other Kyklopes) πάσι δ’ ύ π ’ όφρύν j φάεα μουνόγληνα κτλ.

3 4 - 7  >  Ed. 2.19-22. The Cyclops’ pride in his possessions 
reworks Odysseus’ description of the cave (Od. 9.218-23), but may 
well owe something to Attic comedy, cf. Antiphanes fr. 131 K-A.

34 ούτος τοιουτος εών ‘though I am such as I have described’, 
βοτά χίλ ια  βόσκω: like a good herdsman, the Cyclops knows how 
many animals he has, though Ovid’s Cyclops goes one better, nec, si 
forte roges, possim tibi dicere quot sint; [ paupens est numerare pecus (Met. 
13.823-4). The figura etymologica βοτά . . .  βόσκω (cf. Etym. Mag.
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205.50 Gaisford) adds to the impressiveness of the claim; as βοτά 
is regularly used of cattle, Polyphemos may be hinting at a higher 
status than his sheep would normally accord him.

35 το κράτιστον ‘the finest’ (cf. LSJ s.v. 2). The Cyclops is a con
noisseur -  of milk; before too long he will drink wine which is both 
‘finest’ (cf. Amphis fr. 36.2 K-A) and ‘strongest’.

36-7  ουτ} . . .  ουτ’ . . .  ού: the asyndeton throws emphasis upon 
the final member, cf. 15.137-42, Denniston 510. Polyphemos’ boast is 
expressed in a verbatim quotation of Circe’s description of the man- 
destroying Skylla’s cave {Od. 12.76), which suggests to us that its 
‘pleasures’ are far from unalloyed; cf. also the wonders of Alkinous’ 
orchard, τάων ou ποτέ καρττός άττόλλυται ούδ’ άττολείττει | χείμα- 
τος ουδέ θέρευς, έπετήσιος {Od. 7.117-18). χειμώνος ακρω ‘the 
end of winter’, when a shortage of (fresh) cheese might have been 
expected; Servius (on Ed. 2.22) amusingly observes that cheese can 
be stored, so that the Cyclops’ boast is no great thing, άκρος may 
denote ‘the middle of’ a period of time (cf. Soph. Aj. 285 with Jebb’s 
note), but it more usually refers to the beginning or the end, cf. 
Hipp. Aphor. 3.18 άκρον θέρος ‘the beginning of summer’ {pace LSJ), 
Arat. Pham. 308 άκρσθι νυκτός ‘at the end of night’. ταρσοί 
‘wicker racks’, for stacking cheeses, cf. Od. 9.219 with Σ. 
ύπεραχθέες ‘full to bursting’, not just ‘heavy’; the Cyclops presents 
his cave as a kind of dairy wonderland.

38 > Eel. 2.23-4. Homer does not say explicitly that his Cyclopes 
play the syrinx (contrast II. 18.525-6), but the ροΐζος with which 
Polyphemos drove his animals was a subject for scholarly discussion 
(Σ Od. 9.315): T .’s Cyclops thus settles a matter of academic con
tention, and the Cyclops of Idyll 6 is also a syrinx-player (6.9). The 
Homeric scholia distinguish the ροΐζος from syrinx-playing, ‘because 
use of the syrinx is the mark of a civilised (ήμερος) shepherd’. The 
use of the syrinx at night to accompany his song (cf. 7.27-310.), 
rather than during the day to control sheep or while away the mid
day hours, is a clear sign of the Cyclops’ abandonment of his bucolic 
rôle. For the sleeplessness of the lover cf, e.g., Arg. 3.744-54, 
McKeown on Ovid, Am. 1.2.3. οΰτις: Odysseus’ pseudonym 
creates an obvious irony, cf. 61, 79.

39 The kind of song he has in mind may be like Boukaios’ love-
song at io.24-37. τίν: accusative, cf. 55, 68, Corinna, PMG 663,
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Cercidas, fr. 7.6 Powell (= 3.5 Livrea/Lomiento). γλυκύμαλον: 
lit. ‘an apple grafted onto a quince’, but ‘sweet-apple’ well catches 
the Cyclops’ feelings for Galateia, cf. Sappho fr. 105a. 1 Voigt, Lem
bach (1970) 134, Hopkinson on Call. h. 6.28. άμαι: Doric form of 
άμα; ‘In the koine άμα had become a general equivalent of συν’ 
(Bulloch on Call. h. 5.75).

40-1 > Eel. 2.40-2. This is a Cyclopean version of the goat which 
the komast offers to Amaryllis at 3.34-6. τράφω: this Doric 
form, probably occurring also in Pindar, is very poorly attested here, 
but cf. 3.16, the form τράχω (2.115, 147), and Molinos Tejada n o -  
11. μαννοφόρως: perhaps ‘with neck-markings’, hence rare and 
prized, rather than (as Σ) ‘with ornaments around the neck’ (for 
which cf. Ovid, Met. 10.113), but the meaning (like the text) is uncer
tain; Pollux 5.99 asserts that μάννος or μόννος is a Doric word for 
women’s necklaces. Virgil may have understood the word to refer to 
markings on the coat, cf. Eel. 2.41. άρκτων: the plural does not 
necessarily mean that T. (or his Cyclops) is showing that he knows 
bears usually have only one or two cubs at a time (so Arist. HA 6 
579a20, a passage misunderstood by Gow and DuQuesnay (1979) 
68) .

42-3  > Ed. 9.39-43. άφίκευσο: Σ asserts that this ‘hyper
imperative’ form is Syracusan, and T. may, therefore, have had a 
model in Epicharmus or Sophron, cf. Ruijgh (1984) 80; Wackernagel 
(1953) 864, however, sees a Hellenistic development. γλαύκαν 
. . .  θάλασσαν: this phrase occurs in Homer only at II. 16.34 (Patro- 
klos’ reproaches to the pitiless Achilles), and some of the harshness 
of that passage carries over into this: who would want to live there? 
Σ (bT) notes that it is because of the cruel harshness of the sea that 
the Cyclopes and the Laestrygonians were made children of Pos
eidon, and Polyphemos a child of Thoosa; here again (cf. 38η.) the 
Cyclops may reject contemporary academic discussion of his 
Homeric model. όρεχθεϊν ‘beat angrily’ =  ροχθεΐν, cf. Rengakos 
(1994) 122-3, Μ. P. Cuypers, Apollonius Rhodius, Argonautica 2.1-310. A 
commentary (diss. Leiden 1997) 312-14.

44 > Ed. 1.79.
45-8 In an attempt to entice Galateia out, the Cyclops performs a 

version of the bucolic locus amoenus, complete with anaphora, rhyme 
and chiasmus, to describe the delights of his cave’s setting, cf. 5.31-
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4> 45~9? ΕΉ 10.42-3; he has already dealt with the interior deco
ration (cheese-racks). Some details are taken from the cave of the 
Homeric Cyclops (Od. 9.183 laurels), but Calypso’s cave in which the 
hated Odysseus ‘spent [many] nights’ is also recalled: cypresses {Od. 
5.64), vines [Od. 5.69), cool water {Od. 5.70). This invitation to the 
beloved recalls the eroticism of Sappho’s ‘invitation’ to Aphrodite in 
fr. 2 Voigt to come to a party in a ‘lovely apple-grove’ filled with 
incense, cool water and flowers; so here, the combination of phallic 
cypresses (cf. 27.46), Dionysiae ivy, good wine and refreshing water 
make clear what the Cyclops has in mind (cf. 44). Hopkinson (1988) 
153 suggests that the water may be intended for mixing or cooling 
the wine of 46, but it is perhaps more likely that the Cyclops uses a 
standard element of the locus amoenus, without considering whether 
cold, fresh water would be very attractive to a sea-nymph.

The pairing of virtually every noun with an adjective (including 
‘white snow’, perhaps in imitation of the Homeric ‘white milk’, II. 
4.434, 5.902; cf. II. 10.437 λευκότεροι χιόνοξ) suggests the effort 
which goes into this set piece. Cyclopean poetry knows nothing of 
scholarly discussions of the verbal (particularly adjectival) style 
appropriate to poetry, cf. Arist. Rhet. 3 1406a, Eiliger (1975) 345-8, 
and yet its effect depends upon oar knowledge of them.

45 τηνεί ‘there’. For hiatus at the central caesura cf. 3.39, 42, 
18.28-9, 22.39. κυπάρισσοι: Lindseil (1937) 86 claims that 
cypresses would, at best, have been rare in the Sicily of T .’s day.

46 εστι: cf. 3.39η. κισσός: the second syllable is lengthened in 
arsis at the central caesura, cf. 1.115, 7.85, Gow on 18.5. γλυκύ- 
καρπος: in the Odyssey, wine was to prove anything but ‘sweet’ for 
Polyphemos; for the vines of the Cyclopes cf. Od. 9.110-11, 357-8, 
but the young Cyclops probably simply eats the ‘sweet grapes’, and 
urges Galateia to do likewise. Strabo 6.2.3 reports that the volcanic 
soil of Etna’s lower slopes is good for vines. Wine-drinking is largely 
absent from T .’s ‘contemporary’ bucolic world, cf. 7.65 (a fantasy 
party), 147-55 (urban characters in a rustic setting).

47 πολυδένδρεος: in Homer only of Odysseus’ estate on Ithaca 
{Od. 4.737, 23.139, 359); again the Cyclops is compelled to imitate 
that hero. For the thick vegetation on Etna (not, of course, near the 
summit) cf. Pind. Pyth. 1.28, Strabo 6.2.8.

48 χιόνος: cf. Pind. Pyth. 1.20 νιφόεσσ’ Αίτνα, πάνετες χιόυος
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όξείας τιθήνα, Strabo 6.2.8. ποτόν άμβρόσιον: the θείου ποτόν 
{Od. 9 '205) which will destroy the Cyclops is άμβροσίης καί υέκταρο$ 
. . .  άπορρώξ {Od. 9 .359)·

49 Gf. 7.57-8n. τώνδε ‘[in preference to] these things’, cf. the 
genitive after προτιμάν, προτιθέναι etc.

50 The argument moves on: ‘if you realise the advantages of 
the setting, but still think I ’m an unattractive partner, there are 
compensations inside the cave . . . ’ λασιώτερος: as the following 
verses refer to his most prominent feature, it is preferable to see here 
a return to the ‘shaggy brow’ of 31, rather than a reference to body 
hair, for which cf. Fellmann (1972) fig. 8 (though other inter
pretations of that painting have been canvassed) and which would 
be another feature shared with satyrs and silenoi (33η.). Homer 
draws particular attention to the burning of the Cyclops’ brow {Od. 
g.389). Ovid’s Cyclops is a mass of hair all over {Met. 13.844-50).

51 > Eel. 7.49-51· Nicetas Eugen. 6.511 rightly understood the 
Cyclops to be offering to singe away his shagginess, or allow Gal
ateia to do so. In such a context, however, any reference to fire is 
bound to hover between the literal and the metaphorical, as already 
perhaps in Hermesianax (cf. i7~i8n.), Thus here the cave is both lit
erally and emotionally ‘warm’ (in comparison to the cold and nasty 
sea); for the image of ‘fire under the ash’ cf. Call. Epigr. 44.2 (= HE 
1082), Meleager, Anth. Pal. 12.80.4 {—HE  4085). Following the sex- 
ualised invitation of 45-8, the Cyclops’ ‘undying fire’ may hint at a 
physical, as well as emotional, ‘staying power’. The presence of 
‘undying fire’ and (olive) logs in the cave was of course to allow 
Odysseus to produce the very tragedy to which the Cyclops alludes 
in 53, cf. Fantuzzi (1995b) 17-18. δρυός: oaks are a familiar ele
ment of the bucolic landscape (Lembach (1970) 109-11), and make 
excellent firewood (cf. 9.19). σποδώ: the genitive is suggested by 
ύπό σποδού in the same sedes at Od. 9.375 (Odysseus tempering the 
stake), and is somewhat more poetic than the dative. With either 
reading the tragic irony is apparent.

52 καιόμενος: cf. Od. 9.390 γλήυηζ καίομέυης ‘as the eyeball 
burned’. τεΰς: this genitive form is metrically guaranteed at 55 
and 2.126.

53 γλυκερώτερον: the only instance of this comparative in early 
epic is Od. 9.28, Odysseus on the pleasure of seeing Ithaca; again, the



Cyclops unwittingly echoes the man who is to destroy him. The con
ceit is a way of saying that Gaiateia is in fact dearer to him than his 
eye, cf. Megara 9 (‘equal to the eyes’), Cat. 3.5, 14.1 (‘more than the 
eyes’), Otto s.v. oculus. The present passage seems to foreshadow a 
later rationalising version in which Odysseus, ‘burning’ with love, 
carried off Polyphemos’ one daughter (his ‘eye’), cf. W. Dindorf, 
Scholia Graeca in Homeri Odysseam (Oxford 1855) 1 4-5.

54 After the ‘sweet dream’ of 44-53, some realisation of the 
impossibility of his situation dawns; this he expresses in a version of 
the ‘metamorphosis’ wish of the lover, cf. 3·ΐ2-ΐ4η., above, p. 222. 
Instead, however, of saying Ί  wish I were a fish . . . ’, he laments that 
it can never be. The verse foreshadows his later reproaches against 
his mother and draws attention to their biological difference (25- 
7η.). Does he believe that Gaiateia and his mother breathe with gills? 
οτ’: probably ότι (cf. 79, 16.9), rather than causal δτε (LSJ s.v. b). 
βράγχι’ ‘gills’, to enable him to descend (κατέδυν) to the depths.

55 A final clause may take a simple past indicative when it 
depends upon an impossible wish or a hypothesis contrary to known 
fact, cf. 4.49, 7.86-9, Goodwin §333. τίν: cf. 39η. χέρα: 
Polyphemos’ politesse goes one better than another Theocritean 
komast: Delphis claims that he too would have come with flowers 
and been content to kiss Simaitha’s mouth (2.118-28). A kiss on the 
hand is normally a mark of (non-erotic) friendship (Od. 21.225, 
24.398, [Bion] 2.23), but here we may see a gesture of pleading 
supplication (cf. II. 24.478).

56-7  For the gift of flowers, perhaps in a garland rather than a 
bouquet, cf. 2.121-2, 3.21-30.; despite Galateia’s apparent fondness 
for flowers (26-7), one may wonder how successful they would be as 
an underwater gift. Once again (cf. 45-80.), every noun is paired 
with a (rather simple) adjective. κρίνα: not certainly identified; 
lilies do not flower in the winter (58), so perhaps ‘narcissus’, cf. Lem
bach (1970) 165-6. μάκων’ ‘poppies’ (which flower in summer), 
cf. Lembach (1970) 161-5.

58 -9  The αλλά covers a piece of Cyclopean reasoning (cf. Radt 
(1971) 256): having used ή . . .  ή in 56-7, he answers the possible 
objection that it would have been better (and perhaps Gaiateia 
would have expected him) to bring both, by explaining why that 
would not have been possible. His naïve pedantry (cf. 36-7) is obvi-
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ously amusing, but it also lays bare the artificially conventional na
ture of ‘love-poetry’, which has no place for simple ideas of ‘real
ism’. ταΰτα . . .  αμα πάντ’: amusingly exaggerated for two kinds 
of flower.

60 The text is very uncertain. If the transmitted μαθεϋμαι is cor
rect, it will be an alternative (perhaps a ‘back formation’ from the 
aorist) to μαθησεΰμαι, which would follow a regular Doric pattern of 
marking the future by both -σ- and -ε-, cf. 2.8 βασευμαι. Buck (1955) 
115; δεούμεθα (αντί του δεηθησόμεθα) is, however, cited for Epi
charmus (fr. 120 Kaibel). νυν μάν ‘but as things are’, i.e. ‘as I 
don’t have gills . . . ’ vetv ye: swimming will at least (γέ) give him 
some taste of life in the water, even if descent to the depths is ruled 
out. Not knowing how to swim was a mark of the proverbially igno
rant (on a par with not knowing the alphabet), cf. PI. Laws 3 68gd 3, 
CPG π  39; the Cyclops again reveals himself all too plainly. Pos- 
idippus’ Cyclops ‘often went diving with Gaiateia’, thus reversing 
T.’s motif (P. Mil. Vogl. 1295, col. 3.28-41 Bastianini-Gallazzi). On 
classical attitudes to swimming cf. E. Hall in H. A. Khan (ed.), 
The birth of the European identity: the Europe-Asia contrast in Greek thought 
490-322 BC (Nottingham 1994) 44-80, J. Auberger, Latomus 55 (1996) 
48-62.

61 With his usual literalism, the Cyclops notes that he will need a 
teacher to learn to swim, thus rather undermining the resolution of 
the previous verse. The reference to τις . . .  ξένος arriving by ship 
evokes Odysseus-ΟΟτις and the theme of xenia which is central to 
the Homeric Cyclops episode; the redundancy of συν vat πλέων 
recalls both the fact that Cyclopes have no ships (Od. 9.125-9) and 
Polyphemos’ interest in Odysseus’ ship (Od. 9.279-80). The Cyclops 
chooses (unwittingly) an expert swimmer as his teacher, perhaps in 
fact the protos heuretes of the art: cf. esp. Od. 5.291-493 where the 
shipwrecked Odysseus is carried by a storm to Scheria; that episode 
is full of ‘swimming’ words. ώδ’ ‘to this place’. Contrast ‘here’ in 
64.

62 ϋμμιν ‘you [Nereids]’.
63 Subsequent poetry fulfilled the Cyclops’ prayer, but for Bion, 

not for him, cf. EB 62-3 και νυν λασαμένα τώ κύματος εν ψαμά- 
θοισιν I Ιζετ’ έρημαίοισι κτλ.

64 Consciousness of his situation foreshadows the return to
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‘common sense’ of 72-9. εγών: cf. 3.24η. Choice between έγών 
and εγώ  is particularly difficult before a following initial v-. άπεν- 
6εΐν: apparently a unique example of λαθέσθαι plus infinitive mean
ing ‘forget to . . . ’

65-6  > Eel. 2.28-30. As we would expect, the Cyclops lists his 
activities in their proper order: a day in the fields, then milking and 
cheese-making (cf. Od. 9.244-7). τάμισον: curdled milk taken 
from the stomach of a young animal was used to set cheese, cf. Σ 
Nicander, Ther. 577, Gow on 7.16. ‘Miss Milky’ is unlikely to be 
attracted by this occupation. δριμεΐαν ‘pungent’ (cf. 7.16) rather 
than ‘sharp to the taste’.

67-9  Lest Galateia should object to his implied reproaches, Poly- 
phemos makes clear, with the familiar petulance of the child, that 
his mother carries sole responsibility for his plight.

67 αδικεί: this verb is standardly used of ‘bad behaviour’ by one 
lover to another (Sappho fr. 1.20 Voigt, Call. Epigr. 42.6, L. Belloni, 
Aev. Ant. 2 (1989) 223-33), so its use of the Cyclops’ mother empha
sises Galateia’s guiltlessness.

68 ούδεν . . .  ολως ‘absolutely none’, cf. LSJ s.v. όλος in 3. 
τίν: cf. 39η.

69 αμαρ επ’ άμαρ . . .  λεπτύνοντα ‘growing thinner day by day’, 
an unusual intransitive use of λεπτύνειν (with Meineke’s certain 
emendation); the verb is at home in medical contexts. For the lover’s 
conventional thinness cf. 2.89-90, 14.3, McKeown on Ovid, Am. 
I-6.5-6.

70-1 For the lover’s (conventional) headache cf. 3.52η.; the 
Cyclops absurdly adds his feet, just for good measure, and ‘both feet’ 
is a further touch which betrays the cunning of the child in appeal
ing for pity. σφύσδειν ‘throb’, a further medical term which will 
appeal to Nikias. άνιαθήι . . .  άνιώμαι: with a touching faith in 
Thoosa’s maternal instincts, the Cyclops threatens to make her feel 
emotional pain at his (pretended) physical pain, since she feels no 
pain at his (real) emotional pain.

72 -4  > Eel. 2.69-72.
72 Κύκλωψ: his name is Polyphemos (8), but he is also known 

throughout literature as ‘the Cyclops’ (cf. 7), although one would not 
expect him to use this form; as Σ Od. 9.403 points out, Odysseus, qua 
character in the story, only uses the proper name after the other
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Cyclopes have revealed it, although he continues (as also in Eur. 
Cycl.) to address him as ‘Cyclops’. Polyphemos’ use of Κύκλωψ here 
thus activates a sense of his own literary future. Self-address of this 
kind is particularly common in New Comedy, and this may be part 
of the flavour here, cf. F. Leo, Der Monolog im Drama (Berlin 1908) 
94-113, W. Schadewaldt, Monolog und Selbstgespräch (Berlin 1926). 
τάς φρέυας εκπεπότασαι: cf. 2.19; the verb is a Doric perfect of the 
frequentative εκποτάομαι. Eros has wings and lovers conventionally 
‘fly’ (Anacreon, PMG 378 etc.), but here the metaphor marks dis
traction of mind.

73 αϊ κ’: if sound, this will be a Doric version of Homeric si ks 
plus the optative in the protasis of a conditional, cf. Goodwin §460. 
Some editors, however, prefer αΐκ, i.e. ai plus the κ seen in ούκ, 
both here and in other passages of literary Doric (Epicharmus fr. 21 
Kaibel, Ar. Lys. 1099). ταλάρως: wicker bowls in which milk is 
placed prior to cheese-making, cf. Gow on 5.86; T. is thinking of Od. 
9.247 ττλεκτοΤς εν ταλάροισιν. For a long list of ‘country work’ 
which can take your mind off love cf. Ovid, RA 169-212.

73-4 θαλλόν . . .  φέροις: perhaps a memory of Od. 17.224 
(Melantheus abusing the disguised Odysseus) θαλλόν τ ’ έρίφοισι 
φορήναι; this is not just a matter of the Cyclops ‘trapped’ in Odys- 
sean language (above, p. 219), for the echo reveals the hopelessness 
of his wish to ‘show more sense’: he can no more do this than escape 
his own future.

75 τάν παρεσϊσαν άμελγε: a dairy version, particularly appro
priate to Galateia, of ‘a bird in the hand’, cf. io.8-9n. and the cor
responding ‘fish’ version at 21.66 ζάτει τόν σάρκινον ΐχθύν. Σ cite a 
proverb τόν θέλοντα βουν ελαυνε. Polyphemos seeks comfort in the 
language and conventional wisdom of his own techne, showing that 
his mind is now moving back to its own sphere, ό παρεών ‘the cur
rent one’ may have been a standard term in the language of sexual 
relationships, cf. Theognis 1270 (horses happily accept one rider 
after another) ώς δ’ αύτως καί παίς τόν παρέοντα φιλεΐ. τ ι τον 
φεύγοντα διώκεις;: the question picks up τί τόν φιλέοντ’ errro- 
βάλληί; of 19 to mark the shift of attitude; the masculine is general
ising, as regularly in proverbial utterance.

