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ABSTRACT

Herding Homer: Rare Epic Vocabulary and the Origins of
Bucolic Poetry in Theocritus.

By Raymond Adam Sokolov

Advisor: Wendell V. Clausen

Like other poets in Third-Century (B.C.) Alexandria, Theocritus strove to create a new
kind of literature that offered itself as a sophisticated, learned, light, urban alternative to
the heroic world of Homer. But instead of turning his back on Homer, Theocritus filled
his diverse short poems with Homeric language. Did he simply mean to create a Homeric
atmosphere as an ironic backdrop to his innovative pastoral idylls? An intensive study of
some 300 Homeric nonce-words in the 31 extant complete poems of Theocritus has
shown that the poet often used these distinctive rarities to link passages in his work with
highly apposite passages in the Iliad and Odyssey. Not only do these intertexts help
define Theocritean bucolic by ironic contrast with heroic epic, they also shed light on the
fundamental problem of Theocritus’s polymorphic praxis. His contrapuntal reuse of
Homer turns out to occur in his urban, mythological and erotic work, as well as in the
pastoral idylls. Intermittently, but often, and with a clearly subversive purpose, he sets up
an occult Homeric obbligato, signalled by rare words, which calls into question the
surface argument of the poem. This procedure allows Theocritus to covertly mock his
lovestruck shepherds and even to satirize the Alexandrian royal family while ostensibly
singing their praises.

An appendix lists all words in Theocritus that occur in Homer five times or less, with

their locations in the Idylls and in the two epics.
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INTRODUCTION: HERDERS AND HEROES

In the summer of 1980, I accompanied a Spartan-American and
his 400 sheep up a dirt track in Colorado to an alpine pasture in the

Rockies:

Way back up in the hills, high above the Colorado River,
high above the tourists in rafts and kayaks, but less than fifty
road miles from Doc Holiday's Bar in Glenwood Springs,
with its Old West trappings and mean-mouthed barmaid, you
get to the top of an anonymous mountain in the White River
National Forest and turn left through the aspens and
Engelmann spruces onto a dirt track they call the Bar H-L
Road. You'd better go in with a four-wheel drive, because
when it rains, the gradually descending trail, marked with
U.S. Department of Agriculture Forest Service mileposts, can
turn to quagmire. On a dry day in early July, maybe ten miles
after the turn and just as you are getting used to the bumping
ride and the lush, fabulously expansive meadows, spattered
with flowers and empty against the big sky, you hear the
noise, as loud as a city of untuned bells or a wilderness of
monkeys.

Five thousand sheep are on the march up to their summer
pasture where the grass stays cool and green. They are
heading along an official stock driveway, through grazing
country to higher pasture where only sheep can survive, for
a two-month session of nomadic fattening. Ewes and lambs
bleat as they walk—mothers trying to find their babies,
babies separated from their mothers calling out, and
eventually, since each animal has its own special bleat, they
locate each other, bounding through the flock and then, al-
ways moving, the lambs "mother up" joyfully on the ewes'
teats. The flock trudges on, guided by instinct but also
shooed forward by shepherds on horseback and little dogs
that keep the sheep from straying off into the woods. The
herders whistle and hoot and head off the ragged edges of
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this woolly white mob. The flock flows over the tan road like
a huge, low cloud.'

This was undeniably a glimpse of the reality of the pastoral life. If
there were differences between sheepherding in 20th-century Colorado
and sheepherding in Hellenistic antiquity — machinery, industrially
prepared food, government regulation — they did not crucially change the
basic business of being outdoors alone with lots of sheep. In place of a
Thyrsis in the hills of Sicily plaintively singing of thwarted love for
sophisticated Alexandrian readers of the Third Century B.C., we 20"
Century interlopers heard Gus Halandras's self-pitying Geschrei about
officially protected coyotes and lamb-averse cityfolk. One performance
was as contrived as the other. Each was aimed at an audience of non-
shepherds and neither could be counted as part of the "real" life of
mountain herding. Yet my Coloradan "idyll" included much realistic
information about Greco-American sheepherding, just as the pastoral

poems of Theocritus® contain the realia of herding, milking, lambing. But

' From Fading Feast, A Compendium of Disappearing American
Regional Foods. New York: Farrar, Straus & Giroux, 1981. Pp. 189-197.
The text quoted here has been slightly edited and shortened by the author.

2 The non-spurious idylls with a pastoral setting in the post-Virgilian
sense: herdsmen, herds, rural landscape, "rustic" song, which is to say
Idd. 1,3,4,6,7,10,11 and 13, the same poems in Hunter 1999. I will adopt
this technically anachronistic meaning of "pastoral” throughout, to
distinguish the mode history has attributed to Theocritus as founder of a
genre from the broader label "bucolic,"” which the manuscript tradition has
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while my journalistic portrait of a sheep drive was intended as didactic
realism of a sort, the pastoral poems of Theocritus fall far outside the

realm of reportage.

What were these nine short works, then, for their author? If they were
all we had from him, they would sit easily at the headwaters of the
pastoral tradition that developed from thém and conquered the world of
letters with a crook. But there are 21 other poems in the standard
collection of Theocritus that has survived — urban “mimes,” political
tributes, mythical subjects. And yet they have all come down to us as
“bucolic,” whether or not they involve herding. What is the unifying

principle, if any?

It is difficult to read Theocritus without feeling that he knew perfectly
well he was inventing a new literary mode in all the poems. Bucolic is the
name we are stuck with, although it was a fuzzy appellation from the start,
stretched by Theocritus to include cowherds, goatherds and shepherds who
bucolicized singly or in various kinds of duets. The manuscript tradition
subsumed the other poems in the collection under the same bucolic rubric.
Virgil was his most influential reader and, in the Eclogues, he built on

Theocritus to establish the pastoral genre as we have inherited it.

confusingly (for us) applied to all those diverse works of his that have
survived.
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This distorting evolution of, as Turner puts it,” “generic possibilities”
into “generic expectations,” has got in the way of seeing the poems of
Theocritus themselves, through the anachronistic scrim pulled over them

by history. Halperin has written an exhaustive history of this matter®.

He concludes:

To argue that the word pastoral represents a modern critical
notion is not to claim that no pastoral literature was composed
before the Renaissance or that the ancients did not have a concept
of pastoral. It is important not to confound the history of the word
with the mode of existence of the literary category. The criteria
which contemporary critics use today to identify works of pastoral
literature in all times and places were simply not perceived in
antiquity as constituting a basis for literary groupings. At the time
when Theocritus was composing the Idylls, and in the intellectual
community for which he was writing, it was the custom to classify
poetry chiefly according to metrical criteria, and so the hexameter
poems of Theocritus and Virgil were included in the ancient genre
called epos. Thematic considerations, which are highly pertinent to
the modern concept of pastoral, were subordinated to metrical ones
and did not figure prominently in any ancient scheme of literary
classification from the Hellenistic period until the second century
a.d. It was only the multiplication of forms, conventions, and topoi
within the traditional generic categories, for which the Hellenistic
and Roman poets were principally responsible, that led the
classifiers of late antiquity to revert to the Platonic and Aristotelian
categories, or to a jumbled amalgamation of them with earlier
schemes. In short, the tendency of most ancient literary theorists to
insist on the primacy of purely formal criteria in the enterprise of
poetic division and classification by genre prohibited them from
regarding the presence of pastoral qualities in a specific work as
distinguishing it from other works which lacked such qualities but
were composed in a similar meter. Hence, no body of pastoral
literature was recognized as such in antiquity.

> Pp.11-12.

* Halperin (1983), pp. 1-23
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On the other hand, the ancients did acknowledge that Theocritus had
pioneered something called bucolic. He is the first writer to use the word
in a literary context, and the other Greek bucolic poets followed him. But
neither Theocritus nor his imitators used "bucolic" literally. Their bucolic
poems feature shepherds and goatherds, as well as cowherds. Theocritus
evidently had something broader in mind than the simple concept of a

poetry of cowherds rout court. But what?

It would be true but trivial to state that the word "bucolic," right from
its first outing in the Idylls, referred to all sorts of herders. Yes, it clearly
did, but Theocritus evidently meant something more profound about the
kind of poetry he was writing when he invented the key verb

Bovkoiidlopar (5.44). The context has not been helpful.

Following on some rough banter about anal intercourse that Gow
translated into a pudibund Latin, this new verb appears to combine two
ideas: bucolic song (the poetic utterance of herders) and competition. Gow
(ad loc.) endorses this gloss. Others have found more in it, and remained
puzzled.” It does definitely call attention to itself, a galumphing, five-
syllable invention ending the line and the speech. The temptation to take

it as a terse declaration of a new kind of hexameter epos is great. Greater

> For example, Rosenmeyer (1969), p.36.
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still if one looks at the even more galumphing and program-declaring

BovkoilacdopeBa that fills the beginning of 7.36.

That there was something new in these poems is not to be doubted. The
theory first enunciated by Diodorus Siculus that bucolic poetry was of
mythic origin, invented by Daphnis, son of Hermes and a nymph, is false
on its face. Does it reflect, euhemeristically, an actual invention by some
Sicilian or Spartan cowherd, as the scholiasts contend®? This is not just
risible. It does not even account for Theocritus's influence on the bucolic
poets who imitated him and explicitly regarded him as the founder of their
"genre." But did they actually consider the diverse jumble of poems that
have come down to us in the Theocritean collection as belonging to a
coherent mode of literature? This is the central problem for modern

readers of Theocritus.

Turner, in his commentary, implicitly takes the view that the true
bucolic idylls are the eight proto-pastoral ones he has selected. But even
this hard core of rusticity doesn't quite hang together. Idyll 10 is an
encounter between two reapers and Turner himself sees it as standing

apart from the "'bucolics' in both theme and style."” Idyll 13 he also

% Wendel, p. 2.5-12; p. 2.13-20; pp.2-3.

7 Hunter (1999), p.199.
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distinguishes from the "bucolic mimes" and, referring to its obvious
similarities to the Argonautica, concludes tautologically that the Hylas
idyll is in the mainstream of Hellenistic hexameter epicizing.®
Presumably, the rustic setting and the erotic subject allow Hunter to lump
Id. 13 in with the "bucolic poems" that "established the Western pastoral

tradition" (back cover blurb, paperback edition).