76 > Eel. 2.73. The Cyclops resorts to the familiar consolation of 
the rejected, cf. 3.35-6; like 77-9 (note ‘on the land’), this is for Gal-
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ateia’s ears as much as for himself. ίσως is thus intended by the 
Cyclops with καί καλλίονα, but we will extend the doubt to 
εύρησεϊς. Homer makes it clear that, unlike the other Cyclopes, 
Polyphemos never married (Od. 9.115, 188). From later antiquity, 
however, there is evidence in both art and literature for a version in 
which Galateia did succumb and set up house with Polyphemos, cf. 
Holland (1884) 276-88, Fedeli on Prop. 3.2.7-8, Idyll 6, Intro.

77-8  If these girls are not entirely imaginary, we are perhaps to 
think of the daughters of other Cyclopes, rather than other Nereids. 
This laughter marks the Cyclops, like all bucolic lovers, as in some 
respects a (comic) Daphnis, cf. 1.90-1. συμπαίσδεν: verbs of 
‘playing’ often carry a sexual sense (cf. Asclepiades, Antk. Pal. 5.158.1 
(= HE 824) Έρμιόνηι τπθανηι ττοτ’ εγώ συνέπαιζον κτλ., 
Henderson (1975) J5 7 )> but the choice of word is appropriate for the 
infantilised Cyclops. κιχλίζοντι: in the scenario he creates to 
provoke Galateia and console himself, the ‘girls’ laugh when he 
responds to their sexual invitations (cf. 6.15-19), and he sees the 
laughter of pleasure and invitation, but we will see the laughter of 
mockery, no less cruelly teasing than the invitations themselves, cf. Σ 
‘perhaps they are laughing at him’, Headlam on Herodas 7.123. The 
lexicographers associate κιχλισμός with πόρναι and gloss the word 
as καγχασμός ‘mocking laughter’.

79 οτ’: cf. 54η. κήγών τις  φαίνομαι ήμεν Τ too seem to be 
someone [important]’; for this use of τις cf. Eur. El. 939 ηύχεις τις 
είναι τοίσι χρήμασι σθενών, Headlam on Herodas 6.54· *1 as 
well, alas, as Ούτις himself (whose success with females in the course 
of his travels was notorious). Marco Fantuzzi suggests that there is a 
contrast between the land, where the Cyclops claims to be ‘some
one’, and the sea, which is Odysseus’ realm and completely closed to 
Polyphemos.

80 ουτω: a mark of closure, bringing the poem back to the open
ing ‘moral’, cf. 13.72, 25.280. έποίμαινεν τον έρωτα ‘shep
herded his love’ (rather than his sheep), i.e. he kept his love under 
control, ‘managed’ it, and stopped it from running destructively 
wild, cf. above, p. 220. βουκολεϊν can mean ‘cheat’, ‘beguile’ and 
such a nuance for ττοιμαίνειν is found in a late text (Lucian, Am. 54), 
but ‘control’, ‘look after’ is appropriate here. The exact nuance of 
the participle in Orpk. fr. 82 Kern ττοιμαίνων πραττίδεσσιν άνόμ- 
ματον ώκύν έρωτα is uncertain.
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81 η εί: scanned, by ‘synizesis’, as a single syllable, cf. Ariphron, 
PMG 813.6, Arnott (1996) 592-3. ρδιον . . .  διδγ’: cf. 7η. The 
‘ring composition’ acts as a closural ‘QED* for the narrative, 
χρυσόν εδωκεν: i.e. to a doctor (like Nikias), not (as Σ) as a bribe to 
Galateia. Asklepios, the divine model for human doctors, was, 
according to Pindar {Pyth. 3.54-7, cf. PI. Rep. 3 4o8b-c), bribed with 
gold to raise a man from the dead, and T. here gently teases Nikias 
with the high fees doctors could earn.

VII Idyll 6

The poem begins as a third-person address to Aratos: Damoitas and 
Daphnis ‘the oxherd’ came together for a song-contest (ερισδεν, 5). 
The songs are quoted directly, separated only by a single narrative 
verse of transition (20). Daphnis tells Polyphemos how Galateia is 
doing everything in her power to attract him, but he does not seem 
to notice. In reply, Damoitas adopts the rôle of Polyphemos and 
asserts that he knows precisely what Galateia is doing, but he is 
‘playing hard to get’ as part of deliberate strategy to make Galateia 
capitulate. A closing narrative passage announces that the contest 
had no winner, but ended in perfect harmony.

The addressee of the poem may reasonably be identified with the 
Aratos named as Simichidas’ ‘great friend’ and ξεϊνος in Simichidas’ 
song in Idyll 7 (98, 119): both poems have erotic themes, and in Idyll 
7 Simichidas seeks to persuade ‘Aratos’ to abandon his fierce love for 
a boy. The Aratos of Idyll 7 is most naturally understood to be a 
Coan or at least resident on Cos; the name is found throughout the 
Aegean, but is particularly common on Cos {LGPN 1 s.v.). In or 
before 279 an Aratos served as άρχεθέωρος of the Coans to Delos (IG 
xi 2.161b.66), and T .’s friend too presumably moved in high social 
circles (for T. and ‘Simichidas’ cf. Idyll 7, Intro.). Although T. else
where (17.1, 22.8-22, perhaps 7.139-40) seems to know the Phaeno
mena of Aratus of Soli (cf. M. Pendergraft, QJJCC 24 (1986) 47-54, A. 
Sens, CQ.44 (1994) 66-9), there are no good grounds for an identi
fication of the poet with this ‘Aratos’, cf. Wilamowitz, Kleine Schriften 
π (Berlin 1971) 74-85.

The existence of an addressee gives the poem a paraenetic or 
exemplary flavour, cf. Idylls 11 and 13, where, however, the ‘mes
sage’ is made explicit. Aratos is clearly invited to apply to himself



(?and his relationship with the poet) lessons gained from the behav
iour both of Daphnis and Damoitas and of Polyphemos and Gal- 
ateia, just as the ‘message’ of Idyll π  has clear reference to the fact 
that the addressee is a poet and doctor; nevertheless, the very uncer
tainty which surrounds the relationship of (at least) Polyphemos and 
Galateia suggests that we should be wary of dogmatism about what 
those lessons might be. The poem may be a shy declaration of affec
tion to Aratos (cf. Bowie (1996) 94-5), but it is also a poem very 
much concerned with the difficulty of interpreting motive and 
action, and the subjectivity of aesthetic and emotional decisions 
(note the marked repetition of καλόν, ii, 14, 16, 19, 33, 36).

For the myth of Galateia and the Cyclops cf. Idyll 11, Intro. 
Timaeus, an older contemporary of T., recorded that Polyphemos 
and Galateia had a son called Galates (FGrHist 566 F69), and so the 
version, found in late sources, in which Galateia returned Poly
phemos’ love or was at least reconciled to him (11.76η.) might have 
been available to T. In one late prose source which may have links 
with Philoxenus’ dithyramb or a drama based upon it (PMG 818, cf. 
Holland (1884) 196-7), Odysseus advises the Cyclops to feign indif
ference once he (Odysseus) has used his magical skills to send Gal
ateia crazy with love, and if this is not itself derived from Idyll 6, it 
may again suggest a quite diverse early tradition. Nevertheless, 
Daphnis’ Galateia is at best ambiguous. Is she really crazy with love, 
or -  as 15-17 strongly suggest -  is she just teasing the Cyclops, like 
the giggling girls of 11.77-8? Her behaviour and her motives both 
demand and defy interpretation, and for this reason Daphnis cannot 
impersonate her, but must remain as a third-party observer and 
interpreter. His song makes clear, moreover, that Galateia’s very 
existence is at least as ephemeral as that of her namesake of Idyll 11 
(or indeed of those giggling girls); when the dog looks for her, ail it 
sees is the sea (10-12), and cf. 34~8n. ‘You don’t see her’ sings 
Daphnis, and one reason may be that no one can see her.

Idyll 6 presupposes Idyll π  both in terms of setting -  Polyphemos 
is now older than he was ‘then’ (36) -  and because the text is replete 
with allusions to and reversals of Idyll π  (cf. Ott (1969) 72-6, 
Köhnken (1996a)); these are noted as appropriate in the com
mentary. It is hard to resist the inference that Idyll 6 was written 
later than Idyll n , and for an audience that knew Idyll 11; there is,
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however, no reason to assume that they were written very close in 
time to each other or ‘circulated’ as a pair. If Aratos has been cor
rectly identified (cf. above), Idyll 6 may have been composed on Cos, 
but this is no more necessary than that Idylls 11 and 13 were com
posed at Miletos. Unlike Idyll 11 (above, p. 2:8), the metrical and 
verbal style of Idyll 6 is that of T .’s bucolics.

If Galateia’s rôle is ambiguous, so is Daphnis’. His words are as 
teasing and shifting as her behaviour (cf. 6~7n., 15-170., i8-ign.). In 
particular, his stress on sight and seeming (8, 9, 11, 19) hints at the 
future blindness of the Cyclops, and is part of the challenge he 
utters, a challenge instantly met and refuted by Polyphemos in 21-5 
(and cf. 35). Daphnis describes things, such as the barking dog, as 
though the Cyclops was already literally blind, and not just ‘blind’ to 
what Galateia is doing (for the metaphor cf. Soph. OT  371). We are 
also challenged to identify the character behind this voice. Although 
the goatherd Komatas of Idyll 5 is most naturally understood to be a 
latter-day namesake of the legendary goatherd of Idyll 7, it is rea
sonable to understand Δάφνις 6 βουκόλος here as the legendary 
Daphnis of Idyll 1, as the poet of Idyll 8 seems to have done (and cf. 
Hypoth. Idyll 1, p. 23 Wendel); no other ‘bucolic’ poem is clearly set 
in the distant past, but the two other poems with addressees, Idylls π 
and Σ3, also relate myths from the past. Idyll 6 may thus be seen as a 
mimetic version of Idyll 11, as well as a complement to it. Daphnis 
may be imagined to share an ancient Sicily with the Cyclops, and 
this would suit the similarities between the two; T. would thus have 
synchronised the two primary models for his bucolic characters, and 
in 6-19 Daphnis would be ‘playing himself’, as he teases his ‘friend’ 
Polyphemos. Nevertheless the structure of frame and included song 
suggests that the question of rôle is important in both songs. Against 
the ‘contest’ of Polyphemos and Galateia is set the non-contest of 
Daphnis and Damoitas, a couple whose harmony seems to reverse 
the bitter rivalry of the herdsmen of Idyll 5 (45η.). For them such 
disputes and harsh emotions belong to the world of story and song; 
theirs is rather a kind of ‘golden-age’ equality in which the striving 
for advantage has no place. So too the lack of topographical specifi
city in the setting of the frame serves to set them apart from both 
Galateia and Polyphemos and the characters of the other bucolics.

If Daphnis himself is playing a rôle, three possibilities for that rôle
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deserve consideration. Daphnis may impersonate another teasing 
friend of the Cyclops, both praeceptor and irrisor amoris (like Priapos in 
Idyll i). Secondly, a late Hellenistic relief in the Villa Albani shows 
Polyphemos seated on a rock under an oak tree; he holds a lyre and 
is being watched by a sheep. At his shoulder is a Cupid who is 
pointing into the distance and Polyphemos turns to follow the direc
tion indicated, cf. G. Rodenwaldt, Das Relief bei den Griechen (Berlin 
1923) 99 with fig. Ï20. It is an obvious inference that the Cupid is 
pointing to Galateia (cf. 6.9), and the voice which tries to interest 
Polyphemos in Galateia is obviously a voice of desire; could it be 
Eros himself? Finally -  and perhaps most temptingly -  the character 
with most to gain by distracting Polyphemos with the attractions of 
a beautiful woman is Odysseus; Daphnis places Polyphemos and 
his interlocutor outside, rather than inside, the cave, but in post- 
Homeric texts (cf. Euripides’ Cyclops) the interaction of Odysseus 
and the Cyclops is not necessarily limited to the interior of the cave. 
Does Daphnis take the rôle of Odysseus? This would certainly fit his 
shifting mode of speech and his anonymity (Odysseus was after all 
£No Man’), and give particular point to Polyphemos’ dismissal of the 
prophecies of Telemos. For a possible model in Philoxenus cf. 
above, p. 216.

The brilliant response which Damoitas places in the Cyclops’ 
mouth answers Daphnis’ song point for point, and meets ail the pos
sibilities created by Daphnis’ challenge. We are amused when the 
Cyclops takes the teasing of Daphnis and Galateia seriously, but his 
answer also allows for the possibility that he knows that he is being 
teased: either way, he is not going to fall for it by becoming emo
tionally upset, i.e. by reliving the agonies of Idyll 11; if Galateia 
really is crazy about him, she is just going to have to capitulate 
without further ado. ‘I saw her’ he says: are these the words of a 
deluded buffoon, or a neat riposte to Daphnis’ challenge from a 
Cyclops ‘in control’? The uncertainties of the game which Galateia 
and the Cyclops are playing are reflected in the continued vocabu
lary of seeing, seeming and appearance with which the songs 
abound (8, n , 19, 21-2, 25, 28, 31), culminating in the Cyclops’ 
vision of himself in the glassy water, a vision which itself suggests 
the horrible deceptiveness of sight (cf. n. ad ioc.). It is against these 
‘uncertain appearances’ that the apparent harmony of Damoitas 
and Daphnis is to be judged.
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Whereas Daphnis’ song had foreshadowed Polyphemos’ future, 
Polyphemos himself has not forgotten about Telemos, and threatens 
to shut Galateia out (rather than shutting the Greeks in). The 
Cyclops of Idyll 6 responds almost as though Od. 9 did not exist: the 
rarity of verbal echo of that book is remarkable -  even when Telemos 
is explicitly mentioned, it is another book of the Odyssey which is 
reworked. Whereas the young Cyclops of Idyll 11 exists in a timeless 
dairy wonderland, the Polyphemos of Idyll 6 swears by Pan and 
Paian, keeps a pet sheepdog, receives lessons in rustic superstition 
from an old woman and knows of Parian marble; he is, in short, not 
unlike the ‘non-mythical’, contemporary characters of the other 
bucolics. Such ‘anachronisms’ serve the erasure of Od. 9 as a model 
text; if Idyll π  showed how Homer had placed all subsequent poets 
in the hopeless position of young Polyphemos (above, p. 219), Idyll 6 
reasserts the power of the present over tradition. The existence of a 
famous literary model need not (need it?) determine the poetry of 
the present: T .’s Cyclops can show bravado in the face of the 
Homeric pattern, no less than T. himself can demand a place for his 
bucolic poems in a world which already has Odyssey 9. The fact that 
both Telemos and Homer have spoken does not mean that new 
directions are not possible. The fates of both poet and character lie 
with us.

The similarities between the story of Daphnis in Idyll 1 and that 
of Polyphemos and Galateia in Idyll 6 are striking: a girl frantically 
pursuing a man who apparently takes no notice, thereby earning the 
titles δύσερως and αίττόλος; Galateia comes from the sea, as the 
‘girl’ of Idyll 1 may be a water-nymph. The Daphnis of Idyll 6 seems 
to play the part of the Priapos of Idyll 1 who precisely advised 
‘Daphnis’ in matters of love, whereas Polyphemos finds himself in 
the rôle of the Daphnis of Idyll 1. These similarities have been 
interpreted in various ways. The Cyclops may simply show the ‘less 
serious’, less dangerous type of eros, the comic version of the tragic 
myth. Bernsdorff (1994) stresses rather that the young Daphnis did 
not himself learn the lessons of his own song, which foreshadows 
his fate, as the Cyclops’ song in π  foreshadows his; Fantuzzi (1995b) 
18-19 prefers to see here a joke about the supposedly paradigmatic 
status of myth -  myths in Hellenistic poetry are in fact so unstable 
and ‘non-exemplary’ that both a Daphnis and a Cyclops can fit the 
same pattern. What is, however, most important is that (on one
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level) Idyll 6 is a comic ‘reading’ of Idyll i; Polyphemos claims that 
his behaviour is merely a strategy to get what he wants, but in fact 
he is imitating what he believes (surely wrongly) to have been Daph
nis’ strategy. The Daphnis of Idyll i was not playing hard to get, but 
he could well have appeared so: the comic version of bucolic is thus 
shown to be secondary and parasitic upon the tragic, as Attic com
edy was secondary and parasitic upon tragedy. So too, the Cyclops 
of Idyll 6 suggests a comic version of the Epicurean αυτάρκης και 
άτάρακτος, set off against the alleged behaviour of Galateia, which 
is described (by Polyphemos!) as a disturbance to match that which 
Epicureans saw in eros (28η.). As so often, therefore, myth in T. 
replays, in its own mode, the authorising ‘bucolic’ myth of Daphnis.

Title. Βουκολίαστα'ί Δαμοίτας και Δάφνις.

Modern discussions. Bernsdorff (1994); Bowie (1996); Fantuzzi (1998a); 
Gershenson (1969); Gutzwilier (1991) 123-33; Hutchinson (1988) 183- 
7; Köhnken (1996a); Lawall (1967) 66-73; (1969) 67-84; Stanzel
0 9 9 5 ) !7 7- 9 o; Walker (1980) 60-5.

1-2 >  Eel. 7.2. Δαμοίτας: the name is not uncommon on the 
Greek mainland, but the majority of attestations come from 
Thessaly; Bowie (1996) 93-4 makes the attractive guess that T. took 
the name from Simonides’ poems for Thessalian patrons. χώ: 
i.e. και ό. When the article accompanies only the second of a pair or 
the last of a series of names, that name is usually also modified by an 
adjective (7.131-2, 22.34, 140, 26.1); ό βουκόλος performs that func
tion here. ο βουκόλος ‘the famous oxherd’, cf. 7.73 Δάφνις ό 
βούτας, Leutner (1907) 40-4. τάν άγέλαν: despite the separate 
flocks of sheep and goats in Virgil’s imitation, the singular most nat
urally implies that the two boys looked after a single, often scattered, 
herd; this will be a further indication of their non-eristic harmony. 
Elsewhere, song contests take place between herdsmen of different 
flocks (goats vs lambs in Idyll 5, cattle vs sheep in Idyll 8 and per
haps Idyll g), but only cattle are mentioned in the frame of this 
poem (45). ποκ’ ‘once upon a time1 regularly introduces myth
ical narrative in Hellenistic poetry (cf. 7.73, 78, 18.1, 24.1, Call. fr. 
230 (= Hecale fr. i Hollis), Cat. 64.1): T. treats his newly created 
bucolic fiction as part of the inherited ‘sea of myth’, ώς φαυτί at
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8.2 imitates and varies this effect. Άρατε: cf. above, p. 243. 
συνάγαγον: for tht  figura etymologica with άγέλαν cf. 3.43-50.

2-3  ό μεν . . .  b 5 ’ ‘the latter . . .  the former’. 6 μέν could, in prin
ciple, be either ‘the former’ (5.94, 11.58) or ‘the latter’ (cf. K-G 
Π 264, Denniston 370-1); in 43 it is ‘the latter’, but in view of that 
mannered replay of these opening verses (42-3^), we cannot be sure 
that T. has there repeated rather than varied the initial usage, irup- 
ρός ‘golden’ refers to the colour of the first ‘fuzz’ of facial hair (cf. 
15.130 of Adonis, who resembles Daphnis in other significant ways, 
above, p. 68), whereas ήμιγένειος ‘with beard half-grown’ will denote 
a somewhat older young man. The difference in age in the context 
of the general similarity of the two is a manifestation of an impor
tant theme of the poem, cf. above, p. 244. If we are to imagine a rela
tionship between Daphnis and Damoitas on the classical paederastic 
model, then the ‘half-bearded’ one will be the erastes, though still 
himself young (cf. PI. Charm. 154a, Euthyd. 273a7), and the kissing of 
42 makes Damoitas the more likely for this rôle; for Daphnis as an 
eromenos cf. Epigrams 2 (Δάφνις ô λευκόχρως) and 3. Idyll 6, how
ever, seems to foreshadow the less hierarchical homosexual relation
ships of later erotic literature. In imitating these verses, the poet of 
Idyll 8 made Daphnis and Menalcas identical in age (8.3), but also 
called Daphnis ό χαρίεις (8.i), the standard description of an eromenos 
(cf. 13.7η.). αμφω stresses the ‘togetherness’ of the young men.

4 θέρεος μέσοι αματι ‘in summer, in the middle of the day’. 
Whereas elsewhere the burning midday is a time of potential threat 
(1.15-180.), here it marks a moment of repose which matches the 
(real or feigned) calm of Polyphemos’ mood.

5 It is very unusual to separate τοιάδε (τοϊα, τοιαϋτα, τάδε etc.) 
from the speech which it introduces, but the harshness is mitigated 
by the change of subject and the need for the (reciting) poet to indi
cate who is speaking. The intercalated verse, nevertheless, carries 
particular stress ~ Daphnis goes first because he was ‘first keen for /  
proposed a contest’ (ερισδεν), not out of any spirit of contention. It 
might be thought that the harder job in such a ‘contest’ was to sing 
second and have to adapt to the lead of the first singer, and that 
therefore the proposer of the contest should have that task; so in 
Idyll 5, Lakon proposes and Komatas eventually begins (έρισδε at 
5.30 may not mean precisely ‘begin the contest’). In Idyll 8, however,



the order is decided by iot. Whether or not there was a ‘normal’ 
pattern, it is clear that in Idyll 6 the emphasis is on the absence of 
disruptive contention. So too, the fact that no prizes or wagers are 
mentioned before the singing (contrast the wrangling of 5.21-30) 
removes all sense of an agon from the ‘contest’; cf. further 42-~3n. 
What is striking is the absence before 5 of any explicit reference to a 
contest; it is as though the poet here operates with a convention in 
which the mere fact that herdsmen sit together in the heat of the day 
signals that a song-exchange will follow. The technique foreshadows 
that of later pastoral, cf. Alpers (1996) 80-2.