If the eight proto-pastoral poems chosen by Turner for his commentary
don't fit neatly into a conventional notion of bucolic, even broadly
conceived, what about the rest of the collection? Which is to say, the
majority of poems securely ascribed to Theocritus, poems that are not, by
any stretch, pastoral in our sense but that did earn the title bucolic from

ancient editors.’

The conundrum of an officially bucolic collection with "non-bucolic”
poems predominating in it led Halperin to seek a definition of bucolic
"able to encompass the great variety of material contained in many of the

Idylls and help make sense of (or, at least, not violate) the similarities of

8 Ibid., p.262.

® Gow, discussing Wilamowitz on this point, sees the difficulty (Ixi,
especially note 2). He backs into the unavoidable correct analysis in a
footnote appended to a spirited discussion of the hypothetical origins of
the Theocritean collection as we know it: "That the title Bovkoiikd was
used to include poems other than the bucolic idylls is shown by £ Ap.Rh.
1.1234 @edxprrog v tolg Bovkolikoic év 1@ YAq émiypagopéve, for Id.
13 is not bucolic.”
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form and content connecting otherwise dissimilar poems in the

Theocritean corpus."10

Halperin develops such a definition at great length,' but his argument
can be summarized without doing much damage to its many meanders and
oxbows through previous scholarship and later literature. All of the non-
spurious Theocritus except the Aeolic poems and the epigrams, he asserts,
belong under the bucolic rubric. What joins these apparently disparate
poems is their epic meter and their "inversion" of the epic mode. The
Doric dialect in Theocritus is a literary device (not folkloric imitation as,
say, Bartok's well-researched Hungarian folk sources were folkloric in his
sophisticated reworkings of them) but not an essential element of his
bucolic project. Instead, Halperin maintains, Theocritean bucolic was a
radical response to Homer (and to a lesser extent, Hesiod and other

previous writers who operated within the tradition of heroic Greek

poetry).

For Halperin, the heart of Theocritus's bucolic method is the
"inversion," the radical upending of themes or subject matter: "A heroic
theme is inverted when it is detached from the heroic world and set

instead amid the prosaic activities and humble personages of daily life — a

5. 137.

" pp. 141-257.
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life constituted and defined by its very distance from the aristocratic
realm of kings, mortal struggle, and undying glory to which heroic themes
had, at one time, properly belonged. Hence the object so lavishly
described by the goatherd in the First Idyll is not a piece of heroic armor

but a rustic drinking cup or milking bowl, a token of heroic simplicity."'?

Halperin acknowledges his debt to Van Sickle for this perception'® and
to Giangrande, a forerunner in spirit. But he separates himself from
Giangrande's principle of Umkehrung or renversement, because
Giangrande emphasizes "verbal or lexical (as opposed to thematic)
reversals" and includes in his definition "the subversion of heroic subjects

through a reduction in scale or dignity.""

This is perhaps to make a distinction without a difference. Halperin
himself is not above deploying a Homeric word such as talogpydg to
illustrate how Theocritus could play with epic language to flip the heroic
into the bucolic In this case,”” he catches Theocritus inverting his usual
mode of inversion, taking a humble word used by Homer and Hesiod only

of mules and applying it to Hercules, taking the hero down a peg..

2p.219
3 Van Sickle (1975).

4p. 2109,
5 p.231.
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This is not to diminish Halperin, but only to agree with him and
Giangrande that Theocritus's bucolic poetry is, whether set in the country
or the city, whether in a purely mythic context or at the court of the
Ptolemies, almost always founded on a consistently subversive
engagement with Homer. The spirit of this engagement is not pugnacious.
That would smack of the unvarnished macho Theocritus is cutting down to
size and reducing to the miniature scale so beloved in his time. His
inaugural version of bucolic is an affectionate gentling of the world of the
Iliad and the Odyssey. Theocritus pays tribute to his great ancestor by
searching out those homely passages in both epics, in interludes where

heroes and heroines bathe themselves, do laundry and herd sheep.

Halperin understands this perfectly well and says so. His chapter on
the ivy cup of Id.1 is a fully worked out reading that shows how
Theocritus bucolicizes one of the great heroic images, the shields of
Achilles and Hesiod. At the heart of Halperin's comparison is a lengthy
discussion of a single word, kio6081o0v, the rustic wooden cup itself. In
other words, Halperin pays elaborate attention to an inversion of a
Homeric theme built on a verbal link between the poetic world of the

Odyssey and his own. This focus on a lexical rarity gives the strongest
kind of support to his persuasive but inevitably more subjective

comparisons of the ecphrases of bucolic cup and heroic shields.
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Halperin has been accused of overstatement,'® but the closest he comes
to a clear declaration of his notion of Theocritean bucolic is curiously
backhanded, an inversion about an inversion. "It is now possible to offer a
definition of bucolic poetry as it was invented by Theocritus," he
stipulates.'” But that definition is not so much a description of what
Theocritean bucolic is as of what it is not: "Bucolic poetry should be
viewed not as an autonomous genre but rather as a kind of epos that
distinguished itself from the heroic and mythological narratives of Homer
and Hesiod on the one hand as well as from the discontinuous and didactic
epics of Hesiod and the Alexandrians on the other." Bucolic, he goes on to
say, has themes that are deliberately non-heroic and comic, bucolic poems
are brief and their language is "opposed” to the stable dialectical systems

and the evenly sustained style of "early Greek poets.”

There is a more direct way of saying this that does not distort the
thrust of Halperin's overall argument or, for that matter, the convergent
views of Giangrande, Van Sickle, di Benedetto and others. Theocritus was
consciously creating a new poetry that celebrated nature, love, music,
everyday life, domesticity and leisure — a mirror image of the heroic

world of death, hatred, anger, and public bravery. The Theocritean bucolic

' Alpers (1986), p.20.

'p. 254.
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was an expression of otium, in place of negotium. Bucolic, in this view, is
the poetic counterpoise of epic — a self-conscious, if unavowed yin to

Homer's yang.

The strongest way to prove this is to show how Theocritus constantly
refers ironically to specific places in the Iliad and Odyssey. Sometimes, to
do this, he quotes or almost quotes a whole phrase. The commentators
have noted these references, and occasionally they also call attention to
individual Homeric words that recur in the Idylls. But there has as yet
been no full-bore study of Theocritus's creative reuse of rare Homeric
vocabulary. Even Christophe Cusset, while fully aware of the importance
of the hapax in Alexandrian intertextuality, has constructed a set of
typologies rather than exploring in depth the key role these, literally,

remarkable words play in Hellenistic poems.'®

This is a perverse state of affairs, since the most powerful proof that
Theocritus intended to send his readers back to Homer and involve them
in his subversive project of deliberate Bloomian misreading is the very
solid link provided by rare Homeric words bucolically revived. And the

most ostentatious of these rarities would be Homeric hapax legomena.

8 Cusset (1999) "La Muse dans la bibliothéque, reécriture et
intertextualité dans la poésie alexandrine."
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This intertextual lexicography is what Richard Thomas in "Reading

Virgil and His Texts""

calls "single reference.” He begins his discussion
by quoting Giangrande on Hellenistic poetics®®: “Plain echoing of the
model was, of course, felt as far too rudimentary by the Alexandrian
poet." For Thomas, this applies even more completely to Virgil, who
"intends that the reader recall the context of the model and apply that
context to the new situation; such reference thereby becomes a means of

imparting great significance, of making connections or conveying ideas on

a level of intense subtlety."

As it happens, in the full Theocritean collection there are 668 words
that appear in Homer five times or less. Of the passages alluded to by
Theocritus through single reference to these rarities, 835 are in the Iliad,
658 are to the Odyssey, in a ratio of roughly 5 to 4. This is surprising,
since the Trojan War might seem less fertile ground for pastoral
trufflehunting than the romantic nostos of Odysseus. If the discrepancy
proves anything, it may be that Theocritus found it appealing to confound
the expectations of readers by showing them that he could locate the
bucolic with even greater facility in the more outwardly anti-bucolic

pastoral epic.

¥p.119.

21970, p.46.
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In any case, these unusual words lurk throughout Theocritus’s brave
new world of bucolic (for a full list of them and their loci in Theocritus
and Homer, see the appendix, p.223). In the 2,796 lines of poetry
conventionally attributed to Theocritus, single references to Homer appear
with a frequency of 53 percent (1493 references in 2796 lines), more than

one every second line.

Admittedly, these high numbers result from the arbitrary decision to
define as a rarity any word that appears in Homer five times or less. Does
this net pull in too many fish? It is impossible to say, since we can’t know
how unusual a word had to be for an Alexandrian reader to have thought
of it as both unusual and Homeric. Some very common Homeric words
would strike even modern readers as Homeric: e.g. AevkdAevoc, which
appears 38 times in the two epics, always applied to goddesses or women,
mostly to Hera. But if Theocritus had used it, it would merely have given
an epic feel to his poem, without making any detectable reference to a

specific place in Homer.

On the other hand, unusual Homeric words did, arguably, make
allusion possible, even if these words had been used by other authors in
between Homer and Theocritus. The test of whether a single reference was
intended, from our great historical and cultural distance, has to be the
appositeness of the reference. Is the connection between a rarity in Homer

and its reappearance in Theocritus compelling enough to demand that we
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consider it as an intertext intended by Theocritus to enlarge the effect of
his poem? As it turns out, a great many of the rarities selected by the five-
times-or-less standard do seem to set off an intertextual vibration between

the two authors.

Of course, the most convincing cases are the 319 Homeric hapax
legomena that reappear in Theocritus. It requires no fine thread of literary
judgment to tie them together with their epic source. And it would be hard
to argue that Theocritus was unaware of the Homeric passage that lay
behind his own when he adopted a Homeric hapax such as xadpa or
ntoov, especially when 319 out of 668 (or 48 percent, therefore nearly
half) of the Homeric rarities located by the five-times-or-less method
generate single-reference intertextual possibilities in Theocritus of the

strongest sort.

Overall, 567 Homeric hapax appear in the text of Theocritus. This
works out almost exactly to one hapax in 20 per cent of the lines in the
entire corpus. The equivalent in English would be a contemporary poem
with a Shakespearean nonce-word like incarnadine or scamels cropping up
every fifth line. But even these strong cases in Theocritus require
interpretation. Some were almost certainly meant intertextually. Some not

at all. Still others lie in an ambiguous middle ground.

For a modern reader, the concept of a single-word link between two

works of literature is a difficult notion. Even with the examples of Eliot in
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The Wasteland and of Joyce in Finnegan’s Wake before us, it is hard to
conceive of an author, even a Hellenistic author, who could imagine a
reader so erudite he would be alive to the possibility that évtadfa at
[8.26], where Daphnis suggests he and Menalcas summon a nearby
goatherd to judge their singing:
AA. 1fivov mog éviodla tov aindhov, fiv, KaAEGOUEG
® moTi Taig &plpoig 6 kv O edrapog Vroktel (1d.8.26-7)
was intended to make him think of the word’s only appearance in Homer
at 11.9.601, where Phoenix finishes his speech urging Achilles not to
follow Meleager’s example of refusing gifts and reconciliation:
AAAG 60 uf pot tadta véel gppeci, undé oe daipov
gutadba Tpéyeie, pilog
Given the great frequency of the word in post-Homeric Greek, it would
seem improbable on its face that the author of Id.[8] thought to make a

meaningful connection between the two passages. In fact, I see none.

On the other hand, to pick another hapax at random, does mpatotdKoio
at 1d.5.27 refer dynamically to tpwtotdxog at 11.17.5? I would say yes.
Lacon declares that a primipara goat with her kid is a superior prize to a
“filthy bitch.” This rough talk makes a dramatic contrast to Homer’s
exalted simile comparing Menelaus’s discovery of the corpse of Patroclus
to a cow standing over her first calf. The basic imagery is the same, but

the tones of the passages, and their worlds, couldn’t be more different.
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Theocritus has not only doricized the linking word but he has doricized
the scene, effectively sucking the heroism out of it completely. He
matches the singing battle of the herdsmen with Homer’s lofty hymning of
a tragic encounter on a real battlefield, where a real cow has no place

except as an icon of pathos imported from a peaceful farm.

For the Homer-drenched readers of Theocritus's day, these links were
each a tiny but unmistakable signpost to the poet's intentions, guides to
how he wanted to be read. They are, in effect, gauges of a new poetics.
Ancient writers grasped this and imitated it. The bucolic later reached us
through the refining sensibility of Virgil, as it blossomed into that literary

byblow we call pastoral.

The time is long since ripe to examine all the rare Homeric words in
Theocritus and to work out their intertextual meaning and their function.
In other words, let us explicitly bucolicize the heroic rarities in the idylls,

as Theocritus hoped we would.

In order to organize these readings and see if Theocritus's re-use of
Homer varies with his subject matter (if it does, that would tend to
undermine Halperin's extended definition of bucolic), what follows is

divided into three sections: the "pastoral” Turner Eight plus Id.5; the
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urban and court poems; the mythic idylls, plus those in Aeolic meter’';
and the spuria.”® If nothing else, this examination should prove that

Wilamowitz was right about Epigram [27]:

u

Arhog 6 Xiog, £yw 8¢ Ocdkprtog 8¢ 1dd' Eypaya

ki \

elg 4nd TdV oAV el Tvpakosiov,
vio¢ [pa&aydpao nepikreitag 1e Dihivvag:
Modoav 8 d0veiav oBTiv' pehkvodpoy.

The Chian of the epigram is not, pace Gow and Hunter, that otherwise
completely obscure sophist and wit, Theocritus the Chian, who was killed
in the 4th Century B.C. by One-eyed Antigonus. As Wilamowitz argued
with characteristic cogency,” the epigrammatist was referring to the
really famous Chian, the one Theocritus would proudly claim as an
epicizing colleague, while in the same breath setting himself apart from
the old bard: "Homer ist ein anderer; ich bin zwar Epiker, sondern habe
meine eigne Muse." In effect: Homer is also an epic poet, like me, but I

have my own muse.

! The non-Aeolic Idyll 12 will be lumped with these erotic poems
faute de mieux.

2 Everything, that is, except the epigrams. All but the first six are
epitaphs with no discernible bucolic element in them. Epp. 7-27 do
contain nine Homeric hapax, but none elicits any intertextual frisson in
me.

23 Quoted by Gow ad loc.
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CHAPTER 1

BOOKS IN BROOKS: THE TURNER EIGHT [PLUS ONE]

In the nine idylls that are pastoral in the modern sense,** Theocritus
takes us to a newly imagined and happy haunt far from the corpse-littered
banks of the blood-flooded Scamander. This invented counter-Troy has
many real names in Theocritus and the pastoral literature, such as the vale
of Arcady and the forest of Arden,” but they are all oneiric visions of the

same locus amoenus that Homer himself anticipated as the “idyllic”

24 14d. 1,3.,4,5, 6,7,10,11, and 13. Turner excluded 5 from his Pantheon
without giving a reason. The obvious explanation is a misplaced and
homophobic pudor. Even Gow, writing in an era when consensual sodomy
was illegal in England, printed the full Greek text of 5, although he
translated its blatantly queer lines into (a graphic and unabashed) Latin.
Gow did largely avoid discussing the literary purpose of these “blue”
passages, and he dismissed the scholiasts’ “obscene” interpretations of
lines 112, 114, 119 and 121 as “far-fetched,” but at least he did not shrink
from mentioning them. Indeed, he chastised his ancient predecessors for
not calling attention to the erotic potential he saw in the rose at line 93.

2> The list could be infinitely extended, perhaps to include the state of
Michigan, whose official motto is: “Si quaeris peninsulam amoenam,
circumspice.”
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setting of so many escapist similes in the Iliad.?® Yet where Homer
implanted these glimpses of idealized, non-martial life into the body of
his narration like homespun patches in a coat of chain mail, Theocritus
fashions a poetic world from them out of whole cloth. He zooms into the
universe of the similes, as it were, cropping out the epic surround, except

for the tangent point of the hapax.

These occult connections are not only frequent; they are, it is hard not
to believe, also meaningful. As I hope to show, Theocritus’s “intentional”
references to Homer, at least in the nine pastoral idylls, far outnumber
those that lack any obvious literary purpose beyond merely adding to the
overall post-epic tone of the proceedings. But even if this proposition can
be successfully proven by establishing a bucolicizing intertext at virtually
every point of reference, it remains to determine if these complicated
allusions are more than ironic, self-defining bucolic windows on epic
tradition, or whether they work together, like a concealed countertheme in
a fugue, to shape their idylls. If so, was Theocritus consistent in building
his poems on this skeleton of related Homeric references? Did he always

work this way? If not, was the technique deployed at random, or did he

%6 Bernsdorff (2001), pp.50-2, provides an excellent critical summary
of recent scholarship on the “pastoral” in Homer. Aside from various
expressions (outstandingly moipévi Ao®v) connecting shepherds and
heroes, bucolic elements, Bernsdorff and many other critics note, appear
in the Iliad almost entirely in similes and in the Shield ecphrasis, but as
part of the running narration in the Odyssey.
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limit it to certain types of idylls within the collection? And do the
Theocritean spuria show any differences in their handling of rare Homeric

words from the practice of the legitimate idylls?
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Idyll 1

Let us begin, then, at the beginning, with the first of the “pastoral”
poems, Idyll 1, and then proceed through the other seven to see how they
invite us to remember Homer and what they make of their erudite Homeric

connections.

The first Idyll opens with a full-blown and immensely influential
bucolic scene. All the elements are there: the locus amoenus, the
whispering pine of Longfellow’s forest primeval, the musical herders
about to compete in song,27 their flocks, their ditties of rustic life and
painful love. Why in such a poem should a reader see anything beyond the
obvious in the three essential elements of the pastoral vocabulary that
Thyrsis utters in the speech that begins the poem? Horned? Goat? Milk?
Yes, tpdyoc, kepadg and duéhyw are all hapax in Homer. But aren’t they
also perfectly normal words in Greek? In fact, they are not. An electronic
search of Thesaurus Linguae Graecae yields no significant intervening

models for Theocritus after Homer. And since Id.1 is a poem deeply self-

7 That Thyrsis and the Goatherd do not literally square off against
each other is a red herring fruitlessly pursued by scholars down the
centuries. What matters is that both of them split the poem with one aria
each. The cup section is as much a “song” as the explicit performance that
follows it. One is unavowed, for reasons that will become clear; the other
is a full-blown bucolic passage emerging from the post-heroic xioo0810v
ecphrasis.
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conscious about its Homeric heritage, every Homeric hapax in it should be
suspected of intertextuality unless proven otherwise. After all, the most
elaborate passage in Id.1 is a blatant pastiche of the most famous
elaborate image in Homer, the shield of Achilles. And the subject of this
aria is itself a Homeric rarity. The ivy cup whose decoration Theocritus
describes with such deceptively unencumbered charm is identified as a
kioobB8i0v, an object mentioned in only three passages in the Odyssey?,

all three of them bucolically apposite, two of them verbally identical.

It would seem inevitable that by employing kio60810v Theocritus must
be pointing toward one of these three places, but which? The most

obvious choice would be 9.346:
/ \ \ b4 4 4
KioovBiov peta yepoiv Eyov péAavog oivolo

Odysseus offers Polyphemus wine, plotting (successfully) to get him
drunk and vulnerable to the ensuing attack. It is no exaggeration to say
that this episode, a pastoral grotesque in which the monster herdsman is
both the villain of the piece and also the victim of a heroic shepherd of

men, was Theocritus’s favorite passage in the Odyssey. Polyphemus is

28 And nowhere else before Id.1 and Callimachus, Aetia Fr. 178.11-12,
an improbable model:

kal yop 0 Opnixinv pév dréotuye Yovdov duvotiy

oivomotely, OAiyw 8’ {deto xiooVBiw).
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mentioned in three idylls (6,7,11) and is the titular “hero” of one of them
(11).

So it makes sense to think that the cluster of three rare words at the
beginning of the idyll is meant to direct the reader to the Polyphemus
episode, as a proleptic overture to kicc081ov in the Goatherd’s aria of the
ivy cup. But the cup, as all commentators have noticed, is a country

cousin of Homer’s shield and the Hesiodic Scutum. Why bring in

Polyphemus so emphatically?

Halperin, in his chapter on the cup, points the way to an answer.”’ For
him, the cup is an icon Theocritus uses to define the bucolic. Having
shown how the three sections of its imagery play directly off Homer and
Hesiod’s shields, Halperin interprets them as encompassing in type

virtually all of Theocritus’s other poems.