6 -7  >  Eel. 3.64. The names of the ‘lovers’ stand, as often, in the 
first verse (cf. n.8n.), despite the fact that this is a mimetic ‘drama’ 
rather than a narrative. ά Γαλάτεια ‘Galateia, whom you know /  
in whom you are interested’, cf. 3.1-50. μάλοισιν: cf. 3.10η. 
Unlike the flirtatious Galateia, Polyphemos himself ‘did not love with 
apples . . . ’ (11.10). ποιμνίου . . .  μάλοισιν allows a play on μαλου 
‘apple’ and μήλον/μαλου ‘sheep’, cf. 1.109-ion. Daphnis’ style is as 
shifting and ambiguous as the behaviour he describes. δυσέρωτα 
και αίπόλου ανδρα καλεΰσα ‘calling [you] backward in love and a 
goat-keeping man’; the striking parallel with 1.85-6 (where see nn.) 
is a foreshadowing of Polyphemos’ pose as a Daphnis. As Σ notes, 
the Homeric Cyclops had both sheep and goats (Od. 9.184, 220 etc,), 
but in T. there is no sign of the latter. T .’s herdsmen standardly look 
after one kind of animal only (cf. x.8on.), but the pattern seems to be 
broken by the poet of 9.15-21 (?in the voice of the Cyclops). The 
transmitted του αίπόλου might represent the direct speech of Galateia 
as ‘Goatherd, you are backward in love’ or ‘the goatherd is back
ward in love’ (so Dover), but Meineke’s καί seems a significant 
improvement; τόυ may have arisen from 5.88 βάλλει και μάλοισι 
τόυ αίπόλου ά Κλεαρίστα. Posidippus’ αίπολικό$ δύσερως of Poly
phemos (Ρ. Mil. Vogl. 1295, col. 3.28-41 Bastianini-Gallazzi) is very 
likely a near contemporary allusion to this verse, cf n.6on.

8 ποθόρησθα: probably ‘see’, as in 22, rather than ‘look at’, as in 
25. For this form cf 1.36η. τάλαν τάλαυ ‘you poor wretch’, an 
exclamation of (here feigned?) compassion, cf. Call. Epigr. 30.1-2 
Θεσσαλικε Κλεόυικε τάλαυ τάλαυ, ού μά τόυ όξύυ j ήλιον, ούκ 
εγυωυ, ι.82-3η. κάθησαι*. cf. 11.17; here, by contrast, the 
Cyclops does not sing of Galateia, but plays the syrinx for his own
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amusement and as part of his comic rôle-playing as Daphnis, the 
greatest of all mortal syrinx-players.

9 άδέα: cf. i.m.; the Cyclops pipes ‘without a care in the world’. 
We might, however, well ask whether Cyclopean syrinx-playing 
(11.38η.) is likely to have sounded ‘sweet’; the Cyclops’ adviser is a 
tease like Galateia. τάν κύνα: Philippus, Anth. Pal. 11.321 (= GP 
3033-40), treats ‘whether the Cyclops had dogs’ as the typical zetema 
of stupid grammarians, and the absence of dogs from Od. 9 does 
indeed seem to have been of interest to Homeric scholars (cf. Σ Od. 
9.221, Eustath. Horn. 1622.12-30). Homer in fact uses dogs as markers 
of civilisation (cf S. Goldhill, Ramus 17 (1988) 9-19), and their absence 
brands Polyphemos as particularly savage; the Cyclops of Idyll 6, 
however, is a more ambiguous figure, closer to bucolic norms (for 
dogs in the bucolic world cf. 5.106, 8.27, 65-6). C f further 29-300., 
above, p. 247. The Euripidean Polyphemos has hunting-dogs (Cycl. 
130), as does Daphnis in Aelian’s version of the legend (NA 11.13).

10-12 If we take ‘Daphnis’ seriously, we will say that the dog 
senses the direction from which the apple was thrown and barks at 
the sea. If, however, we stress the teasing manner of ‘Daphnis’ and 
the likely insubstantiality of Galateia, we can explain that dogs just 
‘naturally’ run along beaches and bark at splashing waves; as n-12 
and 35-8 make clear, there is nothing beneath the surface of the sea 
except one’s own images. ‘Daphnis’ suggests, however, that Poly
phemos should react to Galateia’s advances with the same vigour as 
his dog. Somewhere behind 9-14 (the pelting of the dog, the threat 
to Galateia’s legs) lies Odysseus’ confrontation with Eumaios’ dogs 
(κύυε$ ύλακόμωροι) at Od. 14.29-4.7; surely Polyphemos is not going 
to allow Galateia to be treated like Odysseus? The - k- sounds of 11- 
12 mimic the sound of the waves rippling on the shore.

11 viv i.e. ‘the dog’. φαίνει ‘reflects’; more usual in this sense 
is έμφαίνειυ.

12 ασυχα καχλάζοντος ‘gently sounding’, here of the shore itself 
(cf. Pind. 01 . 7.2, Dionysius ‘Periegetes’ 838 perhaps in imitation of 
this verse) rather than the waves. The better attested καχλάζουτα 
leaves αίγιαλοίο rather exposed and produces hiatus at the feminine 
caesura (elsewhere in the bucolics only 7.8, c f 13.23-40.).

14 κατά . . .  άμύξηι: tmesis. καλόν·, the first syllable is long, in 
contrast to καλά in 11, c f i8-ign.
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15 a 5 è has a quasi-deictic force, trying to draw Polyphemos’ 
attention to Galateia. καί αύτόθε ‘even from there’, i.e. from the 
sea. διαθρύπτεται: Polyphemos is to understand ‘makes sexual 
advances’ (cf. 11.77), but we may rather put the stress on the teasing 
and ‘flirting’ involved, cf. 17, 3.34.-60.

15-17 Apparently irrational behaviour is compared to the random 
flight of blown thistledown (elsewhere called πάτητος), which is very 
difficult to grasp but seems to follow us when we move away, cf. W. B. 
Stanford, Hermathena 24 (1935) 101, J. H. Betts, CP 66 (1971) 252-3. 
Galateia’s ‘suffering’, reinforced by the ‘burning summer’ which 
evokes the fire of love inside her, is well compared to the almost 
insubstantial plant, cf. Soph. fr. 868 Radt, Eubulus fr. 106.16-20 
K -A  (πέτεται κούψος ών). Σ and some editors take the simile with 
διαθρύπτεται, but it is hard to see the resulting sense.

‘To pursue the one who flees’ is a way of saying ‘suffer from 
[unrequited] love’, cf. Sappho fr. 1.21-2 Voigt, Call. Epigr. 31, and 
‘Daphnis’ here exploits the Greek fondness for ‘polar’ expressions to 
produce a verse which Polyphemos is to understand to mean simply 
‘she is desperately in love [with you] ’, or perhaps ‘when you loved her 
she avoided you [cf. 11.75], but now that you avoid her she pursues 
you’. We, however, will also relate the verses to Galateia’s present 
‘teasing’ behaviour; Macedonius, Anth. Pal. 5.247.3 uses the paradox 
to describe a fickle lover.

18 ‘To move the stone from the line’ is a proverb taken from a 
board game (πεσσεία), in which the board was marked by five lines 
and the moving of a counter from ‘the sacred line’ was a mark of 
desperation or near-defeat, cf. Alcaeus fr. 351 Voigt, Sophron fr. 127 
Kaibel, CPG 1 259-60, RE  xm 1970-3, R. G. Austin, Antiquity 14 
(1940) 267-71; thus here Daphnis tells Polyphemos that Galateia 
would do anything to attract him, she ‘leaves no stone unturned’, 
πεσσεία was supposedly an invention of Odysseus’ bitter enemy Pala
medes (Radt on Soph. fr. 479), and so this image would be particu
larly pointed if Daphnis was impersonating Odysseus (above, p. 246).

18-19 έρωτι ‘to love’, a more generalising form of expression 
than ‘to a lover’; eras is often given the attributes of someone suffer
ing from eros, cf. Men. fr. 53 K -T  φύσει γάρ εστ’ ερως | τού νουθε- 
τούντος κωφόν, PI. Sy mp. passim. ‘Through love’ would make more 
explicit the fact that love is said to warp perceptions (cf. Σ (1) ad loc.,
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10.19-20, Di Marco (1995a) 136-9), as though there was such a thing 
as objective ‘beauty’ and ‘ugliness’ (here embodied by the Cyclops), 
but this seems a less natural way to take the dative with πέφανται. 
‘The fair seems fair’ is a way of saying ‘be in love with the fair’ (cf. 
13.3-40.); thus ‘Daphnis’ is telling Polyphemos that Galateia loves 
him, ‘the not fair’, despite his ugliness, which is admitted by the 
Cyclops himself in 11.31-3. The Cyclops of this poem will, however, 
take a different tack (34-8). At one level, the assertion (η yap) of 
‘Daphnis’ is true to human experience, but his description of Gal
ateia has left us with grave doubts about whether true eros is involved 
on her side at all. Πολύφαμε: the repetition from the first verse 
does not merely close a ring around the speech, but also marks the 
shift from narrative to didactic moral. The jingle πολλάκις . . .  
Πολυφάμε serves the memorable rhetoric of that moral. καλά 
καλά: the variation in vowel length, reflecting two different treat
ments of original καλρός, is a very common effect, cf. Call. h. 1,55, 
Epigr. 29.3, N. Hopkinson, Glotta 60 (1982) 166-7. Only at 2.125, 
however, does καλ- form the second element of a spondee. Like 
πολλάκις . . .  Πολυφάμε this effect increases the proverbial and 
mnemonic flavour of the phrase.

20 άνεβάλλετο ‘played a prelude’, presumably on a syrinx (cf. 43).
21- 2 Polyphemos first answers the charge of 8 (‘you don’t see 

her’). Πάνα: this Cyclops is so ‘bucolicised’ that he can swear by 
the herdsman god, cf. 4.47, 5.14, 141; contrast the blasphemy of Od. 
9.273-6. At 11.29 the young Cyclops swears by Zeus. Pan does not 
appear in Homer, and in Athens at least his worship was acknowl
edged to be a late historical development (Hdt. 6.105); despite Pan’s 
important rôle in the ‘timeless’ story of Daphnis (1.122-30), there is 
some ‘anachronism’ in this oath, cf. above, p. 247. ού τον εμόν 
τον ενα γλυκύν ‘no, by my one sweet [eye]’, cf. 24.75 (Teiresias) vai 
γάρ εμών γλυκύ  φέγγος άποιχόμενον πάλαι οσσων; for the ellipse 
of μά, regular in Doric, cf. 4.17, 29, 5.17, Headlam on Herodas 5.77; 
for the ellipse of a word for ‘eye’ cf. Herodas 5.59-60, 6.23, Call. 
Epigr. 30.6.

22- 3 ώι ποθορώιμι | ες τέλος ‘with which I pray to see to the 
end’; for this form of the optative cf. K-B n 72. Whereas at 11.53 the 
Cyclops offered to give up his eye, ‘than which I have nothing 
sweeter (γλυκερώτερον)’, if Galateia yielded to him, here there is no



thought of such bravado. The text is, however, uncertain. Here and 
in 25 the transmitted present ττοθόρημαι (cf. όρηαι at Od. 14.343, 
Oichaliae Halosis fr. 1 Davies) could be explained, rather awkwardly, 
as a statement of Polyphemos’ (misplaced) confidence; even so, a 
future tense might have been expected. Secondly, ποτ- is unex
pected, and Fritzsche proposed ώιπερ όρημι; but the compound 
picks up and answers ποθόρησθα of 8.

23-4  Cf. Od. 9.507-12 (the Cyclops), ‘Ah, it comes home to me at 
last, that oracle uttered long ago. We once had a prophet in our 
country, a truly great man called Telemos son of Eurymos, skilled in 
divining, living among the Cyclops race as an aged seer. He told me 
all this as a thing that would later come to pass -  that I was to lose 
my sight at the hands of one Odysseus .. .5 (trans. Shewring). The 
Theocritean Cyclops’ scorn for the prophet reminds us of how, all 
too late, he was to acknowledge his skill; nevertheless, the fact that 
Polyphemos, unlike his Homeric model, is fully conscious of the 
prophecy is part of the presentation of a Cyclops who believes him
self ‘in control’. So too the verses are a mannered reworking, not of 
the Od. 9 passage, but of Eurymachos’ scornful words to another 
prophet, Halitherses, after the latter has prophesied the return of 
Odysseus, ώ γέρου, si δ’ άγε δή μαντεύεο σοϊσί τέκεσσιν | οΐκαδ’ 
ιών, μή πού τι κακόν πάσγωσιν όπίσσω (Od. 2.178-9). The echo 
bodes ill for Polyphemos (cf. Od. 22.79-88, the death of Eurymachos 
at Odysseus’ hands), but it distances him from Homer’s Cyclops, cf. 
above, p. 247. φέροι ποτί: the active is preferable to the middle, 
and for the hiatus after ποτί cf. 24.22 άνά οίκου.

25 πάλιν ού ποθόρημι Τ do not return her glance’, cf. 8n., 22η.
26 The Cyclops puts into practice the forlorn wish of 11.76; 

whereas Homer’s Polyphemos never married (cf. 11.76η.), the other 
Cyclopes did (Od. 9.Π5). If 33 means that Polyphemos demands that 
Galateia be his wife (cf. n. ad loc.), then γυνή in 26 either means 
something like ‘girlfriend’ or Polyphemos exploits a tradition that 
the Cyclopes were polygamous; in Od. 9.Π4-15 θεμιστεύει δέ έκασ
τος I παίδωυ ήδ' αλόγων, ούδ’ άλλήλωυ άλέγουσι, the plural 
άλογων avoids the awkward collocation αλόγου, ούδ’, but later 
Greeks may have felt some sensitivity on the matter (cf. Arist. EN  10 
n8oa28“ 9 paraphrasing the verses with the singular αλόγου). 
Polygamy or a community of wives would suit the primitivism which
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later Greeks imputed to Cyclops society. If, however, 33 means 
merely ‘sleep with me’ or ‘be my slave’, 26 may refer to ‘a wife’, 
without the implication of polygamy. To understand 26 as Ί  say that 
I have another [in mind to be my] wife’ would solve the difficulty, but 
seems hard to get out of the Greek. εχεν: infinitive, cf. 1.14η.

27 ζαλοΐ μ’ ‘is jealous of me [or of my happiness]’, a sense in 
which ζηλοτυπεΐν is more regular. What is meant is a combination of 
envy, anger and ill-will, cf. P. Walcot, Envy and the Greeks (Warminster 
1978), Chadwick (1996) 121-2; that such φθόνος or ζηλοτυπία leads 
to physical, as well as emotional, ‘wasting’ is a common idea, cf. 
5.12-13, Zimmerman (1994) 44-6. In Idyll n  it was Polyphemos who 
‘wasted away’ (11.14). ώ Παιάν: probably a cry of triumph, ‘at 
the pain he can inflict on her who once pained him’ (Hutchinson 
(1988) 185), rather than an appeal for Paian’s protection (cf 5.79) 
from the physical effects of Galateia’s ill-will. Paian was originally a 
healing divinity (II. 5.401 etc.), who later came to be identified as a 
particular manifestation of Apollo; this verse and 5.79 suggest the 
rusticity of an appeal to Paian, cf. RE  xvm 2340-5.

28 The Cyclops offers his own interpretation of the behaviour de
scribed in 15-18: Galateia is not flirting, she is in real pain, οίστρείυ 
may refer to purely emotional suffering, but with ‘from the sea’ there 
is also a clear implication of movement, ‘rushes wildly’, cf. Aesch. 
PV 836-7 οίστρήσασα τήν παρακτίου | κέλευθον, Eur. ΙΑ ηη. The 
οίστρος, ‘frenzy’ of love, is a familiar image of high literature 
(Simonides, PMG 541.10, PI. Phdr. 240dl, i3.64~7m.); Epicurus 
defined m s  as σύντονος δρεξις αφροδισίων μετά οίστρου καί αδη
μονίας ‘a taut craving for love-making accompanied by frenzy and 
distress’ (cf. Lucr. 4.1055 unde feritur, eo tendit gestitque coire), which 
is not a bad description of Galateia’s condition as Polyphemos 
describes it.

29 ‘And I also urged (< σίζειυ) the dog to bark at her . . . ’ As the 
confusion in Σ suggests, the transmitted variants make no sense (pace 
H. White, LCM 1 (1976) 35, 2 (1977) 3), and Ruhnken’s emendation 
seems certain. Polyphemos claims credit for the barking described in 
10-14: far from being worried that the dog will hurt Galateia, it was 
he who orchestrated the whole thing, uiv was probably omitted from 
the main part of the tradition by haplography after υλακτεΐυ.

30 The reason (γάρ) why Polyphemos has set the dog at Galateia
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is to mark the change in circumstances; when Galateia had the 
upper hand (cf. 11.8 Πολυφάμος, οκ’ ήρατο τας Γαλατεία$), the dog 
was entirely passive. Two interpretations of 30 are current: (i) ‘For 
when I was in love with her (αύτά$ with ήρων), the dog would 
whimper, holding its snout pressed against its flank.’ For this as the 
behaviour of a dog at rest, cf. Σ ad loc., Thphr. fr. 6.54, and for 
the opposition of ύλακτεϊν and κνυζεϊσθαι cf. Od. 16.162-3. When 
the Cyclops was looking out to sea and singing his lovesick songs 
(11.17-18), the dog lay beside him, making the noises that resting 
dogs make; now all that has changed, (ii) ‘For when I was in love, the 
dog would whimper, placing its snout in her lap (αύτας with Ισχία).’ 
Against (ii) it may be objected that the Cyclops’ past ‘love’ was 
unrequited and so Galateia is hardly likely to have been present, let 
alone playing with his dog; though we we can hardly rule out a' 
boastful fantasy of the Cyclops, this seems to tell in favour of (i), 
however attractive the reversal of circumstances and pointed 
‘whimpering’ of (ii). Köhnken (1996a) 181 notes that the dog is ‘ret
rospectively written into the scenery of Idyll 11’ because ‘only in the 
changed circumstances of Idyll 6 can the dog take an active part in 
the Cyclops’ new strategy’.

31 έσορεΟσα: cf. 3.i8-2on.
32 άγγελον ‘a go-between’ (cf. Thestylis’ rôle at 2.94-103), or 

perhaps ‘matchmaker’ (cf. next note).
3 2 -3  Polyphemos will not entertain any proposal -  both Galateia 

and her messengers will be as exclusae as he was in Idyll 11 -  until Gal
ateia herself swears to yield; αυτά is to be taken both with όμόσσηι 
and with στορεσεΐν. θύρας: cf. i.8a-3n. We may be surprised 
that the Cyclops’ cave has a door; in Homer it is sealed with a great 
rock, although θύρτμσιν etc. is used to mean ‘at the entrance’ (Od. 
9.238, 243). This may be part of the ‘civilised’ Polyphemos, but it is 
at least amusing that he threatens to lock someone out, when the 
most famous story about him was how he locked Greeks in. Here 
again the Odyssey is recalled by reversal. στορεβειν καλά δέμνια: 
‘to make X's bed’ is a standard epic way of saying ‘be X's wife’, cf. 
Od. 3.403, Arg. 3.1128-9, and Polyphemos is here demanding, in 
suitably epic language, a promise of marriage from Galateia, on his 
terms (‘on this island’). In imagining Galateia as a komast driven by 
desire for him, he also uses against her a komastic strategy: a male
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komast may hold out to the lady he pursues the promise of marriage 
(cf. 2.132, where Delphis addresses Simaitha as ώ γύναι), but this 
‘object of desire’ will absolutely insist on a permanent arrangement 
before yielding to Galateia’s desire. Others understand that he 
merely wants Galateia to be his servant (as well as a sexual partner), 
cf. 17.133-4 εν 5 έ λέχος στόρυυσιν ιαόειν Ζην! καί °Ηρηι [ . . .  T[pi$. 
The Homeric Cyclops did not even have a bed, let alone a καλόν 
one (Od. 9.298).

34-8  > Eel. 2.25-7. Polyphemos now turns to answer the final, 
and potentially most potent (note ουδέ ‘not even’), allegation made 
by ‘Daphnis’, namely that he falls within the class of τα μή καλά. 
Galateia has no reason to refuse marriage because of his looks (note 
γάρ); indeed he is handsome enough to attract many suitors. Who is 
the subject of λέγοντι, i.e. who has been spréading rumours about 
Polyphemos’ ugliness? Perhaps the other Cyclopes, from whom (at 
least in Homer) Polyphemos was notoriously somewhat estranged. 
The whole poem, however, and especially 40, evokes a more varied 
Sicilian population than we find in Homer -  it is not out of the ques
tion that Polyphemos is the only Cyclops -  and so the vague ‘people 
say’ need not be more specific than it would be in more ordinary 
societies. Moreover, in view of the poem’s radical attitude to poetic 
tradition (above, p. 24.7), it is tempting to refer ‘as they say’ to the 
poetic heritage (? including Idyll n) which this Cyclops seeks to 
overturn: ‘as I am standardly represented’ would catch the flavour.

In seeking to disprove the slur uttered by ‘Daphnis’, Polyphemos 
not only challenges our notions of absolute standards of beauty -  
what, after all, would a Cyclops find ‘beautiful’? -  but of course also 
provides a perfect demonstration for T .’s readers that ‘love can 
indeed make the ugly seem fair’. Polyphemos is presented as a kind 
of comic Narkissos, who fell in love with his own reflection in a 
pond; Hellenistic sources for the Narkissos story are very scarce, cf. 
Zimmerman (1994), but T. surely knew of this or similar stories. The 
very insubstantiality of Galateia (is she any more than an είδοολον or 
imago?) and the Cyclops’ own confident pride make him an apt sub
ject for such delusion. Whereas in Idyll 11 Polyphemos gazed Is πόν
τον in the hope of seeing the beloved Galateia (18), here he looks Is 
πόντον and sees his own beloved self: instead of Γαλατεία, there is 
γαλάνα (for the etymology cf. Hor. C. 3.27.14-20, Eustath. Horn.
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1131.5), instead of a girl (κώρα, cf. 1.82) there is his eye, κώρα. Plato 
had observed how the lover sees himself in the beloved ‘as in a mir
ror3 (Phdr. 255d5~g); as Galateia is, at one level, merely the embodi
ment of the sea, so Polyphemos truly does look at ‘the beloved’ to 
find himself, cf. in general J.-P. Vernant, O ne . . .  two . . .  three: eros' 
in D. M. Halperin et al. (eds.), Before sexuality (Princeton 1990) 465- 
78. For Polyphemos and Daphnis cf. above, pp. 247-8.

Ovid’s Galateia amusingly interprets Polyphemos’ looking into the 
water as making himself beautiful for her, iam libet hirsutam tibi falce 
recidere barbam \ et spectare feros in aqua et componere uoltus {Met. 13.766-7). 
TVs verses are also reworked at Lucian, Dial. mar. {78 Macleod) 1.3.

35 ής Sè γαλάνα: the naively realistic explanation recalls n.58-9.
36 καλά . . .  καλά : the Cyclops’ fancy suggests the origin of the 

chimerical Γαλάτεια. μοι: Ahrens’s μευ may well be right, but 
the unemphatic dative hardly ‘makes ώς παρ’ εμίν κέκριται tautolo- 
gous’ (Gow). γένεια ‘beard’, marking the passage of time since 
he was sick with love for Galateia, 11.9 άρτι γενειάσδων; for the 
plural cf. Bulloch on Call. h. 5.75. The Cyclops’ beard will in fact 
have been as ugly by ordinary Greek standards as his face, cf. 3.8- 
gn., 11.31-30. κώρα: only here in T. in the sense ‘eye’ (8.72 
σύνοφρυς κόρα may pun on the two senses). Cf. PI. Ale. 1 13267-333, 
‘And have you observed that the face of someone who looks into 
another’s eye (οφθαλμός) is reflected in the seeing area (όψις) oppo
site, as in a mirror, and we call this the pupil (κόρη); it is an image 
(ειδωλον) of the person looking’; Polyphemos’ choice of word, 
therefore, both allows the play with the two senses of κώρα, and 
alludes to how the ‘eye’ sense was felt to arise.

3 7 -8  ‘and it [i.e. the sea] reflected the gleam of my teeth whiter 
than Parian marble’; exact parallels for this use of ύττοφαίνειν are 
lacking, and this, together with the nearness of κατεφαίνετο and the 
awkwardness of having to understand πόντος from 35, has led to 
suspicion about the text. Fritzsche proposed αύγά λευκοτέρα (λ. α. 
iam Meineke). In Idyll 11 whiteness was on the side of ‘Miss Milky’; 
now the Cyclops has it. όδόντων: any mention of the Cyclops’ 
teeth will evoke the use to which he was to put them in Odys
sey 9. Παρίας . . .  λίθοιο: Parian marble was regarded as the 
purest, whitest kind, c f Pind. Mem. 4.81 στάλαν . . .  ΤΤαρίου λίθου
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λευκοτέραν, RE  χνιπ 1791-5, Nisbet-Hubbard on Hor. C. 1.19.6. 
Paros is not mentioned in Homer; the Cyclops evokes marble statu
ary in yet another ‘anachronism’ (21-211) which distances him from 
his Homeric model. There is an amusing dissonance between the 
‘high’ image of this verse and the rusticity of 39.

3 9 -4 0  Polyphemos takes rustic measures to avoid the potentially 
evil consequences of his pride in his own appearance, cf the very 
similar sequence at Men. Perik. 302-4 (the clownish Moschion), ‘I’m 
not, so it would seem, unpleasant to look at or meet, in my view 
(οίομαι, c f 37 ώς παρ’ εμίν κέκριται) by Athena, but [rather attrac
tive] to women; but now I should most of all respect Adrasteia 
[i.e. Nemesis]’, PI. Phaedo 95b5-6 ‘don’t boast, lest some evil envy 
(βασκανία) ruin our discussion’. Others understand that the spitting 
avoids the possibility that his own reflection will put the ‘evil eye’ 
upon him, as in the story of Eutelidas told by Plutarch (Mor. 
682b =  Euphorion fr. 175 Powell, cf. Zimmerman (1994) 39-46, 
70-1), or that the spitting protects his beauty from the evil thoughts 
of others (Schweizer (1937) 7, Gershenson (1969)). The assimilation 
of the Cyclops to a Narkissos-like figure sits well with all of these 
explanations. Spitting as a form of apotropaic magic occurs in many 
situations and many cultures, c f 7.126-7, Call. fr. 687 (= Hecale fr. 
176 Hollis), Thphr. Char. 16.15, Straton, Anth. Pal. 12.229 (spitting to 
avoid Nemesis), F. W. Nicholson, HSCP 8 (1897) 23-40, and three is 
the most common number in magical contexts of all kinds. That the 
Cyclops has become not only conventionally pious (21) but a believer 
who requires instruction in rustic superstition is a clear sign of how 
far he is adapted to a ‘bucolic’ context. So too, the presence on his 
island of ‘old women who deal in magic’ is a further move towards 
the stylised ‘realism’ of the other bucolics. δέ: postponement to 
the fourth place is not found elsewhere in T., but is very common in 
Middle and New Comedy (cf. Men. fr. 380.3, Dysk. 109, T. W. Allen, 
RPh π  (1937) 280-1); despite occasional tragic examples (Soph. Phil. 
618, Eur. Ba. 269), this may be a colloquial feature of Polyphemos’ 
speech. γραία: Σ 7.126 claim that this spondaic form is Doric. 
Κοτυτταρίς: Kotys or Kotyto was the name of a Thracian goddess 
whose cult had spread throughout the Greek world, especially to 
Corinth and Sicily, cf. RE  xi 1549--51. Bassos, Anth. Pal. 11.72 (= GP



1637-42) has a ττολύμυθος γραϊα called Κυτώταρις or Κοτυτταρίς, 
probably in imitation of T.; Kotys is a not uncommon historical 
name.

[4= 3  =  10.16, where it is obviously in place; here the reference to 
the reapers would be pointless, and it is perhaps unlikely that an old 
woman was piping to the workers.

4 2 -6  A five-line closure to match the opening five lines. We must 
assume that Damoitas stops singing because he has now ‘answered’ 
each of the points in Daphnis’ song.

4 2 -3  These lines offer a mannered reworking of the opening 
ones: the boys’ names are again together, but in reversed order, and 
ô μεν . . .  ό δέ repeated (2-3n.). The mutual exchange of gifts marks 
the contest as a ‘draw’, cf. 5η. Ιφίλησε: there has been much 
discussion as to whether this kiss is erotic, or merely a mark of 
friendship. If we accept the reality of this often blurred distinction, 
then it is obviously true that some kisses in Greek literature are not 
erotic (cf. Od. 16.15, Soph. OC 1131 etc.); nevertheless, kissing else
where in T. is erotic (cf. Bowie (1996) 92) and sometimes homosexual 
(5.135, 12.27-37), and within the context of the bucolic corpus and 
the subject of the songs the boys have just sung, this seems the natu
ral interpretation here. αύλόν ‘a [single] pipe’, rather than the 
familiar double pipes of classical times, cf. 5.7, II. 10.13 αυλών συρ
ιγγών τ ’ ένοπήν, Ed. 5.85 hac te nos fragili donabimus ante cicuta.

44  Δάφνις ο βούτας: a further mark of ‘ring composition’, cf. r.
45 Whereas Idylls 1, 3 and 5 contrast animal carnality with unsat

isfied human passion, here the heifers respond to the harmonies 
(both emotional and musical) of Daphnis and Damoitas; we are here 
not far from the ‘pathetic fallacy’ (1.71-5^) or the manner of later 
pastoral in which ‘play’ completely takes over from ‘realistic’ hard 
work (cf. esp. the musical animals of Daphnis &  Chloe). As Dover 
notes, the asyndeton (which caused Fritzsche to delete the verse) 
should be seen, inter alia, as a closural device.

The verse structure -  punctuation at the caesura separating 
two phrases of equal meaning -  mimics the harmony of the singers, 
νίκη: an unaugmented third-person imperfect, the regular Doric 
contraction from -as, cf. 2.155 έφοίτη, Buck (1955) 37. μέν: 
lengthened in imitation of a Homeric licence; emphatic μάν may be 
correct (cf. i.86-9in.), but here the opposition has point. How a

COMMENTARY: 13, INTRO. 261

‘victory’ could be decided in the absence of a judge is never stated: 
presumably by mutual agreement, which would be another sign of 
the boys’ unusual harmony. ούδάλλος ‘neither’ (= ουδέτερος) is 
not found elsewhere.

VIII Idyll 13

Idyll 13 tells the story of Herakles and Hylas as an example of the 
universal power of Eros: Herakles loved the beautiful young Hylas, 
but lost him in Mysia when the boy was dragged by nymphs into a 
pool while, fetching water during the Argonautic expedition. The 
Argo subsequently sailed oif without Herakles, who had to travel to 
Colchis on foot.

The poem is addressed, as is Idyll 11, to T .’s friend, the doctor 
Nikias (above, p. 215). As Idyll 28 and Epigram 8 depict Nikias living 
at Miletos, Idyll 13 is often called a ‘poetic epistle’, and biographical 
narratives have been designed to explain why T. tells Nikias the 
story of Hylas (Nikias has told T. to give up paederastic affairs; T. is 
consoling Nikias for the loss of an eromenos etc.). There is, however, 
no stress upon the act of writing and or sending, or upon the journey 
which the letter is to undertake, whereas these are standard features 
of Ovid’s poetic epistles. Pindar ‘sends’ his songs to the victors he 
celebrates, and in Idyll 28 T. tells ‘the distaff’, i.e. both the (real or 
fictional) gift to Nikias’ wife and the poem itself, to accompany him 
on his journey (28.3-5). There is nothing like this in Idyll 13, and 
indeed the evidence for poetic ‘epistles’ in Greek at any period is 
very scanty; nothing is known about the Έπιστολαί of Aratus (SH 
io6, 119). The opening section is indeed less stylised than the main 
body of the poem: whereas well under io% of the nouns are accom
panied by a definite article, a far lower figure than is standard in the 
bucolics, more than half of the examples occur in 1-15, cf. Rossi
(1972) 290-2, Hunter (1996a) 40. Nevertheless, such ‘conversation’ 
with an addressee belongs to a much older tradition than ‘the poetic 
epistle’ which developed from it. Nikias’ rôle is to be compared with 
that of the addressees of archaic poetry, flellenistic epigram, and 
many of Horace’s Odes: these are friends, often fellow symposiasts, to 
whom one’s hopes, fears and conclusions are entrusted. It is a more 
natural fiction that Nikias is present as the poem is recited, than that



he is far away; a very similar paraenetic structure informs the post- 
Theocritean Idyll 21, addressed to a Diophantos. Interpretations in 
terms of the biographies of T. and Nikias have been influenced by 
Propertius 1.20 (below, p. 264), where the Hylas story is an explicitly 
admonitory tale for the benefit of the addressee Gallus; cf. also 
Horace’s use of mythic narratives after extended ‘personal’ introduc
tions (C. 3.π  (Lyde), 3.27 (Galatea)).

In comparison with the bucolic mimes, Idyll 13 stands closer in 
technique (e.g. similes), metre and style to the mainstream of Hel
lenistic hexameter poetry. In particular, the high probability that, 
within the space of seventy-five lines, it twice rewrites the first two 
books of the Argonautica gives it as good a claim as any Theocritean 
poem to be ‘a little epic’ (cf. below, pp. 264-5, *6-240.). In length 
and scope, however, it is well short of what are traditionally 
regarded as Hellenistic ‘epyllia’, poems such as Moschus’ Europa and 
the Megara, and -  other than Idyll π  -  its nearest analogue in the 
Theocritean corpus is 22.1-134 in which another Argonautic narra
tive is preceded by an introductory hymn. Unlike, say, the Europa, 
the Hylas narrative is not told ‘for its own sake’, but to exemplify a 
gnomic truth, and though the hexameter associates it formally with 
‘epic’, in structural terms it has clear affinities with sympotic elegy 
and lyric. It is an excellent illustration of how Hellenistic poetry 
creates analogues of archaic and classical forms, rather than simply 
‘crossing the genres’. The two dominant influences on the narrative 
style of Idyll 13, as on all Hellenistic narrative, are the relatively 
short narrative units of the rhapsodic tradition and the lyric narra
tive of, e.g., Pindar and Bacchylides. From lyric derives the rapidity 
of T .’s narrative, in which significant moments are juxtaposed, 
rather than mediated by transitional passages.

The dialect of Idyll 13, labelled ‘Doric’ in the MSS, seems to stand 
as dose to the most ‘Homerising’ of the bucolics, such as Idyll 7, as 
to the ‘epic’ Idyll 22. Epic touches there certainly are -  οτε (not 
όκα), σφετερος etc. -  but in language, as well as structure, T. has 
reshaped his Herakles to fit a broadly un-epic mould.

The story of Hylas’ abduction by nymphs may be understood as a 
story of a young man’s transition from being the eromenos of an older 
man to a new status as object of female desire (7η.}, but it is clearly 
also an aetiology for a (real or believed) ritual practice of Mysia,
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cf. Strabo 12.4.3 ‘still to this day a festival is celebrated among the 
Prusians; it is a mountain festival (ορεφασία), in which they march 
in procession and call Hylas, as though making their expedition to the 
forests (επί τάς υλας) in quest of him’. This aetiology is important at 
58-60, and more explicitly at Arg. 1.1348-57 and perhaps also in 
Nicander (below, p. 264), to whom the Hylas narrative in Antoninus 
Liberalis 26 may go back: ‘to this day the inhabitants of the region 
sacrifice to Hylas beside the stream, and three times the priest calls 
him by name and three times Echo answers him’ (Ant. Lib. 26.5). 
The Mariandynoi, another local people, were famous as dirge- 
singers, and one of their heroes, Bormos, is strikingly like Hylas: 
‘they say that he was the son of an eminent rich man, and that in 
beauty and youthful flower he far surpassed all others; when super
intending work in his own fields, he went to get water for the work
ers and disappeared. So the people of the countryside sought for 
him to the strains of a dirge with repeated invocation, which they all 
continue to use to this day’ (Athenaeus 14 620a). Athenaeus’ source 
is Nymphis of Pontic Heraclea (FGrHist 432 Fgb), a contemporary of 
T. and Apollonius, and such local chronicles were widely exploited 
by Hellenistic poets. Callimachus, Epigr. 22 (= HE 1211-14) concerns 
a Cretan goatherd called Astakides who was ‘snatched by a nymph 
from the mountain’ and became ιερός (cf. 13.72), thus replacing 
Daphnis as the subject of shepherds’ song. Whether or not this epi
gram alludes to Idyll 1 (above, p. 3 n. 8), it shows how close are nar
ratives of the Hylas type to the canonical bucolic myth; T .’s version 
of Herakles and Hÿlas is indeed assimilated to the story of Daphnis, 
as part of the bucolicisation of epic (cf. 64-71^).

The earliest writers associated with Hylas’ name are the cyclic 
poet Kinaithon (I  Arg. 1.1355-70) and the mythographer Hellanicus 
(FGrHist 4 Fi3ia) of the later fifth century; Callimachus’ version of 
Herakles’ encounter with Hylas’ father Theiodamas (frr. 24-5 =  
26-7 Massimilla) and certain features of Apollonius’ version, partic
ularly the rôle of Polyphemos, suggest a rich tradition now lost to us 
(cf. M. G. Palombi, SCO 35 (1985) 71-92, Hunter (1993a) 39).We 
have, however, no good evidence for the association of Hylas with 
the Argonautic expedition before the Hellenistic period; this may 
just be chance, but it is suggestive that the rich scholia to Apollonius 
give no indication of a rôle for Hylas in the otherwise influential



treatments of the Argonautic myth in Antimachus of Colophon and 
Herodorus of Heraclea (both late fifth to early fourth centuries). 
Moreover, other explanations for Hylas’ disappearance were known 
(cf. Σ Arg. 1.1289-91), and Hesiod recounted how Herakles was left 
behind by the Argonauts when he went to search for water on the 
Magnesian coast (fr. 263 M-W), while Antikleides of Athens 
(.FGrHist 140 F2, ?fourth century) told how (presumably on the Argo
nautic expedition) Herakles’ son, Hyllos, went to look for water and 
did not return. The Hellenistic poetic version, therefore, looks like a 
fusion of two ‘water’ tales -  an Argonautic one, and a local Mysian 
legend. Whether that fusion was in fact a creation of the Hellenistic 
period we cannot say.

Beyond T. and Apollonius, the story of Hylas was treated by 
Nicander in the Heteroioumena (‘Metamorphoses’) and was at least 
mentioned by Euphorion (frr. 74-6 Powell); Hylas puer is listed 
among hackneyed poetic themes at Virg. Georg. 3.6. Nicander is 
named as the source of the account in Antoninus Liberalis 26 of how 
the nymphs metamorphosed Hylas into Echo, so that Herakles could 
not find him (Ant. Lib. 26.4, cf. 58-6on.); these citations in the MS 
of Antoninus are, however, of very doubtful value. More interest
ingly, Σ Arg. 1.1207 (= Gall. fr. 596, cf. 39η.) reproves Apollonius for 
giving Hylas a κσλτπς, because in Homer this was carried by a girl, 
and adds: ‘it would have been better to use άμφορεύς, as Callimachus 
did’. This does not prove that Callimachus somewhere mentioned 
(or treated) Hylas’ disappearance, but it has some evidential force, 
and the idea is not at all improbable. It has often been thought that 
the narrative of Hylas in Propertius 1.20 (among whose sources is 
Idyll 13) may go back to Callimachus, but there is no positive indica
tion, unless the opening verses, which seem to echo Catullus 65.15- 
18 introducing a translation from Callimachus, are a signal of Prop
ertius’ debt to the Greek poet.

Herakles and Hylas are the subject of a major episode at the end 
of the first book of Apollonius’ Argonautica (1.1x72-1357). That there 
is an intertextual relation between T. and Apollonius is obvious on 
even the most cursory reading, and the question of priority has 
dominated criticism, even when critics have acknowledged the possi
bility of an elaborate process of mutual criticism and re-writing. 
The question cannot be handled in isolation from that of Idyll 22, in
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which T. tells the story of Polydeukes’ boxing-match with Amykos, a 
story which begins Arg. 2. This handling of two Argonautic -  and 
otherwise rather arcane -  narratives which are contiguous in Apol
lonius, and in such a way that the two Idylls must be read together 
and indeed ‘follow’ each other to form a kind of narrative (cf. 
Hunter (1996a) 59-63), makes it more likely that T. knew, and wrote 
for an audience who knew, some form of Arg. 1 and 2, rather than 
vice versa. This commentary assumes that, and the cumulative gain 
for the understanding of Idyll 13 which accrues from such an 
assumption will, it is hoped, carry its own persuasive force.

Title. "Υλα; in Π3 and regularly in MSS, cf. 7, Σ Arg. 1.1234·-^.

Modern discussions. Barigazzi (1995); Campbell (1990); Di Marco 
(1995a); Effe (1992); Fuchs (1969); Griffiths (1996) 103-11; Gutzwiller 
(1981) 19-29; Köhnken (1965); Köhnken (1996b); Mastronarde 
(1968); ; Otis (1964) 398-405; Perrotta (1978) 187-204; Pretagostini 
(1984) 89-103; Rossi (1972); Segal (1981) 54-61; Serrao (1971) in -50; 
Stanzel (1995) 229-47; Van Erp Taalman Kip (1994); Wilamowitz 
(1906) 174-9.

1-4 Two couplets marked by mannered parallelism; the second 
emphasises mortal ignorance, a theme hinted at already in the 
dilemma of Eros’ parentage in 2.

1-2 ‘Not for us alone, as we used to think, did [the god], which
ever one it was who had this son, beget Eros.’ The antecedent of 
cotTivi is ‘suppressed’. ούχ άμΐν; the dative marks the person 
affected by an action, whether for good or ill (K-G 1 417-20): which 
it is in this case is one of the questions posed by the poem. Lines 1-2 
leave open whether ‘we’ is ‘T. and Nikias’ or ‘all mortals’, and 3-4 
refocus the expression to make clear that it is the latter; by the end 
of the second couplet every reader will feel implicated in the asser
tion. It may be true that ‘a man seriously in love is inclined to feel 
that no one can ever before have been so afflicted’ (Dover), but why 
would anyone ever have thought that Eros was created either spe
cially for them or even just for all mortals? Greek poetry and myth
ology were full of stories of divine eros, both heterosexual and paed- 
erastic, and no topos was more familiar than Love’s control over 
Zeus. The point may be that this topos does indeed usually focus on



men and/or gods, rather than heroes (although they too were not, 
of course, immune from eros), and it is Herakles’ heroic, rather than 
divine, status which is emphasised, cf. 5-6, 72nn., Di Marco (1995a) 
122-4. ‘As we used to think’ may be an intertextual signal, i.e. 
‘before we read Argonautica T; in his other ‘Argonautic’ poem T. also 
marks his version as secondary (22.27, with Hunter (/9962) 749 n. 32). 
μόνοις: a hint at a standard consolatory topic, ‘we’re not the only 
ones . . . ’, cf. Asclepiades, Anth. Pal. 12.50.1-4 (= HE 880-3) 
Άσκλητπάδη· τί τα  δάκρυα ταυτα; τί πάσχεις; | où σε μόνον 
χαλεπή Κύπρίς Ιληίσατο, | ούδ’ επί σοι μούνωι κατεθήξατο τόξα 
καί ιούς | πικρός “Ερως, Arg. 4·57~8. Whether Nikias needed con
soling we do not know, but we certainly do not have to assume it. 
ετεχ5: here of the father’s role, as ώιτινι makes clear. The parentage 
of Eros was a notorious puzzle to which poets and mythographers 
had given widely different solutions, cf. Σ ad loc., Pi. Symp. 178b, 
Antagoras fr. 1 Powell, F. Lasserre, La figure d’ Eros dans la poésie 
grecque (Lausanne 1946) 130-49. T. here ‘shares a (literary) joke’ with 
Nikias, a fellow poet; in Idyll 11, by contrast, it is Nikias’ practice of 
medicine which influences the opening presentation of eros as a dis
ease (cf. n .i  n.). εγεντο: this aorist of γίγνεσθαι, both with and 
without the augment, is widely used in post-Homeric poetry, cf. 9, 
14.27, 17.64, Bulloch on Call. h. 5.59.

3 -4  °ύ χ  άμΓν: the first spondee since the corresponding opening 
of i emphasises the repetition, which Σ i~2b sees as imitative of the 
enthusiasm of the lover. ‘You seem to me καλός’ is a version of our 
Ί  love [or ‘fancy’] you’ (cf. 6.i8-ign.); therefore, ‘a καλός seems to 
me καλός’ amounts to T love a καλός boy’ (as Hylas indeed was, cf. 7). 
There may be a quotation from Euripides’ Andromeda (fr. 136.1-4 
Nauck) σύ δ’ ώ θεών τύραννε κάνθρώπων “Ερως, [ ή μή δίδασκε 
τα καλά φαίνεσθαι καλά, ( ή τοΐς έρώσιν, ών σύ δημιουργός εί, ( 
μοχθούσι μόχθους ευτυχώς συνεκπόνει, cf. Μ. Treu, ΡΡ 22 (1967) 
8 ι - 9 3 ϊ Di Marco (i9 9 5 a) ΐ3 5~9 · Quotation would suit the address of 
poet to poet, and Herakles was the hero of μόχθοι. το S’ «υριονί 
usually feminine, but cf. 2.144 τό εχθές, Palladas, Anth. Pal. 5.72.4 τό 
yap αύριον ούδενΐ δήλον. If we knew what was going to happen, we 
would try to stop ourselves from being affected by eros; not only are 
we too weak to do this (cf. 30.31-2) -  ‘bronze-hearted Herakles’ also 
was to prove too weak -  but eros also makes us forget ‘tomorrow’ once
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it has got hold of us, cf. 67. For a similar gnomic opening, which 
compares all-knowing and organising Zeus with ‘short-sighted’ mor
tals who feed on optimistic hopes, cf. Semonides fr. 1.1-5 West.