The first scene on the ivy cup, he observes, is an erotic reflex of a

passage from the shield ecphrasis at Iliad 18.497-506:

Aol 8 glv dyopt Eoav aBpdor EvOa 8¢ velkog

2 ’ 4 ” b / . -~

OPOPEL, dVO AVIPES EVELKEOV EIVEKA TOLVTG

b \ 2 4

AVOPOC ATOPOLUEVOD” ovrniniiiiiieiiiiiieenreeenann
¢ \ 4

................................... ol 0€ yEpovteg

................................... apo1Bndic

* Pp.161-189.
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Halperin matches this with 1d.1.33-35:

ndp 8¢ ol dvdpeg
kaldv €0g1pdlovieg dpoBudic drArobev dGAlog

velkelovs’ €néeoot.
Homer’s language, Halperin writes*’,

has been transferred by the Alexandrian poet to a scene of
erotic contest for which there is no precedent in the early
ecphrases. The point of this juxtaposition is to highlight
Theocritus’ major innovation in his treatment of epic themes:
his substitution of an erotic for a heroic subject and his
removal of agonistic strife from the battlefield to the everyday
world of amorous and poetic competition. Note that veikelovs’
é¢néeool (‘quarrel with words’) can refer to rivalry in
hexameter verses as well as in simple speech and so anticipates
the contests of poetic skill which figure in so many of the
hexameter Idylls. The use of GpoiBadic (‘by turns’) confirms
this impression and looks forward to the tradition of
‘amoebean song’ which was destined to become a hallmark of
the bucolic poetry of Theocritus and his imitators.

This is obviously true, as is Halperin’s matchup of the fisherman at
[d.1.39-42 with a simile at 11.21.22-24 of fish fleeing a great dolphin like
the Trojans scattering before Achilles—which Halperin interprets as a
contrast between the high heroic style and the battlefield with the humble

old angler of the cup.

The third juxtaposition of vineyard portraits (I11.18-561-62 from the
shield ecphrasis with 1d.1.46-49) does indeed show Theocritus’s playful

side, a boy outwitted by foxes, whom he intentionally sets up alongside

0p. 178.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



26

the more generic descriptions of grape production from the two epic

passages.

But in all three comparisons Halperin overlooks the importance and

implications of rare Homeric words to the intertextual meaning of the cup

ecphrasis.

ApoBadic is not merely a doricized version of a word that happens to
appear in a Homeric passage apposite to the ivy-cup ecphrasis and that
portends Theocritus’s amoebean verse; it is an exceedingly rare word in
Homer, occurring only in the shield ecphrasis and at Od.18.310, where
Odysseus gets mocked by the sluttish, selfish handmaiden Melantho, sister
of the unmannerly goatherd Melanthius. She tells Odysseus to get out of
the palace, because he isn’t socially or physically up to the challenge of
being there. In other words, he is the shabby, unlovable opposite of a
desirable, love-besotted bucolic ephebe. He is a wretch scorned by the
handmaidens, who have just made their appearance and are alternating

(dpo1Bndic) as torch holders.

This beggar-Odysseus is also the malicious giver of wine in the
kiooVBiov passage from Od.9 quoted above, as well as the ragged receiver
of wine from lowly but loyal Eumaeus in the two other xico¥8iov
passages in Homer: Od. 14.78 and 16.52. Taken together, these three
passages are a cluster of ironic images of hospitality and correct guest

behavior turned upside down. Polyphemus eats his guests and Odysseus
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offers him wine in order to destroy him. Eumaeus the swineherd offers
honest hospitality to his king, in contrast to the suitors, who abuse the
hospitality of the absent Odysseus and are chastised for it by Penelope
just before the appearance of the handmaidens in Od.18. Why, she asks,
are you eating me out of house and home, instead of bringing food here
like proper suitors?:

uvnotpov ody 18 dikn 16 ndpode tétvKTo,

ol T’ dyodnv 1€ yovaika kai deveioio Odyatpa

puvnotebev £0éhmot kal dAANrorg épicmoiy:

adtol toi ¥y’ dndyovot Bdog kai dyhad ddpa d18odotv

AL 00k aAAOTpLov Bilotov vAmoivov Edovoiv.
(0d.18.275-9)

In the second image on the ivy cup in Id.1, the old fisherman’s net is
Theocritus’s way of hauling in 0d.22.386. Aixtvov is hapax both in
Homer and in Theocritus. Although it does patently function as a
piscatorial link between the cup ecphrasis and the fishing simile at
[1.21.22-24, as a strictly verbal connection it is an even more direct link

to the alarming image at 0d.22.386.

There sits diktvov, the only time Homer used it, in the middle of one
of the most arresting, terrifying passages in the Odyssey or the Iliad.
Odysseus scans the carnage in his house to see if any of the suitors have

survived his onslaught. They lie there all bloody and dust-covered:

O¢ T’ 1x0bac, obg 8 dhifec
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Kothov &g alytaddv nolfig £xtocBe Buddoong
diktdw EEépvoav nolvand: ol 8¢ 1e mdvieg
KOpa®’ drdg mobéovieg dmi yapdoior kéyvviar
1OV pnév v° "Héhog paébmv é€cideto Ovpdv:
(0d.22.234-8)

The third vignette on the cup contains two Homeric hapax at the
beginning of line 53. A boy is weaving a cricket cage, fitting it together
(8papudcdwv) with reeds (oyoivw). These lead us to Achilles trying on
his armor so long unused:

nelpnOn 8° €o adTod 8v €vieot dlog AyAielc,

el ol épapudoosie kol dvipéyol dyrda yvia
(11.19.383-4)

and to Odysseus, emerged from the sea, lying in the rushes at the shore:

0 & ¢k motapoio AlacOeic
oyoive VmokAivOn, xdoe 8¢ Leldwpov dpovpav:
(0d.5.462-3)

At first glance, it isn’t obvious how these two passages might fit
together or, for that matter, how they might fit in to the ivy-cup aria. They
both do come at turning points in their stories. Achilles prepares to return
to the fray; Odysseus makes landfall at Phaeacia and soon thereafter takes
over the narration of his epic. But why would Theocritus be interested in

these lines now?
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There is, first of all, an undercurrent here that continues the theme of
men in peril on the sea, a theme first broached by the connection of the
old man’s net with the trope of the netted dead fish . Odysseus himself has
been cast ashore by a great wave. And in the section preceding the
“fitting,” the brilliant gleam of Achilles armor is compared to a beacon

that rescues men lost at sea.

The bridge between the sea intertexts in cup image one and cup image
three is @dfkovti: The old fisherman, emblem of safe fruitful encounters
with water, fishes with such effort that his neck sinews swell, while
Odysseus, poster-hero of the tempest-tossed, is all swollen ($8ee 3¢ ypda
navta, 0d.5.455) as he reaches safety in Phaeacia, just before he slumbers

in the reeds.

Secondly, there are implicit links with the erotic portrait of a lady in
the first ivy-cup vignette. The woman, a divine creation (11 6edv
doidaipa), is decked out in peplum and diadem (dpmvE). Homer mentions
this piece of feminine headgear only at 11.22.469, where Andromache,
undone by the sight of Hector’s corpse dragged around the city’s walls,
faints and casts off her adornments as she falls. It isn’t easy to see how a

fainting woman could do this, especially since she has to doff a mini-

catalogue of headgear:

déopata oryaroévra,

b4 / 2 \ 4 b 4
dumuka KekpOOAAOV T 108 TAEKTNV dvadéounyv
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KpNdeuvov 6’
(11.468-70)

Nevertheless, dunvg xexpboalov (another hapax pair) along with
the divinely bestowed dowry veil give this list enough luster to make a
reader of Alexandrian attitude see it as a crypto-pendant of the catalogue
of armor that immediately precedes the Achilles toilette at 19.383, a
“fitting” third-century feminization of the hero.

Two other hapax links converge on Achilles’s anger at the death of

Patroclus and his return to the fray:

kataleiBetol at 1.8 (water dripping over rocks in the locus
amoenus) connects with 11.18.109 (Achilles compares his wrath to

dripping [xataAieiBopévoro] honey).

katevavtiov at 1.22 (the goatherd invites Thyrsis to sing facing
Priapus and the springs) matches Il1. 21.567 (Agenor decides to fight

Achilles before the city.

Three other sets of links connect Id.1 with Odysseus’s struggle with

the suitors:

apedeg at 1.28, the two-handled gift cup, is a synonym for the two-
eared (duewtov) wine cup Antinous is raising as Odysseus shoots the fatal

arrow at him at 0d.22.10. Although these are technically not the same
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word, their meaning is identical and both are hapax in their respective

authors and occur nowhere else in Greek until the time of Constantine.>'

wopOuft at 57 (a rustic ferryman is given a goat and a cheese by the
goatherd) is a bucolic sib of the ferryman at Od.20.187 who brings food to
the suitors. In the generally preferred reading, he is a Calydnian which
makes it almost impossible not to connect him bathetically with the
seaborne heroes from the Calydnian isles extolled in the Catalogue of
Ships at 11.2.677. The two adjectives are slightly different in spelling, but
both are hapax for their authors and the connection Homer makes between
Cos and the Calydnian isles helps explain Theocritus’s decision to choose

a ferryman intertextually linked to one of his favorite locations.

noétay’ at 1.62 is the goatherd’s familiar way of urging Thyrsis to
sing. He says he isn’t mocking him and addresses him with the friendly
®ya0é. Homer uses the same verb at Od.17.446 (and only there), when
Antinous mocks Odysseus (tic doipav 16de nfipa tpoonyaye, dartdg

avinv; ) Odysseus has already addressed Antinous as friend (¢ihoc, 415).

Several other hapax pairs implicitly contrast bucolic song with
heroism in war or at sea, accumulating into a definition of bucolic poetry

through comparison to Homeric epic:

1 . .
3 dupwrov, used by Hierocles, is a noun.
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néAhag at 1.26 (a heroic milch goat produces two pails of milk in
addition to suckling twin kids) and at I1 16.642 (Sarpedon is all covered
with blood and men swarm about him like flies around milk pails

[mepryraybac®® katd méihac]).

veotevyéc at 1.28 (the new-fashioned cup) and veotevyéeg at
[1.5.194 (Lycaon’s splendid new chariots, in his nice house, where horses
munch contentedly on barley and spelt, a sort of remembered locus

amoenus).

papvetar at 1. 29 (the ivy curls around the lip of the cup) and at
0d.12.170, the sails are furled (unpvocavto) when the ship is becalmed off

the isle of the Sirens.

noyx0iCovtt at 1.38 (men vying with words on the cup sing in vain to
their beloved) and at I1. 2.723 Philoctetes struggles (poy6iCovta) with his

snakebite.