5 -6  Herakles is ‘son of Amphitryon’ rather than of Zeus to 
emphasise the similarity of his experiences to those of T. and Nikias; 
in this poem it is Hylas who will gain immortality (cf. 1-2, 72nn.). 
χαλκεοκάρδιος: the heart is the seat of many different emotions and 
virtues (for eros cf. 30.9 etc.), including unbending courage and 
endurance, cf. Archilochus’ good military leader who is ‘full of 
heart’ (fr. 114.4 West). Someone whose heart was of bronze (cf. 11. 
2.490, Hor. C. i.3.9-10) or iron (LSJ s.v. σιδήρεος 2) should not fail 
before the challenge of eros; cf. Pind. fr. 123.3-5 Maehler (someone 
who did not melt at the sight of Theoxenos) εξ άδάμαντος | ή 
σιδάρου κεχάλκευται μέλαιναν καρδίαν, R. Kirstein, Hermes 125 
(1997) 3 ^°~2· τον λϊν ‘the famous [Nemean] lion’, cf. 7, 16, K-G 
i  598, LSJ s.v. ό  a  I. This accusative form (Pfeiffer on Call. fr. 807) 
occurs elsewhere only at II. n.480, in a passage which is to become 
important later (58-6on.); the rare epicism makes the tonal shift of 
ήρατο παιδός the more striking. τον άγριου: Herakles spent his 
life among beasts ‘outside civilisation’, but through eros even he suc
cumbed to beauty (3) and was civilised (8-9). J . Griffin (in E. M. 
Craik (ed.), ‘Owls to Athens’. Essays . . .  Dover (Oxford 1990) 121) pro
posed Άργέου ‘Argive’, but cf. Arg. 1.1243-4.

7 Herakles’ unsuccessful love for Hylas is ironically given a status 
parallel to that of his triumph over the Nemean lion, cf. 66-70.; the 
point is made explicitly in a late elegiac poem (P. Oxy. 3723) in which 
Herakles’ love for Hylas is ‘one labour too far’. Cf. Ovid, Her. 9.5-6 
quem numquam luno seriesque immensa laborum \ fregerit, huic Iolen imposuisse 
iugum. του . . .  "Υλα suggests ‘the famous Hylas’ (cf. previous note), 
but one of the ironies is that Hylas was rather obscure (contrast the 
Nemean lion) until Apollonius had brought him into prominence, 
χαρίεντος: a standard adjective for both beloved boys (2.115, 12.20) 
and women (3.6, n.30, 14.8). Someone who seems lovely has (in the 
lover’s eyes) been cherished by the Graces, cf. Ibycus, PMG 288.1 
Εύρύαλε χλαυκέων Χαρίτων θάλος; in Arg., the nymph sees Hylas 
κάλλει καί χλυκερήισιν έρευθόμενου χαρίτεσσι (1.1230). Such erotic 
charis was particularly associated with boys on the edge of manhood, 
cf. II. 24.347-8 (Hermes) κούρωι αίσυμνητήρι εοικώς, | πρώτον
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ύττηνήτηι, τοΰ περ χαριεστάτη ήβη; Hylas too is πρωθήβης 
{Arg. 1.132), ready to become the object of female admiration, quo 
calet iuuentus \ nunc omnis et mox uirgines tepebunt (Hör. C. 1.4.19-20). 
πλοκαμΐδα: Hylas, like the model ‘ephebe’ Apollo (Arg. 2.707), had 
not yet cut his youthful locks, which is a familar rite de passage for both 
sexes in many cultures, cf. Euphorion, Anth. Pal. 6.279 (=  HE 1801- 
4), Hor. Epod. 11.28. In Athens the κουρεώτις ήμερα ‘hair-cutting 
day’ (the third day of the Apatouria) marked the enrolment of young 
men in the phratries, ιτλοκαμίς is more commonly used of (braided) 
female hair, and this emphasises Hylas’ status as an object of desire. 
There is probably no reference to a specific lock kept long until 
adulthood (cf. Ath. 11 494^ Eur. Ba. 494); nevertheless, φορεϊν is an 
unexpected verb in this context, and there may be an eroticisation of 
Apollonius’ introduction of Hylas as πρωθήβης ίων τε φορεΰς φάλα- 
κός τε βιοΐο (1.132).

8-15 These lines form an expanded equivalent of Arg. 1.1210-11, 
where it is stated that Herakles had taught Hylas to carry out his 
duties in an orderly and careful fashion. Apollonius says nothing 
explicit about Herakles’ ultimate plans for his squire, whereas T. 
makes it clear that the hero aimed to educate Hylas in the tradi
tional aristocratic mould. An analogy between the paederastic rela
tionship and the parental one is not uncommon, cf. Theognis 1049- 
50 σοι δ’ εγώ οΤά τε τταίδΐ πατήρ ύποθήσομαι αύτός | έσθλά, PL 
Rep. 3 403b 4 ~7 ; Hunter (1996a) 170, and ‘as a father teaches his dear 
son’ may be understood as ‘the lover’s false conception of his rela
tionship with the boy’ (Gutzwiller (1981) 20); for the ‘displaced 
fathering’ of Greek, especially ‘Dorian’, paederasty, cf. P. Cartledge, 
PCPS 26 (1981) 17-36. The traditional picture is, however, here 
complicated in three ways. The image of the hen and her chicks 
suggests ‘mothering’ of a rather different kind (cf. 53-4)· Secondly, 
in some versions at least -  and certainly in Arg. -  Herakles had killed 
Hylas’ real father (Theiodamas), so that ‘surrogate fathering’ was 
certainly necessary; Socrates of Argos (later than T., but of uncer
tain date) in fact made Hylas a son of Herakles and eromenos of Poly- 
phemos (FGrHist 310 f i o , 15), and 8  may allude to such a version. 
Thirdly, Herakles’ treatment of some at least of his real children was 
notoriously destructive; here the loss of Hylas will lead to madness 
(71η.), rather than madness leading to the death of his children.
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The verses are a striking example of Theocritean structure: three 
assertions -  Herakles loved Hylas (6), he taught him everything (8), 
he never left him (10a) -  are each expanded, but in an ascending 
sequence of complexity, with the final expansion (iob-15) itself com
posed of an ascendingly complex set of three parallel units. (Valck- 
enaer transposed 8-g after 13, but Herakles’ constant presence, no 
less than his teaching, aims at the outcome hoped for in 14-15; Gow 
suggested moving 14-15 after 9, so that i6ff. (where see n.) are more 
clearly marked as a specific instance of 10-13. With either change, 
however, αυτός (9) would stand very close to αύτώί (14).)

8  υιόν·, υΐέα (K) as a  dactyl is guaranteed once in Homer (II. 13.350) 
and not uncommonly in Hellenistic poetry (Arg. 2.803, 4.1493, Call. 
h. 6.79, Epigr. 10.3). As disyllabic uTa was also available, it seems 
unlikely that T. would have used the trisyllabic form in a weak posi
tion, cf. 17.33.

g α γ α θ ό ς  κ α ί  α ο ί δ ι μ ο ς :  as Theognis (237-54) wanted to make 
Kyrnos, and cf. the fantasies of the lover at 12.10-11. Herakles 
teaches not merely ‘physical courage and endurance’ (Dover) but 
also the morality of good (i.e. well-born and powerful) men. T. pro
vides a list of Herakles’ own teachers at 24.105-34, and lists
Rhadamanthys, Amphitryon’s cowherds and Cheiron. αοίδιμος (cf. 
Bulloch on Call. h. 5.121) suggests that Herakles’ intention, was to 
make Hylas the ‘subject of song5, as he himself was; Apollonius and 
T. showed that, in this at least, Herakles was successful, though not 
in the way he planned, αοίδιμος occurs only once in Homer, where 
Helen tells Hector that Zeus brought evil upon Paris and herself so 
that they ‘would be a subject of song for future men’ (II. 6.358); 
Z(bT) notes that Homer thus ‘subtly glorifies his poem’, and the 
present passage is similarly self-referential. ε γ ε ν τ ο :  cf. 2n.

10 χ ω ρ ί ς  8 ’ ο ύ δ έ π ο κ ’ ή ς :  cf. Gall. k. 5.59 (Athena and Chariklo) 
καί οΰττοκα χωρίς έγεντο. That poem is also about a young man 
who comes to a spring for water; like Hylas, Teiresias finds a nymph 
-  his mother -  and becomes αοίδιμος (i2i). A connection between 
these two poems is not unlikely.

10b—13 These lines are an elaborate expansion of ‘never’, which 
develops the Homeric division of the day: cf. II. 21.u i  έσσεται ή ήώς 
ή δείλη ή μέσον ήμαρ κτλ., Call. fr. 260.55 (— Hecale fr. 74.14 Hollis) 
δείελος άλλ’ ή νύξ ή ενδιος ή εσετ’ ήώς. Post-Homeric scholarship
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explained that ήώς denoted the morning, ‘midday’ covered the 
whole middle section of the day (όροιτο here marks the transition 
between periods, cf. Call. h. 5.73 μεσαμβριναΐ . . .  ώραι) and δείλη 
was the time from mid-afternoon until sunset; there was an analo
gous threefold division of the night, cf. Buhler (i960) 49-50, M. 
Schmidt, Die Erklärungen zum Weltbild Homers und zur Kultur der Hero
enzeit in den bT-Scholien zur Ilias (Munich 1976) 198-202. The grand, 
ascending tricolon gives particular emphasis to the surprising and 
homely picture of a hen and her chicks, which suggests the lengthy 
time descriptions familiar from epic, particularly (and perhaps sig
nificantly) Arg., cf. Fantuzzi (1988) 121-54. Just as the significance of 
time descriptions and similes can seep into the surrounding narra
tive, so the roosting chickens prepare for the camp of the Argonauts 
(32-5).

The text here is uncertain. Triple ουδέ would have to mean ‘not 
even’, suggesting that these were three times when we might have 
expected Herakles and Hylas to be apart; triple ούτε thus seems 
much more probable, cf. Denniston 193. The transmission points to 
όκχ’ . . .  άνατρέχηι in 11 and όποκ5 in 12, and there is no case for 
introducing άνατρέχοι by emendation (cf. K -G  π 549-50).

11 λ εύ κ ιπ π ο ς : cf. Bacchyl. fr. 20c.22 Sn-M ; the new day is λευ- 
κόπωλος at Aesch. Pers. 386 and Soph. Aj. 673, and at Od. 23.241-6 
the horses of Dawn are Λάμπος (‘Shiner5) and Φαέθων (‘Blazer’). 
At 2.147-8 a similar periphrasis marks the gap between the epic 
world and the domestic tragedy which Simaitha relates; here the 
juxtaposition of n  and 12-13 has generic implications: what sort of 
‘epic’ narration is this going to be?

1 2  ό ρ τά λ ιχο ι ‘young chickens’, cf. 7.132η., Fraenkel on Aesch. 
Ag. 54.

1 3  α ιθαλόεντι . . .  π ετεύ ρ ω ι ‘smoke-blackened roost5, a typically 
Theocritean mixture of poetic adjective (Livrea on Arg. 4.597) and 
prosaic noun; the roost was presumably placed high on the wall or in 
the rafters.

1 4 - 1 5  πεπονα μ ένος ‘fashioned5, ‘trained5, a prosaic word appro
priate to the hero of πόνοι; cf. P. Cair. 2jm. 59378.16 Θέωνα . . .  
πεπονημένου ύπό μου. πειτλασμένον at 7-44 *s dosely analogous, 
α ύ τώ ι δ’ eu έλ κω ν has so far resisted interpretation and emenda
tion; to the commentators add White (1979) 80, and U. Hübner, Phil.
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136 (1992) 313, who proposed αυτόν δ’ ευ έλκων in the sense ‘exert
ing himself [physically]5, cf. PI. parm. I35d3, Euthyphro I2a6 συντεί- 
VHiv εαυτόν. Σ öfter interpretations for αύτώι, αύτώι and αύτώ, and 
suggest a metaphor from ploughing· If it is corrupt, αύτώι may have 
arisen under the influence of αύτώι in 14. άποβαίη ‘turn out5, 
‘come into the state of5, cf. PL Rep. 4. 425c 4-5 (on the education of 
young men) καί τελευτών δή οΤμαι φαϊμεν αν sis εν τι τέλεον καί 
νεανικόν άποβαίνειν αύτό ή καί τουναντίον, Symp. 192&6·

16-24 These lines take the Argonautic expedition all the way to 
the Phasis, i.e. they offer one Theocritean sentence to match the 
whole of Arg. 1-2. The remainder of the poem offers a slightly more 
leisurely version of Arg. 1, but also brings us at the end to the Phasis, 
i.e. it elides the whole of Arg. 2 (a ‘gap’ partly made up by Idyll 22). 
In view of this structure, the similarity of 16 to Arg. 1.4, χρυσειον 
μετά κώας έύζυγον ήλασαν ’Αργώ, is unlikely to be coincidence; T. 
thus marks the beginning of the ‘epic5 narrative.

16-18 άλλ5 marks a transition to a new stage of narrative and 
need not convey any sense of contrast, cf. 22.103, 141, Denniston 22. 
The Argonautic expedition is a particular instance of the general 
proposition that Herakles and Hylas were never apart. For a differ
ent interpretation cf. Rossi (1972).

16 το χρύσειον: cf. 6n.
16-17 Ίάσων j Αισονίδας: the combination of name and patro

nymic is not merely a marker of the heroic age, but perhaps also a 
humorous allusion to Arg. by means of a phrase which Apollonius 
never actually uses: in Arg. Jason is always ‘Jason5 or ‘son of Aison5, 
never both.

18 προλελεγμένοι ών όφελος τ ι ‘the chosen ones, who had any
thing useful to offer5, a further combination of the poetic (in fact a 
Homeric hapax, II. 13.689) and the prosaic, cf. PI. Apol. 2807 ανδρα 
οτου τι και σμικρόν όφελος έστιν, Ar. Eccl. 53- The Apollonian 
equivalent reveals the ‘poetic5 way to say this: Arg. 3.347-8 Παν- 
αχαιίδος εί τ ι φέριστον | ηρώων. In one verse Τ. ‘covers’ (and dis
misses) the whole Apollonian catalogue, cf. Eel. 4.34-5 alter ent turn 
Tiphys et altera quae uehat Argo | delectos heroas.

19 ταλαεργός: in earlier epic only of mules, so used of Herakles 
with a certain humour. άφνειον Τωλκόν: the Thessalian city 
from which the expedition set sail; on the various forms of the name
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cf. M. L. West, Glotta 41 (1963) 278-82, Braswell on Pind. Pytk. 4.77 
(b). It is usually feminine, and is presumably so here, as άφυειός is 
regularly of two terminations. In Homer Iolkos is ευκτιμένη (II. 
2.712), and the legendary eponym of the people of Iolkos, Minyas, 
possessed great wealth (Pausanias 9-36.4-5); cf. the wealth of Pelias 
at Pind. Pyth. 4.150.

20 The rare form ssdds (cf. 7.133, 26.36 Καδμεϊαι πολλαϊς με- 
μελημευαι ήρωίναις) gives weight to Herakles’ appropriately heroic 
ancestry. Μιδεάτιδος: Alkmene’s father Elektryon is treated as 
king of Midea in the Argolid, cf. 24.1-2, Pind. Öl. 7.29, Pausanias 
2.25.9. The learned allusion evokes a distant past of heroic legend.

21 κατέβαινεν: probably ‘went down [from the city] to the ship 
[lying in harbour]’, rather than ‘embarked’ (Campbell on Quint. 
Smyrn. 12.269) or just ‘arrived at’; the progression from Iolkos (tg) to 
the ship argues for the first interpretation. The harbour of Pagasai 
lay some twenty stades from Iolkos (Strabo 9.5.15), and Apollonius 
describes Jason’s passage to the harbour (1.306-19); Pindar, how
ever, draws no explicit distinction between city and port in a verse 
which was not far from T .’s mind, Pyth. 4.188 ές δ’ Ίαολκόυ έττει 
κατέβα ναυταν άωτος κτλ. Arg. ι.ι$ ι may well be the starting-point 
here, συν καί οΐ "Υλας κίεν ‘Hylas accompanied Herakles’, 
ευεδρον: a variation of the Homeric ευσελμος and the less mannered 
έύζυγον of Arg. t.4.

22 In Arg. the Clashing Rocks, which were believed to guard the 
entrance to the Black Sea, break the stern-post of the Argo (2.601), 
but everything is easy for T .’s heroes. Pindar calls them συνδρόμοι 
πέτραι (Pyth. 4.208-9); they are often Κυάυεαι or Συμττληγάδες or 
these two names are combined (Eur. Med. 2), though not by Apollo
nius, for whom the Rocks are Κοάνεαι or Πληγάδες; Συνδρομάδες 
should be understood as a variation upon these names, and 22.27 
πέτρας εις έν ξυνιούσας itself varies the present line.

23-4  There are three principal problems in these much discussed 
lines, (i) ‘But [the Argo] shot through and clear of the Rocks and ran 
into deep Phasis’ omits the journey along the southern coast of the 
Black Sea; Griffiths’s Πόντου for Oäatv (cf. Arg. 2.579) would remove 
this apparent oddity, and βαθύς more obviously suits the Black Sea 
than the Phasis (εύρύ ρεών at Arg. 2.1261). In Pindar too, however, 
we move directly from the Rocks to the Phasis (Fyth. 4.207-13), even
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if not quite so abruptly, and cf. i6-24n., Hunter (1995) 15-18. (ii) 
αίετός ώς μέγα λαίτμα ‘as an eagle [soars] over a vast expanse’ most 
naturally refers to the Pontic voyage rather than to the passage 
between the Rocks; βαθύυ δ’ είσέδραμε Φασίυ will therefore, if 
sound, not be parenthetic, but will denote the successful conclusion 
of the voyage, which is compressed into the first half of 24. The 
Rocks are here represented as the only serious obstacle to the out
ward voyage, and this is in keeping with T .’s conception of the 
heroic ease of tire trip, cf. M. Campbell, Μαία 26 (1974) 331. Gow’s 
view that μέγα λαίτμα is in apposition to βαθύυ Φδσιυ is uncon
vincing. In Arg. the safe passage of the Argo is preceded by the safe 
passage of a dove; Philip Hardie points out that T. finds another use 
for that dove in the Πελειάδες, ‘Doves’, of 25. (iii) άφ’ ού τότε is very 
curious Greek (cf. Griffiths (1996) 108), though hiatus at the weak 
caesura is well attested (22.116, 191, 24.72). Line 24 was deleted by 
Meineke, and it is easy to see a reason for interpolation: that the 
successful passage of the Argo put an end to the Rocks’ movement 
had to be mentioned, as in the corresponding passages of Pindar 
(Pyth. 4.210-11) and Apollonius (Arg. 2.600-6). For further discussion 
cf Wilamowitz (1906) 178-9, Rengakos (1994) 107. διεξάιξε: T. 
nowhere else uses άίσσειυ or its compounds, but the verb is very 
common in Arg. (over 30 instances of the simple verb alone); it is 
tempting to see here an imitation of an Apollonian verbal manner
ism, cf. Arg. i . i i57 (the Argo) διέξ άλός άίσσουσαν, 2.56t (the dove 
released ‘to dart’ through the Rocks).

25-8 T. uses the epic αμος . . .  ταμος also in 24.11-13, and Apol
lonius introduces the Hylas episode in this way (Arg. 1.1172-8). 
Whereas, however, Apollonius marks the time of day at which the 
Argonauts reached Mysia, T. marks the time of year when the 
expedition began, cf. Hes. WD 414-22, 679-81 (spring sailing), 
Gut2willer (1981) 23. The Hesiodic flavour of both form and sub
stance mark this as a very different kind of ‘epic narrative’.

The Pleiades (23~4n.) are ‘the stars by which men determine the 
order of their lives’ (Ath. 11 489e); when, after their winter dis
appearance, they become visible again before sunrise (late April /  
early May), this marks the transition from spring to summer and 
hence the best time to resume sailing, cf. Hippocr. De reg. 3.68, West 
on Hes. WD 383-4. T .’s Argonauts can choose the most propitious
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time: they are apparently under no pressure from Pelias (who is not 
even mentioned in the poem). J. K. Newman, The classical epic tradi
tion (Wisconsin 1986) 90, calculates that Apollonius’ Argonauts, on 
the other hand, were forced to set out in the autumn.

25 έσχατιαί: marginal land away from the farmhouses; the new 
lambs are already old enough to run free with the flocks.

26 τετραμμένου ‘turned [to summer]’.
27-8 θείος αωτος | ήρώων ‘godlike and foremost heroes’, 

cf. Pind. Pyth. 4.188 (2m. above), Arg. 2.1091 άνδρών ηρώων θειον 
στόλον, Perrotta (1978) 312-13· αωτοζ ‘prime [of]’, ‘perfection [of]’ 
is a high poeticism appropriate to the theme; it is a favourite word 
of Pindar, cf. R. A. Raman, Glotta 53 (1975) 195-207, M. S. Silk, CQ 
3 3  (1983) 316-17. ‘Godlike’ is no empty praise: many of the Argo
nauts (though not Jason) were ‘sons and grandsons of immortals’ 
(Arg. 3.366). κοίλαν . . .  ’Αργώ: the epithet adds a further epic 
touch. Apollonius has κοίλη vaûs of the Argo (1.1328), but never 
κοίλη ’Αργώ: here, then, is a further non-Apollonian ‘epicism’ (cf. 
i6-i8n.).

29 The Argonauts sail (presumably non-stop) in a north-easterly 
direction; hence the importance of the South Wind (cf. Pind. Pyth. 
4.203, Arg. 1.926). T .’s narrative is even swifter than Pindar’s, for the 
latter’s Argonauts (like Apollonius’) must first row away from Pagasai 
(Pyth. 4.202). Apollonius’ Argonauts reach Mysia after seven sailing 
days (not counting the activities on land along the way).

30-1 Kios (modern Gemlik) was a Milesian settlement on the 
southern coast of the Propontis (Sea of Marmara), cf. RE  xi 486-7. 
Kios was originally the name of a river, and the city was said to have 
been founded by the Argonaut Polyphemos (Arg. 1.1321-3, 1345-7); 
31 is therefore an ‘anachronistic’ forward reference, as both the 
present tense and the reference to the principally autumnal activity 
of ploughing suggest (cf. Hes. WD 384, 448-51) -  the Argonauts 
arrive in the early summer. Whereas the arrival of Apollonius’ 
Argonauts is marked by a time-description which emphasises what 
hard work ploughing is (Arg. 1.1172-8), in T .’s Mysia even the cattle 
seem to find it easy: τρίβοντες perhaps picks up Apollonius’ περι- 
τριβέας . . .  χειρας (1.1175) t0 make this point. αύλακας eu- 
ρύνοντι ‘cut broad furrows’, cf. Arat. Phaen. 253 ιχνια μηκύνει ‘he 
takes long steps’. Strictly speaking it is not the cattle who ‘wear away
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the ploughshares’, but the earth itself, cf. Georg. 1.45-6 depresso incipiat 
iam tum mihi taurus aratro \ ingemere et sulco attritus splendescere uomer.

32-3  A very similar scene is described in 22.30-3, cf. Hunter 
(t996a) 6o-i. Homer too has ‘landing scenes’, cf. Od. 15.495-502, II. 
1.432-9, Arend (1933) 79-81, Serrao (1971) 122-9, but T. dwells at 
greater length than Homer upon the ‘bucolic’ preparations. The 
corresponding scene at Arg. 1.1179-86 is particularly close, and these 
passages have been central to the debate about priority, cf. H. 
Tränkle, Hermes 91 (1963) 503-5, Köhnken (1965) 34-9, Serrao (1971) 
129-34. Lines 32-3 seem to suggest that the Argonauts intend to 
spend the night at Kios, as in Arg., cf. 69η. εκβάντες κτλ.ΐ the 
same half-line begins 22.32; this can hardly be a coincidence, 
κατά ζυγά ‘in pairs’, a prosaic expression pointedly juxtaposed to 
the Homeric δαϊτα πένοντο (Od. 2.322, cf. V. J. Matthews, LCM 10 
(1985) 68-9) and wittily placed after a description of ploughing (and 
hence ‘yoked’) bulls. An alternative interpretation, ‘by rowing- 
benches’, has obvious attractions, but it makes 38 (which Griffiths 
(1996) 108-9 deletes) curiously superfluous. In Arg. Herakles rows 
with Ankaios (1.396-400) and in Val. Flacc. with Telamon (i.353-4). 
πολλοί δε μίαν: the quintessential Argonautic virtues of co-operation 
and solidarity are here on view, cf. K. J. McKay in Studi di filologia 
classica in onore di Giusto Monaco (Palermo 1991) 377-85.

34-5  Text and interpretation are disputed. Gow construes μέγ’ 
ονειαρ with σφιν, ‘a great benefit for them because of the bedding it 
offered’, but the traditional punctuation after εκειτο, ‘a great benefit 
for their beds’ is a striking and convincing variation on a Homeric 
pattern, εκειτο itself is not impossible, but the expected verb is παρά- 
κειμαι, and either λειμών yàp τταρέκειτο (Hunter) or λειμών ιτάρ 
σφιν εκειτο (A. Griffiths, CQ_ 22 (1972) 108-9) seems possible. With 
the former, σφιν will have intruded after the loss (presumably by 
haplography) of γάρ or παρ, or because μέγ’ όνειαρ was thought to 
require a personal dative; with the latter, we will have a brief exam
ple of the familiar est in conspectu type (Austin on Aen. 2.21), and ενθεν 
will bear its normal meaning of ‘from there’; elsewhere T. always 
uses όθεν for ‘whence’. βούτομον οξύ ‘sharp sedge’, cf. Lembach 
(1970) 42-4. Both όξύ and ετάμοντο emphasise the etymology of the 
‘cattle-cut’ (or perhaps ‘catde-cutting’) plant. βαθύν: possibly 
‘thick’ (cf. 4.51) rather than ‘tali’.
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36 "Υλας ο ξανθός: the article suggests familiarity with ‘the fair
haired one’, cf. 6n. Fair or sandy hair is conventional in literature 
for young men and women, though by no means restricted to them, 
cf. Lat.flauus. Hylas’ closest Olympian model, Ganymede, was ξανθός 
when Zeus carried him off ‘because of his beauty5 (h. Apkr. 202-3). 
επιδόρπιον: first here and in Lycophron {Alex. 609, 661); Apollonius 
(1.1208-9) repeats the Homeric ποτιδόρτπον (twice in the Cyclops 
episode, Od. 9.234, 249). In Arg. the linguistic Homerism points to 
the ‘Cyclopie’ nature of Herakles and the presence of a ‘Polyphemos’ 
(cf., e.g., J . J . Clauss, The best of the Argonauts (Berkeley 1993) 186-9); 
T. too is not unaware of this literary model cf, 58-600.

37 Spondaic rhythm marks the unyielding arete of Herakles and 
‘unbending Telamon’. Telamon, Ajax’s father and Achilles’ uncle, is 
a constant companion o f Herakles in mythology, and in Arg. it is he 
who tries to turn the Argo around when the crew discovers that they 
have left Herakles behind (1.1289-1344). Like άστεμφής (Livrea on 
Arg. 4.1375), the epithets associated with him stress martial strength: 
κραταιός (Pind. Nem. 4.25), Ιυμμελίης (Arg. 1.1043), άρηίφιλος (Arg. 
3.Π74).

38 μίαν άμφιο: the juxtaposition emphasises their constant 
togetherness, cf. 33η. above. δαίνυντο τράπεζαν: T. has used 
δαϊς immediately above, and he varies a standard epicism with what 
seems to be another combination of the prosaic (cf. LSJ s.v. τράπεζα 
i 2, Lampe s.v. b) and the poetic: δ α ίνυ σ θ α ι is an epic verb found 
only here in T.

39 Cf. Arg. 1.1207 τόφρα δ’ “Ύλας χαλκέηι συν κάλπιδι κτλ., 
ι.ΐ22ΐ αιψα δ’ όγε κρήνην μετεκίαθεν κτλ. Both the ‘parenthesis’ of 
39 and the speed with which T .’s Hylas finds a suitable pool, within 
the same verse in which he sets out, contrasts with Apollonius’ epic 
technique of digression by which Hylas’ setting out is separated from 
his arrival by ten verses relating how he came to be Herakles’ squire; 
Apollonius himself explicitly calls attention to the digression (1.1220), 
and so τάχα here refers both to Hylas’ quick success and to the rela
tive speed of the narrative. χάλκεον: the heroic-epic world 
remained in the memory of Greek poets a ‘bronze world’, i.e. one 
before the introduction of iron-working, cf. West on Hes. WD 150. 
In Arg. this detail becomes functional in the noise which the bucket 
makes as Hylas dips it into the water (1.1235-6). άγγος: Σ Arg.
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1.1207 notes that it was άπρεπες for Apollonius to give Hylas a 
κάλπις, which was something which women carried (cf. 5.127, Od. 
7.20). Although classical practice is not so clear-cut (Gow on line 46, 
Pfeiffer on Call. fr. 596), T. may have wished to score a stylistic 
point here and in 46 (κρωσσόν). Whereas άγγος is non-specific and 
perhaps more prosaic than κάλπις, κρωσσός is largely poetic; TV's 
variety is in contrast to Apollonius’ epic sameness (1.1207, 1234).

40 -2  Where Apollonius resisted the temptation for a description 
of this locus amoenus (1.1222-3), though he knows the name of the 
spring (!), T .’s poetic concerns are very different. The learned, bota
nical catalogue is highly evocative of the pool’s mysterious dangers. 
cf. Lembach (1970) 90-5, Eiliger (1975) 354-5, S. Amigues, REG 109 
(1996) 474-86. The lushness which covers two verbless lines is fur
ther marked by the absence of third-foot caesura in 41, as the plants 
grow over the normal divisions of the hexameter; for such a rhythm 
cf. 22.72, Fantuzzi (1995a) 230. Hylas cannot (presumably) see these 
plants in the darkness, but we here listen to a description by the 
poet, not an account of what ‘Hylas’ sees; whereas in 22.34-43 the 
Dioscuri go sight-seeing in the sunshine (cf. 44), here Hylas wanders 
into darkness.

The association of lush vegetation (χλωρόν, θάλλοντα) with 
female ‘otherness’ and sexuality has a long history. Particularly im
portant is the flourishing of nature around Calypso’s cave (Od. 5.63- 
74); Calypso, ‘the hider’, was a nymph who wished to hide Odysseus 
away and make him her immortal husband (Od. 7.255-7) -  a close 
parallel to Hylas’ fate. Relevant too is the flowery locus amoenus 
from which Persephone was carried off by Hades (h. Dem. 6-18, cf. 
Gutzwiller (1981) 25-7, Hunter (1993a) 40. On T .’s use of the myste
rious power of water cf. Segal (1981) 47-65.

40 ήμένωι ‘low-lying’, with an implication of ‘sheltered’, ‘hidden 
away’.

41 χελιδόνιον: perhaps ‘lesser celandine’, which grows in wet
lands (Dioscorides 2.181, Lembach (1970) 93}. άδίαντον ‘maiden
hair fern’, Adiantum capillus-oeneris L., another plant of wet areas 
(Thphr. HP 7.14.1); the name ‘Unwetted’ was explained by the fact 
that moisture does not remain on the surface of the plant.

42 θάλλοντα σέλινα: cf. 3.21-30., Hor. C. 1.36.16 uiuax apium. 
There is probably an echo of Od. 5.72-3 (Calypso’s cave) άμφί δέ
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λειμώνες μαλακοί ίου ήδέ σέλινου | θήλεον. ειλιτενής αγρωστις 
‘creeping dog’s-tooth’, Cynodon dactylon Pers. Σ associate the adjective 
with είλεΤν, but it does not occur elsewhere, cf. Lindsell (1937) 80.

4 2 -4  These lines are the only example among the poems gen
erally regarded as genuine -  25.29-31 being the only other instance 
in the corpus ~ of three successive spondeiazonies\ Gow lists 13 exam
ples in all Greek hexameter poetry. Line 44 is a very rare and heavy 
verse (dssds). This mannered use of metre (continued into the spon
daic opening of 45) marks the mystery and challenge of the locus 
amoenus.

4 3  χορόν άρτίζοντο: a variation of, and allusion to, Apollonius’ 
less striking άρτι j νυμφάων ϊσταντο χοροί (i. 1222-3).

44 ακοίμητοι: unlike Argonauts or Homer’s Olympians, nymphs 
never sleep; they are a constant danger. δειναΐ θεαί άγροιώταις: 
the nymphs resemble Calypso (Od. 7.246, 255) or Circe, δεινή θεός 
αΰδήεσσα {Od. 10.136). Σ refer to the condition of nympholepsy, but 
the experience of ‘nympholepts’ is usually a heightened sensibility 
and religious awareness, cf. W. R. Connor, CA 7 (1988) 155-89; a 
Hylas or an Astakides (above, p. 263), who disappear completely, are 
a different category of those ‘taken by’ nymphs.

45 A line consisting of three names or nouns, only the third of 
which is qualified, is a regular pattern, cf. 4.25, 7.68, 26.1, Hes. 
Theog. 902 (the Hours) Εύνομίην τε Δίκην τε και Ειρήνην τεθαλυϊαν, 
909, Od. 2.120, Ovid, Met. 12.460 etc. It is not unlikely that T. had 
some source for these three names; this piece of learning may be 
intended to cap Apollonius’ single, nameless nymph. Eunike is the 
name of a Nereid at Hes. Theog. 246 and of the haughty city girl of 
Idyll 20; Malis, ‘apple-tree’ (8.79), is appropriate to the lushness of 
the locus and to the presentation o f  the nymphs (cf. 47η.), and 
Nycheia, ‘night lady’, is the name of a spring nymph also in Anth. 
Pal. 9.684. εαρ θ’ ορόωσα ‘whose look is springtime’, cf. Ar. 
Wasps 455 βλεπόντων κάρδαμα, K -G  1 309. The eye is traditionally 
the site of dangerous bewitchment; the beauty of Nycheia’s gaze 
conceals the dark powers indicated by her name.

46  The purely dactylic verse, coming after a heavily spondaic 
passage, marks the speed with which things now happen. ήτοι 
marks a transition to a  new stage o f the narrative, cf. Denniston 554; 
it occurs only in ‘epicising’ poems (Idylls 13, 22, 24, 25). έπεϊχε
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ποτώι ‘held out [the bucket] to the stream’. πολυχανδέα: a 
touch of epicising grandeur, which is lightly ironic in view of Hera
kles’ capacity for food and drink, cf. 58--6on. κρωσσόν: cf. 39η.

47 The nymphs ‘grow upon his hand’; the phrase is a familiar 
epicism (LSJ s.v. έμφύω n 2), but here T. gives a  literal weight to the 
verb. Was Hylas really carried off by nymphs, or does his corpse lie 
concealed in the vegetation? Are these nymphs divine spirits or 
‘natural phenomena’? T. evokes ‘rationalising’ interpretations of the 
story, such as that of the otherwise unknown Onasos in which Hylas 
simply drowned (FGrHist 41); νύμφη is a familiar metonymy for 
‘water’. Relevant is an etymological play between "Υλας and ύλη, cf. 
Prop. 1.20.6-7 where Hylae and siluae occur at the end of successive 
lines, Strabo 12.4.3, Orph.Arg. 643-5.

48  The emphatic anaphora of πασάων is of a kind familiar in T., 
but also corrects Apollonius’ single nymph. In most accounts Hylas 
is indeed taken by a plurality of nymphs; even the account in Apol
lodorus, which otherwise seems to follow Apollonius, has the plural 
(1.9.19). A single nymph is found in Val. Flacc. and Petronius, Sat. 
83.3 (where there is an obvious contextual motive). ερως κτλ.: 
cf. Archilochus fr. 191.3 West (ερως) κλέψας έκ στηθέων άτταλάς 
φρένας. In view of 1-2 it is tempting to print “Ερως here, cf. 2.133-8; 
at the beginning of the poem, however, there is an explicit concern 
with the god’s lineage. εξεφόβησεν: cf. 2.137 (ερως) νυμφαν 
έφόβησε, Moschus, Europa 89-90 (the Zeus-bull) ούκ έφόβησε φααν- 
θείς I παρθενικάς, πάσηισι δ’ έρως κτλ. (presumably an echo of T.). 
TVs verse is a variation on 11. 14.294 (Zeus and Hera) ώς δ’ ίδεν, ώς 
μιν ερως ττυκινάς φρένας άμφεκάλυψεν, cf. 2.82, 3·4°~2π.; the 
Homeric verb has in fact replaced εξεφόβησεν in most MSS of Idyll 
13. έξεφόβησεν is less usual than Apollonius’ έτττοίησεν (1.1232, cf. 
Serrao (1971) 140-3), as άνετττοίησαν at Europa 23 in turn varies 
Apollonius’ έφόβησαν (3.636). Those affected by eros feel a kind of 
terror at the loss of control over their emotions, ‘Eros is regarded as 
a victor over sanity, like panic Phobos in battle’ (Dover); cf. further 
55n ·

49 Ά ργείω ι επί παιδί ‘[with desire] for the Argive boy’ cf 2.40, 
10.31, Hunter and Campbell on Arg. 3.28. The epithet is difficult; in 
early epic it means little more than ‘Greek’, but this is hardly 
enough for T. That Amphitryon and Alkmena were both Argives (cf.
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24.104) or that there were settlements of Dryopes from Hylas’ home
land in the Argolid (Arist. fr. 482 Rose, Call. fr. 25 =  27 Massimiila) 
are unsatisfactory explanations, and it seems unlikely that T. here 
alludes to an otherwise unknown genealogy for Hylas; Campbell 
(1990) 114 suggests a link with Alcaeus fr. 283.3-4 Voigt κ’ Αλένας έν 
στήθεσίν έπτ[όαισε j θύμον Άργείας, Τροίωι δ’ επ ' άν[δρι | εκμά- 
νεισα. In view of μελαν ύδωρ, the star image which follows, and the 
earlier suggestions of Hylas’ feminine beauty, άργείωι ‘gleaming 
white1 deserves consideration (M. G. Bonanno, L’allusione necessaria 
(Rome 1990) 203-6), cf. Prop. 1.20.45 cuius ut accensae Dryades candore 
puellae, Petr. Sat. 83.3 candidus Hylas, but the existence of the form 
depends upon two very uncertain glosses in Hesychius (a 7017, 
7019). μέλαν: cf. II. 16.3 κρήνη μελάνυδρος. Black is here not 
just the colour of death, for no light reaches this secluded woodland, 
cf. M. F. Ferrini, Rudiae 7 (1995) 213-29.

50-x Hylas’ fall is compared to a shooting star: the descent is de
scribed in rapid dactyls which fall into the spondaic πόντωι. We are 
perhaps to visualise Hylas’ long fair hair streaming behind him like 
‘the tail’ of such a star or a κομήτης (‘hairy one’), cf. Campbell 
(1990) 114-15. II. 22.318, which compares the gleam of Achilles’ 
spear to 'έσπερος, ôç κάλλιστος εν ούρσνώι ϊσταται άστήρ, is 
immediately preceded by a reference to the ‘beautiful golden hair’ 
on the crest of his helmet. Hylas’ disappearance also suggests the 
death of a hero in battle, cf. II. 13.389 ήριπε δ’ ώς ότε τις δρυς 
ήριπεν ή άχερωίς, but the verbal evocation points to difference 
rather than similarity. άθρόος ‘in a heap’, ‘with a whoosh’. The 
enjambmem marks the speed and suddenness of the descent; Virgil 
imitated this effect in describing the fall of Palinurus, Aen. 5.859-60 
liquidas proiecit in undas \ praecipitem ac socios nequiquam saepe meantem, cf. 
Hunter (1993a) 183-4. ηριπενί the simplex verb picks up a pre
viously used compound, as very commonly, cf. R. Renehan, Greek 
textual criticism: a reader (Cambridge, Mass. 1969) 77-85. For the regu
lar use of the aorist in similes cf. 63, Goodwin §§158, 547-8. 
ναύτας: perhaps ‘steersman’, rather than just ‘sailor’, cf. Ovid, Met. 
13.419 iubet uti nauita uentis (with Bömer’s note). There is a variation 
of the device of early epic in which the comments of one (τις) of a 
crowd are reported (I. J. F. de Jong, Eranos 85 (1987) 69-84).

52 This line is the only direct speech in the whole narrative told to
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Nikias, if we discount the cry of 58. Shooting stars portended winds, 
and many such stars together were a sign of impending storm, cf. Σ 
II. 4.75-9, [Thphr.] fr. 6.1.13 Wimmer, Arat. Phaen. 926-9, Seneca, 
QN 1.1.12. Here πλευστικος ούρος ‘a favourable breeze for sailing’ 
and the subsequent departure of the Argonauts suggest that the 
omen is a good one (but cf. next note); there is, therefore, point in 
the simile of a single shooting star. κουφότερ’: to prepare for 
bad weather sailors would lessen the strain on the sail by easing the 
ropes somewhat (perhaps the sense of κουφά at Arat. Phaen. 421). 
This may be the point here (cf. Köhnken (1996b) 444), and Hylas’ 
disappearance threatens to delay any sailing. ‘A sailing breeze’ 
would, however, be welcome to sailors on a moored or becalmed 
ship, as in Apollonius’ Hylas narrative (Arg. 1-1273-5), and if the 
breeze is a signal for sailing, ‘lighter1 must mean ‘ready1 (so Σ), and 
is perhaps a colloquial nautical term (‘ship-shape’). The reason for 
the Argonauts’ sudden departure is thus suggested through the simile, 
and such a technique would be an example of Hellenistic experi
mentation with the boundary between simile and narrative, cf. 69η., 
H. Bernsdorff, RhM 137 (1994) 66-72, Hunter (1993a) 129-38. 
παΐδες ‘lads’, cf. 10.52, Ar. Knights 419, Virg. Ed. 1.45 pascite ul ante 
boues, puen; summittite tauros. The colloquialism is a good instance of 
T .’s distance from Homer, cf. Od. 15.218 (Telemachos to his crew) 
έγκοσμεΐτε τά  τεύχε1, εταίροι, νη! μελαίνηι κτλ.

5 3 ~ 4  Herakles’ ‘mothering’ is now replaced by that of the 
nymphs: κοΟρον suggests ‘son’ as well as ‘boy’, cf. II. 21.506 (Artemis 
and Zeus) δακρυόεσσα δέ πατρός εφέζετο γούνασι κούρη. 
«γανοΐστ παρεψύχοντ’ Ιπεεσσιν ‘sought to calm him with soft 
words’. The verb (Hopkinson on Call. h. 6.45) evokes the coolness 
(ψΰχος) of ‘death’ in the chill waters of the dark pool, cf. Segal 
(1981) 5 5 -

55 A remarkable line in which the grand patronymic and par
ticiple is set in counterpoint to the closing περί παιδί. T .’s rapid 
narrative does not stop to explain that Herakles’ anxiety arose from 
Hylas’ prolonged absence; in Arg. Polyphemos acts as the bringer of 
bad news to the hero. Herakles’ distress and subsequent wandering 
(66) evoke Demeter’s frenzy at the news of Persephone’s fate (cf. h. 
Dem. 77 άχνυμένην περί παιδί τανυσφύρωι), as Hylas’ disappear
ance evokes the rape of Persephone, cf. 40-20. ταρασσόμενος:
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eros brings ‘disturbance’, cf. 7.126 (a rejection of eros) άμμιυ δ’ άσυ- 
χία τε μέλοι, Campbell on Arg. 3.276. Herakles and the nymphs are 
suffering from the same invasive ‘fear’ (note 49 ετπ τταΐδί -  55 ττερι 
τταιδί).

5 6 ~ 7  Herakles arms himself for another ‘labour’, cf. 7η.; this is 
just as well, in fact, because otherwise the famous weapons would 
have been left behind on the Mysian shore. Herakles’ bow, ‘finely 
curved in the manner of Lake Maiotis [the Sea of Azov]1 is of the 
‘Scythian’ type in which two curves are linked by a straight waist 
where the bow is held (in the left hand). These verses are illustrated 
by many depictions of Herakles, cf. LIMC iv 2 s.v. Herakles 15, 17, 
39-40 etc. έχάνδανε: literally ‘had room for’, ‘was able to con
tain’, as at 11. 11.462, which was in T .’s mind here (58-600.): this is 
not merely a synonym for ‘carried1, but suggests the size of Herakles’ 
dub, called χειροττληθής at 25.63. The Cyclops, who is one of the 
models for Herakles here (58-600.), also had a μέγα ρότταλον, 
which resembled the mast of a ship (Od. 9.319-24). Both that passage 
and its imitation at Arg. 1.1190-1205, in which Herakles uproots a 
tree for his new oar like a storm upsetting a ship’s mast, hover over 
T .’s narrative here. In Arg. Herakles is carrying both his club and the 
tree when he hears the bad news from Polyphemos.