Yuvov at 1.61 (the goatherd asks Thyrsis to sing a bucolic song)
and at Od. 8.429 (Alcinous helps Odysseus bathe and prepare to enjoy the

song of Demodocus).

When the goatherd ends his gift-laden invitation at line 63,

Theocritus has woven a dense allusive fabric with the bucolic mode as his

32 rnepryhayfc is also hapax and a verbal concoction bound to have

appealed to the Alexandrian eye.
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his foreground, his woof. and Homer as his warp, the hidden underpinning
of his poem. Altogether there are 20 hapax links in 1.1-63, over half of
the poem’s total of 35 such links, in only 42 percent of its 152 lines. In
the 82 lines of Thyrsis’s song—the first pastoral ditty—there are only 14
hapax links to Homer. Assuming this shift was not accidental, what was

its purpose?

The song of Thyrsis fills more than half the first Idyll. It is a
lament for lovesick Daphnis punctuated with three repeated refrains that
invoke the bucolic muses. Until it almost reaches its end, the song is
virtually free of Homeric hapax. In the first 68 lines (64-131) there are
only six, of which three are words for livestock. While it is true that
tpdyog takes the mind back to Od.9 and its sinister vignette of
Polyphemus as model herder (as it has already done at the beginning of
the poem), and some readers may have reacted to the double occurrence of
ndptig at 75 and 121 by recalling a simile at 11.5.162 (in which Diomede
is compared to a lion attacking heifers or cows) perhaps in this stretch of
song a goat is just a goat and a heifer merely a heifer, hapax though they
be. The Homeric connections don’t seem to “connect” with these lines in a

significant way.

It is also difficult to see a firm connection between the inquiring

herdsman who asked (dvnpwotedv) Daphnis what was wrong at 1d.1.81
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and Helen at Od.4.251 retelling how she recognized Odysseus in disguise

inside Troy and queried him (avnp®dtov) about his exploits and his plans.

Yes, in one case the questions are directed to a victim of love and in
the other toward a conquering hero lured into loquacity by a notorious
seductress who is also an adept at drugging those around her with

nepenthe to make them mellow before she says her piece (4.227-233).%

All of this notwithstanding, the matchup made possible by
avepotdo is not highly plausible. dvepwtd® had entered normal prosaic
discourse long before the time of Theocritus.>® And the Daphnis-Helen

pairing is a definite strain.

So is the potential hapax link of {dteic’ at 1.85 (maidens seeking
Daphnis) and Zeus pursuing Sleep in anger (I1.14.258). Once again, it is
difficult to make a strong case for an intertext. Yes, the opposition of
romantic infatuation with divine fury can be assimilated into the basic
Theocritean antinomy of bucolic versus heroic, but the fit is not
comfortable. And {dte1g’ , a very common verb, should probably be taken

at face value. As should fipiov at 125. A variant reading rejected by Gow,

33 (Shades of the Alexandrian sorceress in Id.2. Especially since Helen
got her nepenthe from an Egyptian witch.)

3* e.g. Plato, R.454c.
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it could possibly refer to the tomb of Patroclus at 11.23.126, but there is

no plausible reason to put literary weight on this link.

The only other Homeric hapax in the Thyrsis song is dpktot at line
115, where it is joined by two other animals, Avko1 and 0deg. All three
are Homeric rarities and all three are normally regarded as dangerous.
Daphnis evidently visited them without fear, as if they were Disney beasts
tamed by his bucolic aura. In their only Homeric foray (Od.11.611), bears
also roam with two other fearsome quadrupeds, lions and glowering wild
boars. They are images worked into the splendid baldric worn by the ghost
of Hercules in the Underworld. The baleful hero holds an arrow nocked
and ready to shoot, presumably at flesh-and-blood versions of the heroic
targets depicted on his sword-belt:
0 &' épepvii vokti doucde,
YopvoV TOE0V Exmv Kol £ml veupfipw O16ToV,
dewov Tamtaivov, aisi Barkéovtl £oikdg.
ouepdaléog 3¢ ol Guel mepl otiHbecov GopTip
xpOoeog v telapdv, tva Oéokela Epya TéTokro,
dpxtotl T dypotepoi e oveEg Yapomoi Te Abovieg,
DOUIVAL TE paxol € POVOoL T avdpokTaciol Te.
un Teyynoduevog pnd' dAlo T tevicarto,

0g kewov Tehopdvo, £ff Eykatoeto téyv
(0d.11.606-14)

This mini-ecphrasis matches the idyll’s earlier allusion to the
Shield. And the primally bellicose vignette of Hercules the hunter
contrasts with the foreground image of Daphnis as Dr. Dolittle in cowherd

garb.
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The bears the dead poet can no longer pay a call on in the forest
are, then, the only hapax among those thinly scattered in the song of
Thyrsis that can carry intertextual weight. Until, that is, the aria
approaches its end. The final 20 lines (132-152) contain 10 Homeric
hapax. They do seem to link Id.1 with Homer, in a reprise of the manner
of the poem’s opening 63 lines, while at the same time this coda revives

the opening section’s themes and preoccupations.

We have already encountered tpdyog in this poem. Of the
remaining eight rare words used by Thyrsis, two refer synonymously back
to the cup ecphrasis (oxV@oc is another word for drinking cup; TétTiyog

reminds us of the boy’s cricket trap).

But this coda is not merely a recapitulation of the opening. It
re-presents an inverted locus amoenus, Nature turned unnatural. Brambles
and thorns bear violets. Owls sing with nightingales. And lurking behind
the pathos of this upside-down pastoral, is the cumulative irony of flora

and fauna memorable from their benign Homeric solo appearances.

Theocritus puts the plants first, all three in the same line
(Id.1.132). In Homer, the same three — violets, thorns and thistles —

appear in the Odyssey in scenes that a modern reader reflexively takes to

be straightforwardly pastoral.

Homer sets violets in the description of Calypso’s isle, a locus

amoenus if ever there was one:
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apel 8¢ Aeipdveg parakoi Yov 188 oerivov
OMieov:
(5.72-3)

You could fairly call this a natural glimpse of Nature, as opposed
to the unnatural scene in Theocritus that brought us back to Ogygia. A
similar “realism” pervades the simile later in Od.5 at line 328, where
Odysseus’s wind-tossed raft is compared to thistledown (dx4v0ac, a hapax
in Homer) blown about by the north wind in autumn.(In Id.1 and in Od.5
the same verb does double duty, for bearing and blowing: popé®.) And, in
a passage striking because it depicts a king performing the humblest sort
of farm labour, Laertes wears gloves or extra-long sleeves to protect

himself from brambles (another Homeric hapax):
ye1pidac 1’ £ml xepol Pdtov Evek’
The passage is further notable because ysipidog is hapax and Homer pairs

it with yepoi in an alliterative flourish.

Next come the birds at line 136. They and the three other Homeric
hapax in this passage all come from the Odyssey, three from the same
book (5) and two of them, the owls and the violets, from the same

Ogygian paradise. At 0d.5.72, cx®@neg join a sort of avian catalogue with

other big birds native to the island.
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But there are no anddéveg on Ogygia. The only nightingale in Homer
sings its mournful song in a celebrated simile®® that Penelope chooses to
illustrate her grief when she talks to the newly arrived Odysseus, who is
still in disguise. Stanford® claims this is the first nightingale in European
literature and that its song is the only birdsong in Homer. Be that as it
may, Theocritus could hardly not have had Penelope’s nightingale in
mind, and the story of the death of Itylus and his ornithified, doleful lover
fits perfectly with Thyrsis’s song of the death and mourning of Daphnis.
The Itylus myth is the straight version of the nightingale’s threnody, a
humanized explanation of a real and familiar event in nature. But, for an
Alexandrian reader, Homer’s nightingale would have also been an emblem
of that pastoral standby, the pathetic fallacy, Nature echoing human
emotion. And this nightingale is not just a forest bird, but an afforestated
bird (yA@pnic dnddv), what Marvell might have called a green bird in a

green shade.

Theocritus’s nightingales are, as befits this preternatural passage,37

bucolic singers with feathers, who vie musically with the owls just as

*0d.19.518-23.
3 The Odyssey of Homer, vol. 2, revised (London: 1962), ad loc.

3 Turner, ad loc., identifies it as an adunaton, the trope of
impossibility, and adduces other examples.
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Theocritean herders compete in rustic song. Theocritus here offers us an
artificial and deracinated pastoral to vie with Homer’s pristine stuff. At
least until the song is finished and the stereotypical pastoral mode of the

poem’s opening lines reasserts itself.

Immediately after the last refrain, Thyrsis demands his fee, a milch
goat and the much-described cup. The last eight lines continue in the
broadest pastoral mode, repeating two rare Homerisms from the opening
section (dpehyé, tpdyog), while adding another type of hapax pastoral
animal (yipaipal) and another hapax singing insect (té1t1yog) to match

the musical crickets meant to live in the boy of the cup’s dxpido01jpa.

Just as human song gets lumped together with insect music, humans
eat like animals:
kol an’ Alyile loxdda tpdyolg
adeiav, téttiyoc énel 10ya peptepov Edeig
(147-8)

Tpdym is the traditional word for “eat like an animal.” This is
certainly its meaning in the one place Homer uses it, at 0d.6.90, where
Nausicaa and her maidens unharness their mules and drive them into the
river so they can eat (tpdyeiv) tooth grass. In Id.1, the goatherd is urging
Thyrsis to browse on honey, the most natural of all “processed” foods,
and on raw figs, as if he were a beast, a beast who more closely attains the

highest standard of natural, unaffected song than even the most natural,
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untutored practitioners of melody, the cicadas. At the same time,
Theocritus lets us hear the natural ditty of similar syllables: adslav,
431, Sodeil. Then, the goatherd points Thyrsis toward the cup, now
renamed and distanced still further from its artisanal and anti-epic origins
with another synonym (8émog). Having imitated animals, the two men

leave the field to their randy, speechless goats.