58-60 These lines provide an aetiology for the thrice-repeated 
ritual cry of the Mysians in search of Hylas (Ant. Lib. 26.5, above, 
p. 263), and evoke a version attested by Antoninus (and Nicander?), 
in which Hylas was metamorphosed into Echo; it is typical of the 
Hellenistic manner to allude to more than one version of a myth (cf. 
47η.). Although the ‘thin voice’ which answers Herakles presumably 
calls out ‘Herakles’ rather than ‘Hylas’, the experience of deceptive 
distance suggests the familiar echo effect. Lucretius refers to the 
production of echo ‘when we are seeking our comrades in the shady 
mountains’ (4.572-6). The origins of Echo, the extreme case of a 
‘natural’ sound requiring human agency and thus a mythic model 
for bucolic poetry, is one of the central bucolic myths, cf. Longus, 
D&C  3.21-3, Hunter (1997); for Hylas and Echo cf. further Eel. 
6.43-4, Prop· 1.20.49-50 (with Fedeli’s note), Val. Fiacc. 3.596-7, 
P. R. Hardie, MD 20/1 (1988) 77-8, A. Barchiesi, Lexis 13 (1995) 
65-7. Griffiths {1995) 105 deletes 60 as a prosaic explanation of 59.

The Homeric model is 11. n .461-3 (the wounded Odysseus) αυε δ’
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εταίρους. | τρις μεν επειτ’ ήυσεν όσον κεφαλή χάδε φωτός, | τρις δ3 
αιεν ίάχοντος άρηίφιλος Μενέλαος. T .’s verses, like Arg. 1.1249 μελέη 
δέ οι εττλετ' αυτή, also rework Menelaos’ subsequent speech to Ajax, 
άμφί μ’ Όδυσσήος ταλασίφρονος Ϊκετο φωνή, and the situation of 
Herakles and his eromenos stands in ironic counterpoint to the ‘heroic’ 
military pattern. Menelaos and Ajax respond to Odysseus’ call and 
the Trojans scatter like ‘flesh-eating jackals’ before a ‘raging lion’, 
cf. 61-2 below. In II. 11.466 Aristarchus read ΐκετ’ αυτή, in order to 
match noun and verb; this textual variation is repeated in the trans
mission of Arg. 1.1249, but in T. noun and verb refer to different 
voices.

58 "Υλαν άυσεν: ‘Hylas’ has been associated with ύλαν, ΰλακτεΤν 
(cf. Lat. ululare), as a rationalisation of a ritual cry υλα, cf. P. 
Kretschmer, Glotta 14 (1925) 35-6; T. may wish us to feel an affinity 
between verb and object here. δσον βαθύς ήρυγε λαιμός: lit. 
‘with all the force his deep throat could bellow1. Lexica distinguish 
two senses of έρεύγεσθαι, ‘belch’, ‘disgorge’ and ‘bellow’, ‘roar’, but 
here both are relevant: Herakles’ gluttonous throat was notoriously 
deep (Eur. Ale. 753-5, Call. h. 3.159-61 etc.), and although the verb 
is not necessarily coarse in Hellenistic Greek, here it may suggest a 
likeness between Herakles and the Cyclops who, after his final meal, 
ερεύγετο οίυοβαρείων (Od. 9.374), cf. 36η. In 61 Herakles wiil be 
compared to a ‘lion who eats raw flesh’, again like the Cyclops [Od. 
9.292). So too, in Arg. Polyphemos’ shouting is explicitly compared 
to the roaring of a lion.

59 αραιά ‘thin’, ‘faint’; this word is regularly glossed as λετττή, 
ασθενής, αδύνατος, cf. Et. Mag. 134.21-2 Gaisford, 2 bT 11. 16.161. 
Chadwick (1996) 53 suggests ‘sounding at intervals’, but this would 
hardly need saying.

61 Presumably an interpolation intended to ease the following 
‘paratactic simile’; for attempts to save the line cf. E. Magnelli, MD 
35  (1995) x4 5  n.47. The corresponding passage in Arg. has σχεδόν and 
άττόττροθεν in close proximity (1.1243-4).

62-3 Cf. 58-6on. This is a ‘paratactic simile’, i.e. one without 
an introductory ‘as when cf. 14.41-2, Perrotta (1978) 42-3, 
Bernsdorff (1995), who sees a stylistic imitation of the rapid move
ment described in the narrative. The corresponding passage in Arg. is 
1.1243-9, Polyphemos compared to a hungry lion. Herakles does not
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wish (literally) to eat Hylas, but the disturbance caused by eros is lik
ened to another uncontrollable appetite, that of hunger (cf. 10.30--1). 
The image of the lion and the fawn as a way of figuring the erastes- 
eromenos relationship is found at Theognis 949-50 and PMG 714, and 
is common in heterosexual contexts, where the point is often that the 
young fawn is exposed to danger because it is separated from its 
mother (cf. Anacreon 408, Hor. C. 1.23); so here, Hylas, almost for 
the first time (cf. 10-13), is separated from his protector (cf έτοιμο- 
τάταυ), and the mothering nymphs are no substitute. One irony lies 
in the fusion of ‘protector’ and ‘predator’: Herakles, the human lion 
(cf. Megara 5 etc.), is both, and fulfils both rôles badly -  he neither 
protects nor ‘captures’ Hylas. Here is a second irony: the ‘prey’ is so 
close, yet never so far away. Ισπευσεν: cf 50-in.

64-71 Herakles’ madness (71, cf. 2.51) has close parallels in 
descriptions of erotic frenzy (the Epicurean οίστρος, cf. 6.28η.) from 
both ‘high’ and ‘low’ literature, cf. Pi. Phdr. 25id-e, ‘ . . .  the entire 
soul, stung all over, goes mad with pain . . .  in its madness it can 
neither sleep at night nor keep still where it is by day, but runs 
wherever it thinks it will see the possessor of the beauty it longs for 
. . . ’ (trans. Rowe). Less exalted is the frenzy which Simaitha wishes 
upon Delphis and the erastai of the magical papyri seek to arouse in 
those they desire: cf., e.g., PGM xxxvt 149-53 ‘make [X] love me 
[Γ] with a love that wrenches her guts (Ιρωτι σττλαγχνίχωι) . . .  if 
she wants to sleep, put whips of thorns under her (σιττύβας άκανθί- 
νας) and spikes on her forehead’. Herakles’ rampage through 
‘untrodden thorns’ is thus an emotional, as well as a physical, jour
ney; Posidippus, Anth. Pal. 12.98 { - H E  3074-7) portrays the poet 
bound by desire on a bed of thorns and tortured with fire, and 
κνίζειν is commonly used of erotic desire. Just as there are simi
larities between the fates of Daphnis and Hylas, so Herakles’ crazed 
search and wandering place him in the rôle, not only of Demeter, 
but also of ά κώρα in Priapos’ account of Daphnis’ situation at 
1.82-5, cf. n. ad loc.; Herakles’ story has been assimilated to the 
archetypal bucolic story. Bion saw the similarity, for he combined 
the wild searchings of Herakles and the nameless girl for his picture 
of Aphrodite’s search for the wounded Adonis, EA 19-24.

In Arg., Herakles’ rampage is compared to that of a bull which has 
been stung by a gadfly (οίστρος) and ‘has no thought for the herds-
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men or the herd’ (1.1266-7); thus T. has rewritten both of Apollo
nius’ similes: the lion simile becomes the experimental paratactic 
simile of 62-3, and the bull simile is incorporated into the narrative. 
That Herakles forgets about the expedition is an extreme manifes
tation of the traditional idea (10.14, n -n  etc·) that love drives every
thing else out of your mind; cf. PGM iv 2756-8 ‘may [X] come with 
ail speed to my doors, crazy (μαινομένη), and forgetting her children, 
her friends and her parents’.

65 δεδόνητο ‘raged out of control’; this unusual passive -  Hera
kles has no ‘active’ control (70) -  combines the whirl of Herakles’ 
emotions with the rapid movement of his legs. The verb is used of 
the effect of love upon the emotions (Sappho fr. 130.1 Voigt, Bion fr. 
9.5), but it is mad lust induced by magic which is again suggested 
here, cf. 2.3t, Pind. Pyth. 4.218-19 (Aphrodite’s magic working on 
Medea) ποθεινά 5 ' 'Ελλάς αύτάυ | έν φρασι καιομέναυ δονέοι μάσ- 
τιγι Πειθοϋς. Homer compares the panic which Athena induces in 
the suitors to that of heifers sent rushing off by the attack of a gadfly 
(έδόνησεν, Od. 22.300); T .’s verb therefore in part identifies the 
source of Apollonius’ simile. έπελάμβανε ‘took in’, ‘covered’.

66-7  ‘Reckless are lovers, [when you consider] all the sufferings 
which Herakles endured as he wandered through mountains and 
thickets . . . ’. The generalisation now draws Nikias back into the 
poem, cf. 1-4. σχέτλιοι: T. transfers to lovers a description 
more usually applied to Eros himself, cf. Theognis 1231 σχέτλι’ 
"Ερως, Μαυίαι σ’ έτιθηνήσσντο κτλ. (cf. 71), Simonides 5 7 5 > Arg. 
4.445"® σχέτλΐ’ "Ερως, μέχα πήμα, μέγα στύγος άυθρώποισιυ | εκ 
σεθεν οώλόμενοι τ ’ Ιριδες στοναχαί τε πόνοι τε. δσσ’ =  ότι 
τόσα, as commonly (K -G  n 3 7°~ 1)· The construction would be 
more regular if the sentence had begun σχετλιος ό Ηρακλής. Most 
editors prefer to punctuate strongly after φίλέοντες and understand 
άλώμενος όσα’ κτλ. as an exclamation; the position of άλώμενος, 
however, seems against this. έμόγησεν evokes Herakles’ labours, 
cf. 7η. ουρεα καί δρυμώς: the accusatives follow άλώμενος 
‘roam over/through’, cf. Soph. OC 1686, K -G  1 312-13. ‘Thickets’ 
emphasise Herakles’ likeness to a lion (3.15-170.).

68 -9  Corrupt and hotly debated lines; to the commentaries add 
Latte (t96'8) 535-8, Griffiths (1996) 105-6, G. Santangelo, RFIC 99 
(1971) 418-20, M. Campbell, GIF4 (1973) 153-4.
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As transmitted, ναυς μέν άρμεν’ (68) is metrically faulty; 
Hermann’s γέμεν has been the most popular solution, but the explicit 
contrast between the other Argonauts and Heracles, which μέν . . .  δέ 
(7o) provides, has point, if 68 is to be retained. Secondly, των παρ- 
εόντων is singularly weak; it may be a gloss or a makeweight for an 
already defective line, άρμενά ‘tackle’ may, but need not, include the 
sails (cf. 22.13, Livrea on Arg. 4.889); that ιστία (6g) was originally a 
gloss on άρμενα was suggested by Santangelo and Griffiths. The 
meaning ‘supplies’ for άρμενα perhaps deserves more attention than 
it has received. Thus, if 68 is by T., the text presents as yet unsolved 
problems, and deletion of this line is attractive.

It would seem that the Argonauts intend to leave as soon as Hera
kles returns; T .’s Argonauts, unlike Apollonius’, are not silly enough 
not to notice that Herakles is not on board. Unless μεσονύκτιον is 
corrupt, this planned departure will be in the middle of the night. It 
is, however, the ‘natural’ interpretation of 32-4 that the Argonauts 
originally intended to sleep on the Mysian shore, and therefore -  
unless (Serrao (1971) 119-22) we accept that T. sacrificed narrative 
coherence to his desire for a ‘bucolic camping scene’ -  something 
has apparently made them change their mind: perhaps a favourable 
weather sign, as the simile of 50-2 suggests, or because of some 
traditional detail not known to us and here omitted in T .’s rapid 
narrative. The alternative, that Mysia was never intended to be 
more than a brief stop for a meal, has been maintained by some 
critics.

69 εξεκάθαιρον: the meaning is unknown, and corruption has 
often been suspected (αύτε καθαίρουν, ‘took down again’, Words
worth). The Argonauts may be making ready or checking the sails, a 
job which would rightly follow the preparation of the άρμενα, but it 
is improbable that they are actually unfurling them (Σ glosses έξεκά- 
θαιρον as εξήπλουν) before deciding to cast off. Alternatively, they 
are putting them away again because Herakles’ absence has delayed 
their departure. In the latter case, εξεκάθαιρον, if sound, will mean 
something like ‘stow away’ (cf. Arg. 2.1262-3); i*1 the former, ‘pre
pare’, ‘make ready’ has been proposed (Latte, Barigazzi). 
ημίθεοι: cf. 25~8n. The variant ήίθεοι ‘young men’ would be an 
accurate enough description of the Argonauts, as the whole expedi
tion is an ideal rite de passage, but in the present context it lacks point.
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70 Cf. 14.41-2 (a girl teased about her lover) έτττετο . . .  at ττόδες 
άγον. The corresponding Arg. passage is particularly close, ές δέ 
κέλευθον I την θέεν ηι ττόδες αύτοι [αυτόν: Fränkel] ύττεκφερον 
άίσσοντα (1.1263-4)·

7 ΐ μαινόμενος: cf. 64-71**.. A more famous madness caused Hera
kles to kill his children (8-i5n.). This participle (cf. Megara 16) does 
not, however, appear to become part of the title of Euripides’ 
famous play until much later. χαλεπός . . .  θεός: probably Eros, 
the subject of the poem, rather than Kypris, cf. 3.15 νύν εγνων τόν 
Έρωτα· βαρύς θεός. ήπαρ αμυσοεν: later philosophic theory, 
following Plato, identified the liver as the seat of irrational ‘epithy- 
metic’ drives (cf ‘Timaeus of Locri’ iooa2, p.138 Marg), but the 
poetic tradition had long seen it as the seat of violent emotion, par
ticularly, though not exclusively, desire, cf. 11.16 (with Σ), Anacreonteo 
33.27-8 West (Eros) καί με τύπτει ( μέσον ήπαρ ώσπερ οίστρος 
(which includes the ideas from the corresponding passages of T. and 
Apollonius), Nisbet-Hubbard on Hor. C. 1.13.4. Tityos, who tried to 
rape Leto, was punished by having his liver constantly devoured (Od. 
11.576-81) and became an image of the man tormented by unsatis
fied sexual passion (cf Kenney on Lucr. 3.992-4). Although the verb 
is not uncommonly used of emotional distress (Bacchyl. 17.19, 18.n), 
it continues the mixture of the emotional and physical introduced by 
άκάνθαις (64).

When T .’s Argonauts arrive at Phasis, Herakles’ liver is being tor
mented. When Apollonius’ heroes arrive, it is Prometheus’ liver 
which is being literally torn out (2.1248-59), in a torment to which 
Herakles will put an end. Thus T. both inverts one of Herakles’ 
great feats of heroism, and acknowledges the end of Arg. 2 as we 
approach Phasis.

72 Hylas, rather than Herakles, becomes one of ‘the blessed ones’, 
cf 75η. The irony is not, however, all one way: ‘Hylas is numbered 
among [partitive genitive] the blessed ones’ leaves open whether he 
really is ‘blessed’. When we last saw him, he was by no means 
resigned to his fate. οϋτω: cf. it.8on.

73 Ήρακλέην: a very rare accusative (Zwicker, RE  vm 521-2), 
found also at Arg. 2.767 in a passage referring to the events in Mysia 
and with a similar word-play to that found here, κάλλιπον ήρω | 
Ήρακλέην, cf. Köhnken (1996b) 461. λιποναύταν: the first
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explicit indication that the Argonauts did indeed leave Mysia with
out Herakles, λίττουαύτιου seems to have been an offence in Attic 
law, cf. Lysias 12.42, Pollux 8.42, J. H. Lipsius, Das attische Recht und 
Rechtsverfahren (Leipzig 1915) 454. In T. it is Herakles who abandons 
his companions, not (as in Arg.) vice versa.

7 4  ήρώησε ‘quit’, cf. 24.101. The word-play Ήρακλέην . . .  ppcoeç 
. . .  ήρώησε seems to ‘mock’ Herakles, just as the Argonauts did, cf. 
M. G. Bonanno, QIJCC 24 (1986) 29-38. τριακοντάζυγον: the 
number of Argonauts is standardly given as fifty, i.e. the crew of 
much the most common size of ‘epic’ ship, but far more than fifty 
Argonaut names were known, cf. RE  u 751-3, J. F. Carspecken, TCS 
13 (1952) 42-3. A sixty-oared vessel is otherwise unattested. T. may 
reflect ancient debate about the matter, or the point may be that it 
cannot have been shortage of space which caused Herakles to leave 
the Argo; perhaps therefore the other heroes mocked him because he 
preferred the hard way of getting to Colchis -  Herakles was indeed 
notorious for his treks all over the world (cf Arg. 2.777-8 δι’ Άσίδος 
ήπείροιο j πεζόξ εβη).

7 5  Cf. Arg. 2 .ι2 7 7 ~ 8  Κολχίδα μέν δή γαίαν ίκάνομεν ήδέ ρέεθρα | 
Φάσιδος, In most extant accounts (though not Pindar’s Fourth 
Pythian) Herakles did not in fact reach Colchis, or did not even go 
on the expedition at all, cf. Σ Arg. 1.1289-91, Hunter (1993a) 26; Σ 
ascribes the present version to T. himself. Herakles did, however, 
reach Colchis in the accounts of Dionysius Scytobrachion (FGrHist 
32 r6b) and Demaretus (.FGrHist 42 F 2 b ) ,  and in Antoninus Liberalis/ 
Nicander he rejoins the Argo, although it is not made explicit 
whether he reached Colchis; Dionysius and Demaretus are probably 
later than T., though the matter is uncertain, c f J. S. Rüsten, Dio
nysius Scytobrachion (Cologne 1982) 85-92. Griffiths ((1996) 104, 109- 
n) deletes the line as an interpolation designed to remove the 
impropriety of a poem which ends with the mocking of Herakles, 
and he notes that verse narratives often conclude with a ούυεκεν 
clause and that ττεζαι is (most appropriately) a prosaic form (although 
this carries liitle weight in T.). Wilamowitz had achieved a similar 
result by strong punctuation after 74, thus making 75 an observation 
of the poet rather than part of the mockery of the Argonauts, c f Di 
Marco (1995a) 133-4. δέ, however, seems a very weak panicle with 
which to introduce a ‘correction’ of the previous lines. If 75 is
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retained, T. may make Herakles reach Colchis because otherwise he 
would leave him as he is in Arg.: on the way to the completion of his 
labours and a place on Olympos (Arg. 1.1317-20). By bringing him to 
Colchis, T. -  through his constant evocation of Arg. -  denies him the 
reward of divinity, cf i-2n. Such is the destructive power of 
Eros. αξενον: the Black Sea was originally Αξεινος ‘the Inhos
pitable’ (cf Braswell on Find. Pytk. 4.203), and Colchis was to prove 
truly worthy of the name for the Argonauts; the later euphemism 
Εύξεινος is first attested at Pind. Mem. 4.49.
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IN D EX ES

Italic numbers refer to pages, non-italic to line-numbers of the Commentary.

I Subject
There is no entry for ‘Homer (imitation of, variation from etc.)’.

‘adamant’ 3.39
Achilles 1.66-9, n .13-15; see  a ls o  

Shield of Achilles 
Adonis 6 8 ,  1.109-10, 3.45, 48 
a i y n a t o n  1.132—6
Aeschylus 6 2 ;  D i k t y o u lk o i  j o  n . 3 3  

aetiology /3, 7.6, 2 1 g ,  2 6 2 - 3 ,  13-58- 
6o

Aigilos t.147 
Aipytos 1.125 
Aisaros, river 4.17-19 
Akis, river 1.69 
Alcaeus 7.52-89 
Alexandria 2  

Alkmene 13.20, 49 
alliteration 1.1-3, 7-8, 82-3, 7.69, 

109-10,137 
Alpheos, river 4.6 
Alphesiboia 3.45 
Anacreon 11.19-21 
Anapos, river 1.68 
Anchises 1.105, 106-7 
a n t i la b e  4.45
Antimachus 3.40-51, 7.40, 2 6 4  

Antoninus Liberalis 2 6 3 - 4 ,  1375 
Anyte 1 3

Aphrodite 6 3 , 1.57, 77, 95-6, 105, 
106-7, '09-10, 149-50, 340-2, 
48, 7.55-6, 61-2, 115-16 

apocope of prepositions n.i 
Apollo 1 4 8 - 9 ,  7.12, 45-6, 52, 63-4, 

71-2, 100-1, 130, 13.7 
Apollonius of Rhodes 3 ,  i g ,  13 

passim 
apples 3.10-11, 40-2, 42 
Aratos, character in T., 1 4 6 ,  2 4 3

Aratus, didactic poet 2 ,  i g ,  7.139, 
2 4 3 ,  2 6 1  

Arcadia 1.125, 7.103-14, 107-8 
Archilochus 1 4 4 ,  1 5 0 , 7.120-1 
Argonauts 13 passim; s e e  a ls o  

Apollonius of Rhodes 
Aristophanes, P e a c e  1 3  

Aristotle 1 1 , 1.1-3 
Arsinoe 1 , 3.508-1 
art, Hellenistic and T. 1.27-61, 29- 

31, 3 4 8 , 4-50- 7, 2 2 3 ,  2 4 6  

Artemidorus of Tarsus 2 7  

article, definite 3.1-2, 19, 43, 1 5 0 ,  

7.64, 6.1-2, 2 6 1 , 13.36 
Asclepiades 2 , 1 4 6 , 7.40 
Asklepios 11.81 
Astakldas 3  n .  8 ,  6 7 ,  2 6 3  

Astydamas 7.86
asyndeton 3.10-11, n.36-7, 6.45
Atalanta 3.40-2
athletes, gluttony of 4.10, 34
Athos, Mt 7.77
a u ta r k e ia  1 4 - 1 5 ,  2 2 1 - 2 ,  2 4 8

beans 7.66, 10.54-5 
beards 3.8-9,10.40, 11.9, 6.2-3, 36 
bears 1.115, 11.40-1 
bees 1.106-7, «46-8, 3-112-14, 7.78- 

89, 80-1, 82 
Bias 3.43-5
Bion, E A  6 8 ,  1.82—3; se e  α ^ °  Index of 

passages discussed 
Black Sea, the 13.75 
Blemyes, African tribe 7.113-14 
board games 6.18 
Bormos 2 6 3
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Bourina, spring 7.6, 135-47 
bows, Scythian 13.56-7 
Brasiias, Coan hero 7.10-n 
bronze 13.39
‘bucolic’ i , 5 - 1 2 ,  6 1 - 2 ,  i.i-ii, 1 5 0 ,  

7'5b 9i“2, 135-47, ‘54, 200; 
origins of <?-//; and ‘pastoral’ 1 1 -  

i 2 \  after T. 1 2 , /5 n . 55, 1.71-5 
‘bucoiic hierarchy’ 8  n . 25, 1.80 
Byblis 7.115-16

Callimachus 2 - 3 ,  1 9 - 2 1 ,  6 1 , 4.35-7, 
7.40, 51, i i .3, 2 6 3 1  metre 1 8 , r.130; 
see  a l s o  Index of passages discussed 