To summarize, the first Idyll is divided into four parts:

1. lines 1-14, a pastoral proem introducing the idea of song and its
rewards.

2. lines 15-63, the cup ecphrasis “sung” by the Goatherd.

3. lines 64-142, Thyrsis’s lament for Daphnis.

4. lines 143-152, a coda referring back to parts 1 and 2 in reverse

order: Thyrsis demands his cup and his goat. Then the focus returns
to the bucolic life in general.

Within this overall framework — two elaborate examples of bucolic
song (the first not labeled as song) bracketed by a genre-setting proem
and its mirror-image coda — the poem’s dynamic runs on two tracks. In the
foreground is the text, progressing from 1.) a bucolic preamble leading to
2.) a truly idyllic set of bucolic images on the cup to 3.) an unhappy
bucolic song, the dirge for Daphnis, to 4.) an abrupt shift back to the

mundane bucolic concerns of the proem.
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In the background is the Homeric intertext, which functions as a
sort of commentary on the text, evolving alongside it. The Homeric
references in the proem are pure bucolic words, but they connect with the
dark side of epic, the sinister herding of Polyphemus, the wrath of
Achilles, his mourning for Patroclus, and soldiers bellowing like bleating

sheep at milking time.*® The effect of these counter-images is twofold.

3% Several other allusions of this type are packed into the poem’s first
17 lines.

witvg, line 1, offers a choice three passages. Two of them (I1.13.389-
91 or 16.482-4) are identical similes comparing a fallen warrior to a tree
cut down by lumberjacks getting wood to build ships. Though this trope
brilliantly merges the bucolic work of woodsmen with death in battle, the
third reference, to the pines outside the Cyclops’s cave at 0d.9.186 is
probably the place in Homer that Theocritus was thinking of, if he was
thinking of only one place.

katappel, line 5, links the contest of bucolic song itself with flowing
gore at 11.4.149 and 5.870.

katavteg, line 13, is hapax at 11.23.116, in a remarkable line
containing three similar adverbs that represent the progress of mules in
hilly country as they ascend with woodcutters to fetch oak for the
sepulchre Achilles has planned for Patroclus and himself: moA\la &'
dvavto katavia Tapavtd te d6xuid T fABov. The full passage gives a
more complete account of logging than the simile of warriors felled like
trees mentioned above.

pupixkat, in this poem part of a pleasant grassy knoll at line 13, in their
three Homeric appearances, are “heroic” plants that help heroes in battle
and, in one instance, share their fate. Odysseus leaves booty on a tamarisk
so he can find it when he gets back from fighting (11.10.465-8). Achilles
leans his spear against a tamarisk and then leaps into the Xanthus
(I1.21.18). A bit later, when Hephaestus sets the river aflame (“like a field
parched by the wind at harvest time), the fire burns a catalogue of six
wetland plants, including tamarisk (11.21.350).

vopevos®, at line 14, reminds us once again of Polyphemus, the dutiful
herdsman (0d.9.217 and 336), and it also connects with a homegrown
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They use Homer to define what bucolic is not and, less obviously at this
early point in the poem, they anticipate the pain and sadness of the
Daphnis song; they add a proleptic note of memento mori to the herder’s
locus amoenus, like those skulls inserted almost surreptitiously in so
many later European paintings of otherwise resplendent pastoral scenes,
skulls that bespeak or sometimes even bear the pseudo-Virgilian caveat:

Et in Arcadia ego.”

This melancholy vein flows into part 2, the ecphrasis, undercutting
its static images of rustic contentment with references to, above all, its
bellicose predecessors, the shields of Achilles and Hercules, but also to
several episodes of violations of the hospitality and hedonism the cup
represents, most of them part of Odysseus’s return to the upside-down
world of the suitors. For explanatory contrast, Theocritus refers to one

positive example of hospitality, Odysseus’s treatment in Phaeacia.

The ataraxy of the cup is further disrupted by references to Andromeda
throwing off her headband in wild, maenadic grief and by an indirect

reference to the Shield of Achilles through the connection with Achilles

episode of amoebean cries at 0d.10.85, when neatherds and shepherds call
out to each other as they pass in opposite directions.

aumadvetat, at line 17, matches a napping Pan who will be angry if
waked, with farm workers who stop their labor to look at a rainbow at
I1.17.550. The rainbow is an evil omen and it vexes the sheep.

** Famously, in Poussin’s Les bergers d’Arcadie (1647) in the Louvre.
A trio of shepherds come upon a tomb inscribed with the pseudo-Virgilian
phrase whose origin is now lost.
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trying on his armor. The dripping water of the locus amoenus of Id.1

contrasts implicitly with various epic references to the dangers of the sea.

At the same time, the cup section’s epic obbligato prepares us for the
full-blown bucolic song of Thyrsis (dpoiBadig, its alternating, contest-like
quality) and its reinvention of bardic song (buvov, connecting with the

song of Demodocus and Odysseus’s own epic chant).

In part 3, the song of Thyrsis begins with a few Homeric rarities
that, for once, seem to be either meant literally as elements of the pastoral
vocabulary or not intended to add any intertextuality to the basic text. It
is as if Theocritus, having prepared us so thoroughly for a bucolic song,
now offers us one that is unvarished by any Homeric gloss. Thyrsis sings
his sad “bucolic” song to an audience fully prepped and ready to accept

this new poetry for what it is.

Part 3 winds up with a sudden cascade of Homeric single references
that subtend the foreground imagery of Nature seen through the looking
glass. They remind us once again of the cruelty and death that lie outside
the magic precinct of the locus amoenus and which can easily break
through and upset the bucolic serenity even of this perfect Arcady.
Additional references to the hospitality (Phaeacia) and inhospitality
(Ithaca) that Odysseus encounters bring the poem back to its advertised
concrete business, the awarding of the cup as a symbol of excellence in

bucolic poetry and of a bucolic social contract.
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After the mention of the cicada, which embodies both music and
the imagery of the cup itself, the complex apparatus of allusion drops
away, leaving only the quotidian pastoral, of gamboling goats and their

carefree warders.

Four Versions of Pastoral: Idylls 3-6

These four poems are the exceptions that prove the rule. If the pure,
quotidian pastoral is to be found anywhere in Theocritus it is in them,
especially 3 and 4. In Id.3, the ratio of rare Homeric words per line is still
an impressive 44 percent; in Id.4, it is 32 percent But the Homericisms
themselves sometimes lack meaningfully intertextual links to their epic

Sourcces.

This is overwhelmingly true of Id. 4. Of the 20 rarities, dkav6a,
dxpn, eloakovw, Barrog, Toptic', tétTiE, and Tpdyw are hapax, but, with
the exception of dxun and eicaxodw, they are all stock terms of the
herding life. Many of the remaining rarities are also almost inevitable

words to find in the classic bucolic setting.

40 At lines 15 and 52.
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Perhaps the Homer-drenched Alexandrian reader was unable to read
auély® without thinking of Polyphemus milking his animals in Od.9, but
even such a savant could hardly detect a useful connection in Battus’s

humorous accusation tossed at Corydon at line 3:
7 nd ye xpHBdav Td ToBécTEPA TATAG GRELYEC;

Except perhaps to feel that sneaky milking by a hired herder, a
breach of trust, was in a sense parallel to Polyphemus’s breach of trust to
his guests, or with even less plausibility that Polyphemus, the monster

shepherd, is the opposite of good herders like Battus and Corydon.

There are three other words here that Theocritus used in Id.1. And
here, as there, they bring to a bucolic locus amoenus a shadow from the

sterner world of Homer.

Heifers (mdptig, lines 15 and 52) in Homer are victims of a lion,
like the sons of Priam attacked by Diomede (Il. 5.162). At Id.1.75, the
heifers mourn for Daphnis. In 1d.4 they are just beasts, off their feed from

missing their master or troublesome to herd.

In Id. 4, a thorn, dxav0a, is nothing more than a thorn that can
stick in a herder’s foot (line 50). In Id.1 they are part of Nature distorted
out of grief for Daphnis (line 132), and they refer to the thistledown

blown about by a harsh wind, i.e. a perversion of good, natural weather.
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In Id. 4 a cicada is a cicada (tétT1&, line 16), happily surviving on
dewdrops, whereas at Id.1.148 Thyrsis is said to rival the cicada as a
singer—a cheerful version of I1. 3.151, where old Trojan men’s sad

chattering is compared to the twitter of cicadas.

At 1d.1.147, the goatherd urges Thyrsis to browse (Tp®yolg) among
the figs, like an animal, a turn on 0d.6.90, where mules really do browse
(tpoyew) on figs and their herders are noblewomen of Phaeacia. At Id.
4.45, the heifers are browsing (tpd@yovti) on olive shoots, instead of

proper food for cattle.

In all of these instances in Id.4, the rare words occur in scenes
where heifers are misbehaving: not eating, not able to survive like hardy
cicadas, leading their herder into a thorn brake, and when they do eat, it is

on inappropriate fodder.

The shoots (BaALév) they consume at Id.4.45 are food the
disobedient cattle eat against their virtuous herder’s orders. They won’t

listen to him (glcakodew).

In Homer (0d.17.224), the bad herder Melantheus attacks
Odysseus and says he should be feeding shoots to his kids — proper food
to be provided by an inappropriate, because royal, herder at the orders of

a bad herder (bad because serving the suitors and railing at Odysseus).
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Odysseus, of course, doesn’t obey him, just as he didn’t listen to
Diomede urging him to fight but fled to the ships. Odysseus is like an

unruly heifer heading in the wrong direction.

So even in this most purely pastoral of idylls, the Homeric
references tie up and give depth to a running theme, thé bad heifer. At the
same time, those references also point back to Id.1, and the implicit
comparison helps to highlight the relatively greater simplicity and
pastoral purity of Id.4. Where Id.1 is figuratively pastoral (heifers mourn
Daphnis, thorns behave unnaturally, old men are wizened and twittery
like cicadas, 1d.4 focuses on the “reality” of herding. It is a

straightforward exemplum of the bucolic world invented in Id.1.*

Id.3 starts simply enough as well. Its first five lines posit a locus
amoenus perfect to the point of cliche. Its bumpkin tone and syntax can be

read as parody, or self-parody—Monty Python among the neatherds.