Calypso 11.45-8, 13.40-2 
Castalian spring 7.148 
‘catalogue’ poetry 3.40-51 
Caucasus 7.77 
celery, wild 3.23 
Chalkon, Coan hero 7.4-7 
Chios, and Homer 7.47-8 
Chiron, centaur 7.149-50 
cicadas 1 4 , 1.148, 4.15-16, 7.139 
Clashing Rocks, the 13.22, 23-4 
cockerels 7.47-8
Comedy 6 2 - 3 ,  1.136, 11.72, 2 4 7 - 8 · ,  see  

a ls o  Epicharmus 
Cos / n . 2 ,  2 , 7 passim; mythology of

7-4 -7  
cranes 10.30-1 
Croesus 10.32 
cumin-splitting 10.54-5 
curse poetry 7.109-14 
Cyclops, Cyclopes se e Polyphemos, 

Cyclops 
Cyrene 4.41-3

Daphnis 7, 9 , 1 5 ,  6 o - 8 ,  i passim,
1 3 1 , 7.72-89, 75, 78-89, ιο,ι, 41, 
i i . 13-15, 77-8, 6 passim, 2 6 3 ,  

13.64-71 
day, division of 13.106-13 
Demeter 3.506-1, 7.3-4, 32, 33, 145- 

6> ‘55, ‘57, 10.42-3, 57, 13.55 
dialect of I d y l l s  1 6 ,  2 1 - 6 ,  1.3, 6, 14, 

36-7, 44, 82-3, 109-10, 143, 3.18,

4.3, 28, 7.42, 104, 10.36-7, 56, 2 1 8 , 
I I . I ,  26, 42-3, 2 6 2  

dill 7.63-4 
Diomedes 1.112-13 
Diomos 9
Dione 1.112-13, 7-“ 5~‘6 
Dionysios I of Syracuse 2 1 6  

Dionysios Skytobrachion 13.75 
Dionysos 6 2 ,  1 .29-31, 7.143, 154, 155 
diminutives 7.132 
doctors i i . 1-6; greed of 11.81 
dogs-, hunting 1.135; sheep-dogs 6.9,

30
Douris, historian 2 1 6  

dreams 11.22-3

Echo 1 5 , 2 6 4 , 13.58-60 
Edoni, Thracian tribe 7.111-12 
Eetion 3.506-1
e k p h r a s is  6 2 - 3 ,  1.27-61, 32, 38, 41, 42, 

56,7.12 
e k p le x i s  in poetry 1.56 
‘encounter’ scenes 1 4 7  

Endymion 349~5oa 
enjambment 1.85, 4.15-16, 13.50-1 
Epicharmus 9 - 1 0 ,  7.149-50, 11.7 
Epicurus/Epicureanism 1 3 , 1 6 - 1 7 ,  

n.i-6 , 6.28 
epiphany 1 4 7 , 7.16 
‘epistles’, poetic 2 6 1  

‘epyllia’ 2 6 2

Erasistratos, of Keos 2  n .  4 ,  2 1 9 ,  

n .1-6 
Eratosthenes 1.1 
Eriphanis 6 6

ero s / Έ , τ os 1 4 - 1 7 ,  1 passim, 4.12-14, 
7.96-7, 10.2, 8-9, 19-20, 2 2 0 ,  

2 2 1 - 2 ,  11.10-11, 14, 22-3, 6.18-19, 
28, 34-8, 13.1-2, 48, 64-71, 65, 
66-7; parentage of 3.15-17, 13.1-2 

Ethiopia 7.113-14 
e th o s  6 2

Etna, Mt 6 4 ,  1.65, 7.74, 11.46, 47 
etymologising 1.27, 3.1-2, 18, 43-5, 

4.11, 7.96-7, ‘3-34- 5, 47, 58 
e ty m o lo g ic a  3.43-5, “ .34, 6.1-2
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euphemisms, lovers’ 10.24-5 
Euphorion 1 9 ,  2 6 4  

Euripides 6 7 ,  2 2 1 , 13.3-4; C y c lo p s  9 ,  

1 0 8 ,  2 1 7  

‘evil eye’ 1.88, 6.39-40

figwood 10.44-5
fire, of love 3.15-17, 7.55-6, 10.50-1, 

11-51, 6.15-17 
first-person narratives 1 4 4 - 5  

flora, distribution of 2  

‘foundation’ poems 7.115-16 
foxes, in vineyards 1.48 
frogs 7.41

Galateia π passim, 6 passim 
galingale 1.106-7 
garlands 3.21-3, 7.63-4, 10.28-9 
genitive ‘of the toast’ 7.69 
G ilg a m e s h ,  E p i c  o f  1.71-5, 105 
Glauke, citharode 4.31 
Gnesippos 1 0 8

goatherds, sexual activities of 1 5 ,  

1.86-91 
Graces, the 1.149-50

Haimos, mountain range 7.76 
hair, fair 13.36 
hair-cutting rituals 13.7 
Halasarna, Coan deme 7.71—2 
halcyons 7.57-8
Haleis, Coan deme 7.1, 3-4, 65, 132 
h a s y c h ia  1 4 6 , 7.126-7 
headaches 3.52-4 
Hebros, river 7.111-12 
Helikc 1.125 
Hellanicus 2 6 3  

Hera Lakinia 4.32-3 
Herakles 3.10-11, 4.8, 7.149-50, 

10.41,13 passim 
Hermes 6 4 - 6 ,  1.77, 7.11 
Hermesianax 3.25-7, 40-51, 11.17- 

18
Herodorus, of Heraclea 2 6 4  

Hesiod 1 9 , 1.24, 27-61, 3.40-51, 1 4 9 -  

5 0 ,  7.6, 21, 44, 51, 91-2,1 9 9 - 2 0 0 ,

10.2, 8-9, 24-5, 42-55, 50-1, 57, 
π .1-6, 2 6 4 , 13.25-8 

Hesperides, apples of 3.10-11, 40-2 
Himeras, river 6 4 ,  6 5 , 7.75 
Hippokrene 7.6 
Hippolytos 6 7 - 8 ,  1.120-1 
Hippomenes 3.40-2 
Hipponax 1 4 4  

Homole, Mt 7.103 
honey, and poets 1.146-8 
Horace 1 4 4 - 5 ,  s ^ 2  

Horomedon, Coan mountain 7.45-6 
Hours, the 1.149-50 
h y a k in th o s  10.28-9, 11.25-7 
Hyetis, spring 7.115-16 
Hylas 6 7 , 13 passim

Iasion 3.50b-!
Ida, Mt 1.106-7
indirect speech, songs in 7.72-89 
Iolkos 13.19, 2 i  

ivy 3.22

Kallisto 1.125 
Kalydna 1.57 
Kalydon 1.57 
Kids, constellation 7.53-4 
Kinaithon 2 6 3  

Kios 13.30-1
kisses 6.42-3; ‘empty’ 3.20; on the 

hand 11.55 
knucklebones 10.36-7 
Komatas 7.72-89, 78-89, 83, 89, 

io.4‘, 2 4 5  

k o m o s  1 0 7 - 9 ,  3-‘~5i 21-3, 53, 7.109- 
14, 122, 124, i i .19-79, 8.32-3 

Kotys 6.39-40 
Kroton 4 passim 
Kydonia 7.12

larks 7.23, 10.50-1 
Leonidas of Tarentum 1 3 , 1.39 
Lesbos 7.47-8, 52 
Leukas, Rock of 3.25-7 
Libya 3.5
lions 1.71-2, 3.15; Nemean 13.7



litotes 1.14t 
Lityerses 10.16, 41 
liver, seat of passions 13.71 
lizards 7.2z
lo c u s  a m o e n u s  1 3 - 1 4 ,  1.2, «06-7, 1 4 7 ,  

7.88, 135-47, 11-45- 8 , 13-40-2 
Longus 2 2 3 , 6.45 
Lucian 2 2 3 , 6.34-8 
Lucretius 1 6  

Lykaion, Mt 1.123 
Lykaon 1.125 
Lykophronides 1 0 7  

Lykos of Rhegion 7.78-89

magic 1.132-6, 3.42, 7.61-2, 103-14, 
107-8, 109-14, 2 1 9 , 11.1-6, 13.64-
7i- 65

Mainalon, Mt 1.124, 125 
manuscripts of T. 2 8 - 3 0  

marble, Parian 6.37-8 
Mariandynoi 2 6 3  

medicine u.i-6, 4 
Melampous 3.43-5 
Menalkas 6 6 ,  3.25-7 
Menander 1 0 8 ,  2 2 2  

Merops 7.4-7
metre 1 7 - 2 1 ,  2 0 0 ,  1 0 .3 9 ,  2 ι &\ ‘bucolic 

diaeresis’ 1 9 - 2 0 ,  6 0 ,  6 8 , 1.1 -n , 
3 . 8 - 9 ,  1 0 .1, 2 1 8 ;  caesura 3 . 1 - 2 ;  

‘Hermann’s Bridge’ 2 0 , 1 0 .2 6 - 7 ;  
‘Hilberg’s Law’ 2 0 ;  ‘Naeke’s Law’ 
2 0 , 1 .6 ,  1 3 0 ,  4 . 3 8 - 9 ,  1 0 .5 8 ,  2 1 8 ,  

i i . 1; special effects of 1 .7 1 - 2 ,  7 4 , 
101 , 4 . 2 6 - 8 ,  7 .1 0 6 ,  1 0 9 - 1 0 ,  124 , 
1 3 .3 7 , 4 0 - 2 ,  4 6 ,  5 0 - 1 ;  spondeiazontes  
*9> 1 -3 8 , 75 .  ' 36- 7-23,  47- 8,  1 3 3 . 

1 0 .5 8 ,  1 1 .2 4 , 13 -2 0 > 4 2 - 4 ;  see also  
prosody 

Midea, Argoiid town 1 3 .2 0  
Miletos 7 .1 1 5 - 1 6
Milon, wrestler 4.6, n , 34, 10.i, 7
mime 4 , 1 0 - 1 1 ,  1 0 8 , 3.1-5, 4.1-2
Mimnermus 3.40-51
mode, musical 10.39
Moschus, E u r o p a  2 6 2

Muses, the 7, 1.9-11, 63, 64, 66-9,

'4L ‘ 49-56  7-37, 82, 95, 148-55, 
148, 10.24-5, 11.3, 5-6 

music, and emotions 2 2 0 , u .i-6 
myrtle 7.96-7 
Mytilene 7.52, 61-2

Narkissos 6 8 ,  1.92, 6.34—8 
Neaithos, river 4.23-4 
Neleus 3.43-5 
Nereids 7.59-60, 2/5 
Nicander 2 6 3 - 4 ,  ' 3-75 
nightingales 1.136, 7.47-8, 139 
Niketas Eugenianos 2 2 3 ,  11.51 
Nikias of Miletos 2 ,  2 1 3 ,  2 2 1 ,  2 6 1 ,  

13.1-2 
Nile, river 7.113-14 
nominative, in address 1.61, 151-2 
Nonnus 2 2 3

noses, snub 3.8—9, u.31—3 
Nymphis of Heraclea 2 6 3  

nymphoicpsy 13.44 
Nymphs 1.22, 66-9, 141, 3-8-9, 4.29, 

7-37» 9 ' - 2. 148-55» '48 . '54» '3-44. 
47

oak trees 1.106-7, u -5!
Odysseus 7.156, 2 1 6 ,  2 1 9 , 11 passim, 

2 4 4 ,  2 4 6 , 6.10-12 
Oikous, Carian town 7.115-16 
Olympic Games 4.6 
Orion 7.53-4, m-12 
Othrys 3.43
Ovid 1.69, 3.46-8, 2 2 3 , π. 19-21, 

34-7, 50, 6.34-8 
owl, scops 1.136

Paian 6.27
Pan 1 3 , 6 1 - 2 ,  i passim, 1 4 8 , 7.11-14, 

19, 45-6, 103-14, 107-8, 113-14, 
6.21-2; Pans 4.62-3 

Pandora 1.32 
parasites 7.24 
Pasiphae 4.58-63 
pastoral se e  bucolic 
‘pathetic fallacy’ 1.1, 31, 71-5, 4.12- 

14, 6.45
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p a t h o s  6 2  

pears 7.120-1 
Pegasos 7.6 
Peneios, river 1.67 
performance of I d y l l s  11  

Persephone 13.40-2, 55 
Phaon 1.57, 3.25-7 
Phasis, river 13.16-24, 23-4, 71 
Philinos, Coan athlete 7.105 
Philitas of Cos 2 ,  3.40-51, 40-2, 1 4 9 ,  

7.3-4, 10-11, 40 
Philodemos n .i-6  
Philoxenus, lyric poet .9, 7.151-3,

153, 2 1 6 - 1 7 ,  2 2 1 ,  2 4 4  

Pholos, centaur 7.149-50 
Pieria 11.3
Pindar 7.47-8, 135-47, '3·2' =

23“4> 29 
pine trees 1.1, 3.38 
Pisa 4.29
Piato 1 0 , 1.1-3, ‘ 4 5 ~ 6 ,  10.33, Ί-10-- 

I I ,  6.34-8; P h a e d r u s  1 4 , 1 4 5 - 6  

Plautus 1 0 8  

pleasure, poetic 1.1, 56 
Pleiades, the 13.25-8 
Polybotos, Coan giant 10.15 
Polydeukes 4.9
Polyphemos, Argonaut 13.8-15, 30- 

1, 58-60 
Polyphemos, Cyclops 1 3 ,  6 2 - 3 ,  

7.151-3, 10.58, π passim, 6 
passim, 13.56-7, 58-60 

poppies 7.157 
Posidippusjj, a .60, 6.6-7 
prayer style 1.123-6, 7.103-14, 103, 

109-14, 115-16, 10.42-3 
praying mantis 10.18 
priamel 69, 1.1-11, 4.32-3, 10.30-1 
Priapos / 6 ,  1.21, 77 
Prometheus 1.115, 13.71 
p T D p m p t i k o n j . ^ - i g ,  63-4, 109- 

14
prosody 4.32-3, 6.18-19; ‘Attic 

correption’ 1.138; hiatus 3.37-9, 
6.10-12, 23-4, 13.23-4; ‘metrical 
lengthening’ 1.75, 86, 115, 3.12,

2 1 8 , ii.io-a, 46, 6.46; synizesis 
1.50-1, a .81; se e  a l s o  metre 

proverbs 10.a , 13, 19-20, 11.75,
6.18 

‘Ptelea’ 7.65
Ptolemy Phiiadelphos /, 1.21, 3.50b- 

1,4.31,7.40, 93, 10.33 
Pyrrhos, musician 4.31 
Pythagoreans a .1-6 
Pyxa, Coan town 7.130

‘realism’ 2 ,  2 1 , 1 3 0 ,  4.50-7, 7-135-47;
in art 1 3 , 1.27-61, 43 

refrains 6 1 , 1.64 
Rhion 1.125 
Rhodope 7.77
rhyme 1.132-6; internal 7.61—2 
roses a .io -a

Samos 7.47-8
Samothrace, mysteries on 3.50b-! 
Sappho S 3 , 3.25-7, 49-5oa, 7.52-89, 

55-6, 57~8 , 2 1 9 , 11.45-8; echoes 
of 1.77, a .19-21, 22-3, 25-7 

Selene 3.49~5oa
‘Shield of Achilles’ 1.3, 27-61, 34-5,

39» 45-54  
S h ie ld , Hesiodic 1.39 
Sicily, literary traditions of 1 , 9 ;  see  

a ls o  Epicharmus, Sophron, 
Stesichorus 

sieve, divination by 3.31 
Simonides 7.2, 52-89, 10.41, 6.1-2 
similes 7.76, 13.106-13, 52, 62-3 
singular, collective 7.66 
skin colour 3.35, 10.26-7 
sleep, and death 3-49~5oa 
sneezes 7.96-7 
song-contests, conduct of 6.5 
Sophron 1 0 - 1 1 ,  3.26, 1 4 3  

Sositheos 10.41
sound efFects i .i-a , 63, 3.54, 6.10- 

12
s p h r a g is  1.65 
spitting 6.39-40 
squills 7.107-8



I N D E X E S

‘stanzaic’ patterns 1 0 9 - 1 0 ,  1 9 0 ,  

10.24-37, 42-55 
stars, shooting 13.52 
Stesichorus 2 3 ,  6 1 ,  6 5 , 7.75, 149-50 
swans 7.47-8 
swimming 11.60, 61 
symposia 7.71-2, 72-89, 148-55, 153 
synonyms 1.55, 13.39 
Syrians 10.24—5
syrinx i.i, 3, 14, 129, 7.28, 11.38; 

Syrinx 15

Tantalos 7.145—6 
Telamon 13.37
Telemos, prophet 247, 6.23-4 
Tempe 1.67
Theocritus, life of 1 - 3 ;  classification 

of poems 3 - 3 ; transmission of 
poems 2 6 - 8 , 6 o ‘;  B e r e n ik e  4 ,  27; see  

a ls o  dialect, metre 
Theocritus of Chios 1  

Theon 2 8  

Theophrastus 2 1  

Theseus 4-35-7 
thistledown 6.15-17 
Thoosa n.26, 42-3

Thybris 1.117-18 
Timaeus 6 4 ,  2 1 6 , 2 4 4  

Timotheus, lyric poet 2 1 6  

Titormos, athlete 4.34, 35-7 
Tityos 13.71
tmesis 1.59, 129, 3.21-3, 7.109-10,

142, 6.13-14
tragedy, and bucolic 6 ,  6 1 - 2 ,  1.136 
tunny 3.26

Virgil 3 ;  E c lo g u e s  1 1 - 1 2 , 27, 1.116-17, 
3.1-2, 4.58-63, 1 4 9 ,  2 1 8 ,  2 2 3 ;  see  

a ls o  Index of passages discussed

Wealth 10.19-20 
weaving, image for poetry 1.52 
winds 7.57-8; south 7.53-4; north 

10.46-7 
wine 7.147, 11.45-8 
winnowing-fans 7.156 
wolves 3.52-4, 4.11, 10.30-1, 11.24 
word-order 1.1-3, 29-31, I29= 7-t4Q,

143, 144, 11.19-21 
wrestling 3.52-4, 7.125

Zakynthos 4.32—3

2 G reek  w ords
άγχειυ 7.125 
άδύ i.i, 7-42 
ακρος π .36-7 
άμφιττονεΐσθαι 7.74 
αυαλλος/έναλλος 1.134 
άνιστημι 1.151-2 
αραιός 13.59 
άρχαλεος 1.98 
άτροττος 3-49-5oa 
Άφροδίτα 1.138 
άώς 7·35“6 
αωτος 13.27-8

βουκολιάζεσθαι etc. 3 '9 >

7·9 « -2

γάρ 1.19

Δδν 7-39
δέ ι.ιο; postponed 6.39-4° 
δίνα 1.140 
δύσερως 1.85 
δύσμορος 7-118-19 
δύσσοος 3·24

ε γ ώ / ε γ ώ ν  3.24, π .64 
εϊδύλλιον 3  η · 1 2  

έλαύυειν 3·Ι_2 
έλίχρυσον 1.30 
έλλοτπεύειν 1.42 
έυτί (sing.) 3-39 
έρεύγεσθαι 13.58

καλός, variable prosody of 6.18-19 
κεϊυος/τηυος 7.104

INDEXES 307
κισσύβιον 1.27 
κλύζειν 1.27 
κοϋφος π·3, 13.52 
κρεα 7.107-8 
Κυθέρεια 3.46 
κύτισος 10.30-1 
κώρα/κόρη 6.36

λήν 1.12 
λυγίζειν 1.97

μαλθακός 7.105 
μάν 1.86
μ ελά γχρω ς 3.35
μελίχρως 10.26-7 
μήλου/μάλου 1.109-10, 6.6-7 
μιν/νιυ 1.48, 7.13 
Μοΐσα 1-9 
μύλλειν 4-58 
Μυτιλήνα 7·52

υύμφα 3·8~9

ξουθός 7-142

οΐστρος/οίστρεϊν 6.28

3 Passagi

ANTHOLOGIA PALATINA
9-205 2 7

9-443 i ,  27

ASCLEPIADES
H E  830-1 10.28-9

ATHENAEUS
14 6210-d 1 0 8

ARISTOPHANES
E c c l . 938-75 1 0 8

ARCHILOCHUS
S L G  478 7.120-1

όλολυγών 7.139 
οΰνεκα/εΐυεκα π .30

ιτίτυς μ , 134 
ττοκα/ττστε 6.1-2

σάτυρος 7·ΐ9~20 
σκύφος U43

τάλαν 1.82-3 
τάμισος 11.65-6 
τε postponed 4.54 
τείδε 1.32 
τέμπεα 1.67 
τέρας 6ι, 1.56 
τις in similes 7.76 
τίτορος 3-1-2 
τραγωιδία 6ι  
τρύχνος to.36-7

φάρμακον 2 2 0 - 1

Xa °S 7·5 
χαρίεις ι3·7

4-3

discussed

APOLLONIUS RHODIUS
A r g . 1.1172-1357 13 passim

1.1220 »3-39
I.I222-3 13-43
2.767 13-73
3-347-8 13.18
3.640 7.126-7

BION
E A  19-24 13-64-71

23 1.82-3

CALLIMACHUS
E p ig r . 22 3  n .  8 ,  2 6 3

E p ig r . 46 3  n .  8 ,  2 2 2 —3
h . 4.226 1.130



«■5 13.10
fr. 24 4 4 5
fr. 260 4-35-7
fr. 596 2 6 4

CATULLUS
10 '44

EURIPIDES
C y c lo p s  41-62 9

264 2 / 6

HESIOD
fr. 76 3.40-2
T h e o g o n y  22-34 149-50. 7-21,

91-2

HERMESIANAX
fr. i Powell 11.17-18

NIKIAS
SH 566 2 2 1

OVID
M e t .  4.276-8 1.105

PROPERTIUS
1.20 2ί>2, 2 6 4

1.20.6-7 ' 3-47

THEOCRITUS

2.115 7-105
2.147-8 13.iob-13

I, I . i - π ,  1 2 9 - 3 0

5-4 ' 1.82-3
8.72 6.36
9-' It.I
9.15-21 6.6-7
'4 -52-3 1.85
16 I

21 2 6 2

22 2 6 4 - 5

22.27 13.22
22.32 ΐ3·32"“3
22.116 3 «· 8

2 4 i n .  5

26.30 3 1 1 . 8

27.4 3.18-20

VIRGIL
£7/. i '49

1.1-2 3.1-2
'-38-9 *•7* 5
1.40-1 7-‘3
1-51-8 7-135-47
2.18 10.28-9
2.41 11.40-1
2.70 7-65
4.2 1.13
5-24 1.71-2
5-27 1.71-2
5-34-9 1.132-6
6 7.72-89
6.45-60 4-58-63
8.58 '- '3 4
8.80 7.61-2
9-23-5 3-J-2, 3
9-57-8 7.57-8
9.64 7-3 5 -6

A e n . 5.859-60 ' 3-5° - '