In the hyperpastoral proem, the uncastrated buck (dvopyov, line 4)
provides a modest note of danger, trouble in paradise. His Homeric
counterparts (I1.23.147) were not supposed to survive to butt anyone in
billygoat playfulness. Peleus had vowed to sacrifice 50 of them when

Achilles returned home, but Achilles won’t carry out the plan out of

1 gicpav at line 60 is the accusative used as an adverb, meaning as yet,
still. It seems to have no connection with dkufig, a hapax at 11.10.173,
where the war is said to be on a razor’s edge.
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remorse for Patroclus. Instead he sacrifices sheep and cattle, and finally
makes a human sacrifice of 12 Trojans whose bodies he throws to the

dogs.

Even though this decision may have been good news for Achilles’s
goats, the idea of livestock hecatombs and human slaughter called up by
the use of &vopyng inserts a buried note of stark mortality even in the

exaggeratedly untroubled proem of Id.3

The hyperbolic lament of the ensuing serenade continues in this
manner, with histrionic, overblown claims of suffering and rejection,

claims which their Homeric intertexts tacitly deflate.

The singer asks Amaryllis if she hates him because of his nose or
his beard. But at [1.17.272 Zeus is said to hate the prospect of seeing
Patroclus fed to the dogs. This is, of course, exactly the fate of the 12

Trojans referred to indirectly above at 1d.3.4

Next the singer threatens to hang himself (line 9). The operative
verb andyEacOor takes us to 0d.19.230 where Odysseus as beggar
describes to Penelope what Odysseus was wearing when he saw him. The
outfit included a brooch of gold with a curious scene worked on it: a dog
throttling a dappled kid:

e \ r \ k) r
0 HEV Ade veBpov andyywv

Yet another image of a body eaten by dogs.
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The singer of Id. 3 does not hang himself. He vows to bring
Amaryllis apples. His suffering cuts deep. If only he could fly like a bee
through the pubic barrier of ivy and fern that blocks him from her cave.
Love is a savage beast suckled by a lion and raised in the woods, an
uncivilized creature intruding on the locus amoenus. He smites him
(idntey, line 17) and burns (xataopbdyov, line 17) him down right to the

bone.

All these hysterical tropes lead, by single reference, to Homeric
passages of real fire and potentially wounding sadness. At 11.9.653,
Hector burns the Argive ships (katd te opdyar). And in all but identical
language at two places (0d.2.376 and 4.749) Penelope is protected from
the news of the departure of her son so that she will not harm herself from
grief:

€ b4

O¢ dv pun kloiovoo katd kpda kaAov tanty

The singer continues his lament and threatens to tear up the wreath
he has made in Amaryllis’s honor. It is woven of flower buds (kaAivkeoon,
line 23). The only such buds in Homer are at 11.18.401. Hephaistos has
made baubles for Thetis and Eurynome in the cave where they sheltered
him from the wrath of Hera. One of them is a bud-shaped earring
(kéAvkag). By implication, in Id. 3., a divine artist’s imperishable work is
compared to a goatherd’s improvised floral wreath, a wreath he threatens

to destroy even before it withers from natural causes. The hapless lover is
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pitted against the grateful god in a typical Hellenistic conceit: the fragile
and transitory lightness of bucolic romance is matched against the

durable, eternal nobility of epic.

This caps a series of allusions which all amount to a definition of
the bucolic as non-Homeric. Then, for the rest of the poem, the singer
piles one hyperbolic example of suffering in the name of love upon
another, ending with the unlikely specter of wolves eating him. In these
final 21 lines, there is not one intertextually meaningful single reference.
Theocritus has abandoned Homer and sings on in his own unprecedented

way.

Id.6 follows the same path. Overall, it contains 19 Homeric rarities
(11 of them hapax) in 46 lines, a frequency of 41 per cent. The poem
begins and ends with conventional bucolic passages of 5 lines each. If we
eliminate from consideration the heifers in the coda and the two
appearances of avikoe in the body of the poem as non-intertextual, that
leaves eight Homeric hapax, two for Daphnis, five for Damoitas and one

for the proem.

Daphnis sings both of his Homericisms (3ia@pbdntetar and dkavOac)

at line 15. Gow translates: “Even from there she coquets with

thee...wanton as the dry thistledown...”*

*2 Emphasis supplied.
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d0waBpvmte does not mean flirt at [1.3.363, where Menelaus shatters
his sword on Paris’s helmet. By the time of Theocritus the word had
expanded its meaning, metaphorically to mean break up morally, be
debauched (e.g. Xenophon.Mem.4.2.35). Theocritus takes it one step
further, adding the middle sense of ‘corrupt for one’s own purposes,’ or
‘toy with erotically.” He illustrates what he means by comparing her
fickleness to the featherweight thistledown born here and there by every
breeze. This is the Homeric usage at 0d.5.328 mentioned above
(Odysseus’s raft tossed in the storm like thistledown blown around by the

North Wind).

Do these two single references add up to a valid intertext? Only if
we think Theocritus meant us to be reminded of the serious peril Odysseus
faced on the sea as an ironic pairing with the ephemeral shifts and
undulations of Galatea’s affections. If this is Daphnis’s only allusion to
Homer, it is at best a weak one. Otherwise, Daphnis sings his own song

without help from the blind bard..

Damoetas, on the other hand, sings a variation on Homer; he adopts
the persona of the Cyclops of Od.9 but transforms him into a vain and
flirtatious swain. So it is fitting that at line 28 he should use a word right
out of Homer’s Polyphemus episode, moipvag. In the description of the
uninhabited island offshore from the Cyclops’s homeland, we learn at

9.122 that this place is not exploited for flocks or agriculture. Polyphemus
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does have flocks, of course, and a cave; so Theocritus seems to have
lumped the two locations together in what amounts to a general
acknowledgment that the speaker in the song is Polyphemus, something he
has been a bit coy about at line 22, although the verbal parallels with
Daphnis’s song (especially the double repeat of the arch (in context)
noBopnut) make this clear enough. In any case, the bucolic, romantic
recasting of Polyphemus ought to make us alert to ironic uses of Homer at

the verbal level.

A very dramatic instance of this comes at the beginning of the next
line with ci&a. Polyphemus says he sicked his dog on Galatea,* to bark at
her. Malicious perhaps, but nothing close to the horrific use of this same
verb at 0d.9.394 (oifa), where it onomatopoietically denotes the hissing

of the Cyclops’s eye when Odysseus applies the burning olive stake to it.

Theocritus uses single reference again at lines 38 and 39 to contrast
the bucolic and heroic worlds. Polyphemus has just seen his reflection in
the sea (Vnépaive) and liked what he saw. Then he spat (¢nxtvoa) at his
chest to ward off the evil eye. In rapid order, then, in the intertextual
undercurrent, we detect Antinous taking a footstool from under the table

as if to throw it at Beggar/Odysseus at 0d.17.409:

Opfivov Ehav dréonve tpoarélng

® Literally hissed at the dog to get moving. citta was a drover’s
command.
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And we flinch from the blood that Euryalus spits out after Epeios

punches him in the boxing match at 11.23.697:
olpa Tayd TTHOVIA

The bucolic world also has its malheurs. But lovesick Polyphemus
is a freak admiring himself in a grotesquely misleading reflection, while
Odysseus in rags is a hero biding his time until he can get revenge on the
men who threaten and mock him. Polyphemus spitting good luck is a
disciple of an old witch straight from the urban demimonde of Id. 2, a
lightweight counterpart to Euryalus. The old witch is also a seedy match
for the ypaia of Od.1.438, the heroically staunch old maidservant

Eurycleia.

These allusions set the opera buffa of 1d.6 in relief against the high
seriousness of the pointed allusions to the villainous Polyphemus and the

vilified Odysseus of the Odyssey.

Something like this deliberate opposition pervades the occasionally
lubricious Id.5, but the gap is broader between the explicit homoerotic
“ecphrasis” in the bucolic present of the poem and the noble comradeship

in arms its rare Homeric words turn our minds back to.

Id.5 is a long poem for Theocritus, 150 lines and 1165 words, of

which 84 are Homeric rarities, yielding a frequency of 56 per cent. The
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frequency of rarities is therefore quite high, but the distribution is
uneven,. Some sections bristle with notable rarities and hapax. Others are
lightly epicized in their vocabulary. This variation appears to have been

intentional, since it parallels shifts in content from section to section.

In the first 23 lines, there is a scattering of unsignificant rarities,
including two hapax. citt’ (from ociw) at line 3 means something like
“Hey.” It comes, as noted above, from the same verb as the very
memorable word expressing the sizzle of Polyphemus’s eye in Od.9. But

the connection seems to end there.

The other hapax in this opening section is vikog, goatskin at lines 2
and 9, the equivalent of the hapax vaxn (0d.14.530), the furry skin that
the swineherd Eumaeus throws over himself before going to sleep outside.
This surely qualifies as a proto-bucolic moment in the Odyssey. What is
more, the royal retainer has kept this handsome garment and others like it
safe during the years that his master was gone. Unlike Comatas, who says

that Lacon stole his goatskin.

Apart from this bathetic juxtaposition, which sets the tone of the
first 23 lines of the poem, the entire opening of Id. 5 is an unhomericized
chain of bucolic invective, of alternating barbs that lead up to a singing
contest meant to resolve the conflict. But just as slanging gives way to

song, intertextual Homerisms crop up in earnest.
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At 24, Komatas tells Lacon to ante up a well-fed (gb8otov) sheep.
This should remind us of 0d.15.406 in a passage where the swineherd
Eumaeus tells Odysseus of his descent into slavery from a happy life in a

locus amoenus:
ebBotog ebuniog, oivorindng molvmTVPOC

From this happy beginning on the islet of Syria, Eumaeus’s life
turned sour, just as the two herders in Id.5 find rancor and pain in the

midst of plenty. Similar cautionary associations follow straightaway:

line 27: mpatotoéxkolo recalls Menelaus guarding the corpse of
Patroclus like a heifer watching over her first-born calf (I1.17.5) and

apélyelv takes us once again to the sinister milking at Polyphemus’s cave

in 0d.9.

lines 33-34: xotaieiBetal is an even more complicated allusion to
[1.18.109 here than it was at 1d.1.8. The dripping water of the locus
amoenus morphs into the wrath of Achilles, sweeter than dripping honey,
and, because Theocritus puts it in the same sentence with dkpideg, the
cold spring of the foreground becomes an avatar of the rushing river into
which Achilles drives the Trojans like locusts fleeing a fire at 11.21.12:
®¢ 8 86° vmo Pmiic mVPOg Akpideg NepéBovTal
eevyépevol Totapovde: 10 8¢ eAEyel dxdpatov Thp

% ] ’ \ \ ’ . &
opuevov €&aipvng, Tal 8€ Ttd®ccovoL kab’ Vdwp:

o O’ Axiihfog EdvOov Babdvdivievtog
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TAjTo POOg KeELAdwV EmpIE TV 1€ Kal Avdpdv.
(Il. 21.12-16

It can be no accident that Theocritus leads into this speech of Lacon
with a jocular mention of a fire at line 31: pf onedd’* 0V yap 101 UL
0aLneal.* You are not warmed by fire, like those singed locusts in the
Iliad, he implies, in a hapax connection that lurks behind his pleasant

foreground image of prattling locusts.

Three other words tacitly reinforce this ironic intertwining of
heroic and bucolic. The wasp (cpa&, line 29) contends as an underdog in
singing with the cicada (té11i&, our old friend from Id.1.148, with his
underlying metaphoric relation to old Trojans chittering on the city walls
[1.3.151), but to the initiated he is also like the Greeks defending their

dwellings at 11.12.167, underdogs but ultimate victors.

The third word in this group is Tpdyog, another reference to the
encounter with Polyphemus in 0Od.9 as well as a literal ram in the

barnyard bucolic exchange of lines 41-44.

The three other significant Homerisms in this passage are part of a
multi-faceted trope. There is the literal act of anal intercourse between the

herders introduced at line 41 by avix’, which for once does seem to refer

* The obvious Homeric idiom invoked here exists only in Book 21 of
the Odyssey, in those three places (lines 179, 184 and 246), where the
verb BdAn® means to warm a bow with hot grease, ostensibly to make it
more pliable and easily strung. Nonetheless, there seems to be no
intertextual link.
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to a meaningful epic matchup. At 0d.22.198, when Melanthios delivers
his goats to the suitors, he will sleep in a soft bed; i.e. he uses goats to
obtain comfort. When Comatas penetrates Lacon, like a ram, he causes
him pain. This mixing of animal and human sex also turns intertextual at
line 42 with étpbdnn, he bored a hole: Theocritus uses it as a sexual
metaphor; in its literal sense in 0d.9.384, where Odysseus bores into the
eye of the Cyclops with the hot sharpened olive bough, perforation is no

joking matter.

And, as at Id.1.151, the yipoipar are sexual targets of the buck, who
tups them while the herders couple. Is there a connection here with their
mythic, three-beast namesake from 11.6.179? Well, the firebreathing
Chimaera may have entered the mind of Theocritus at this juncture, as the
grotesque bugbear of a heroic exploit, therefore the polar opposite of
bleating, passive doe goats in a bucolic speech charged with bestial

sexuality.

On the other hand, the word appears further on, at line 56, in
another speech of Komatas that is full of Homerisms, five in the space of
four lines. It is the first such word in 14 lines. From line 45 through 79,
the two men bandy invitations to each other about the location and terms
of the singing contest and choose Morson as judge. Invective has given

way to a kind of boastful generosity and even goodwill. Comatas invites
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Lacon to join him beside a flowering (dvOeboav) pennyroyal45 and to lie
on goatskins (yipaipdv déppata) four times (tetpakig) softer than Lacon’s
lambskins. He proffers eight pails (yavA®c) of milk and as many bowls

(oxa@idag) of honey in the comb.

So it is at least plausible that a reference to the slaying of Chimaera
is intended, since the other four words do lead directly to darkly ironic
places in the Odyssey, where proto-bucolic language outwardly expressing

plenty and happiness is grafted on to scenes of death and the wish for

death.

avOficar at 11.320 occurs in the poignant description of the murder
of the Titans Otus and Ephialtes at the hands of Apollo, who took
vengeance on them for trying to reach the top of Mt. Olympus by piling
Mt. Ossa on top of Mt. Pelion. The Titans were cut off so young that
down had not flowered on their temples nor had luxuriant wool (Adyvn)
covered their jaws. From the anachronistic “pastoral” point of view, these

bold giants sound like obstreperous kids slaughtered for their mischief.

* Pennyroyal (Mentha pulegium L.) is a mint used since antiquity as a
herbal medicine. It has a strong odor and, judging by several instances in
Aristophanes, was considered an abortifacient. In the contemporary
United States, it has been cited as the cause of death from hemorrhage in
two cases of attempted abortion. The now-deceased, addict-rock star Kurt
Cobain of Nirvana drank pennyroyal tea to settle his stomach and sang its
praises on the Nirvana record In Utero, arguably the only pop disk ever
with a Latin name.
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teTpdkig at 57 comes from the famous death-wish speech Odysseus

delivers in Phaeacia (0d.5.306), saying those who died at Troy were

thrice and four times blessed.

yavAdg and okxa@ic both appear at 0d.9.223 and only there in
Homer. They are terms of art in heroic dairying, full milking bowls that

also carry with them the taint of the archetypal dairyman Polyphemus.

The final preparation for the singing contest is the summoning of
the judge Morson. One after the other, at lines 64 and 66, the herders
agree to shout at him to join them, footproopes...footpéowpeg. Their
benign invitation echoes Circe’s advice to Odysseus at 12.124 (Bootpelv
8¢ Kpdtaiiv): To escape the jaws of Scylla, call out to her mother

Crataiis. Another doleful allusion subtending an untroubled bucolic

moment.

Yet when the singing contest begins at last, the unclouded pastoral
sun chases away the shade of Homer. The epic rarities that follow do not
carry any significant heroic baggage. As often elsewhere, once the music

begins, the allusive impulse gives way to unselfconscious bucolic song.*

¥ xpiév (83), apéhyo (84, 85), dipaciaiot (93), dxbdroic (94), néxov
(98), oitt’ (100), yavrdg (104), kvmapicoivog, (104), dkpideg (108),
téttiyeg, (110), xaAmdi (127), and dndéva (136) are marshalled here as
indispensable tokens of the bucolic mise-en-scene. And attempts to make
them carry along their pre-bucolic contexts into the pastoral world will
not work. For example, the ram of 1d.5.83 functions only as a ram. Or at
least I can’t see a way to shoehorn in a valid reference to the locus

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



60

The exception is the repetition of picéw at 112 and 114. Comatas
hates foxes that plunder Micon’s vineyards. Lacon hates beetles that
nibble on the figs of Philondas. These rapacious animals make plausible
counterparts to the Trojan dogs that Zeus hates to see tearing at the corpse
of Patroclus (I1.17.272). On the other hand, the connection is quite
indirect, as is the possible parallel between the dipping of the pitcher in
honey at line 127 (Bdyat) and the simile at 0d.9.392 in which the sound
of the hot stake going into the eye of Polyphemus is compared to the
sizzle of hot steel hitting cold water. Given the otherwise pure bucolic
mode of the rest of the song contest, it would seem wiser to ignore these
possibilities. Perhaps this is exactly what Theocritus intended: That his
audience would weigh these possibilities and reject them, concluding that

they didn’t belong in this stylistically remote and novel battle of song.

classicus in 0d.9. dopnioopat at 99 and dwpeital at 139 mean what they
say, a gift will be or is given, tout court, with no plausible link to the
horses given to Nestor at I1.10.557. Admittedly, dvtoAdg at 103 is a
hifalutin way of referring to the East, but comparing it to the elaborate
geographical scene-setting at the opening of Od.12 leads nowhere beyond
the obvious fact that both passages contain the same unusual word. dyyet
at line 106 applies only to Lacon’s wolf-throttling dog, not in any close-
fitting way to the helmet strap that chokes Paris when Menelaus drags him
toward the Greeks at 11.3.371. You could posit a parallel between the
dog’s leaping at the wolf’s throat and Menelaus’s lunging at Paris
(énai&ac), but the two texts aren’t close enough to make this work
convincingly.
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Toilers and Reapers: 1d.10

Turner sees this exchange of song and banter between two reapers
as decisively Hesiodic and unlike Theocritus’s “bucolic” poems
stylistically, for metrical and morphological reasons, and because the
poem contains “very few Homerisms.*” This is a curious position for him
to take, since Id.10 contains 48 Homeric rarities in 58 lines, a frequency
of 83 per cent. In other words, a rarity appears on average in four out o

five lines. In addition, there is an unmistakable echo of 11.21.111:
Zooetorl fj Rdg 1} dsidn A péoov Nuop
at line 5:
1010¢ T1¢ deidov ™ kol ék péow dpatog £o6f

Turner* refers to this obliquely, sending the reader to a note on
1d.13.10-13 where he does quote I1.21.111. He also cites but does not
quote [1.18.550-557, as authority for his explanation of dpaypata at line

44 as “‘handfuls’ [sic] of the crop which are mown at one time and then

47 pp. 199-200.

% ad loc.
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bound together into duiliat.” This is no doubt a helpful tip that makes it
easier to grasp the technical side of reaping described so completely in the
poem (Turner is very strong on the minutiae of ancient rural life at other
points as well), but it leaves out the literary potential of the verbal

connection.

Anyone reading 1d.10 who happened to glance at 11.18.550-557
because of dpdyuata could not fail to notice other connections that must
have been in the mind of Theocritus:

‘Ev 8’ £étife1 tépuevog Paciifiov: €vlBa 8 £pibot
fpaov d&ciog dpendvag 8v yepoiv Exovisc.
dpaypata 8 dGAlo pet’ Sypov énntpipna wintov Epale,
dAha 8’ dpoirodetiipeg év dAhedavoiot déovro.
Tpelg 8 dp’dpoirodetfipeg péotacav: adtap Sniche
naldeg dpaypevovreg, v Aykardidesotl pépovreg,
domePYES RAPEYOV"
Besides dpdayuata, this passage contains three other rarities that also
appear in Id.10: Gparrodetfipeg (a variant form is at 1d.10.44 immediately

preceding 1a dpdypata), dypov, and fjpov, the otherwise unrecorded

imperfect of dpdw, elegantly reflected in 1d.10 at lines 17 and 50.

Nor does it take a doctus poeta to recall that Homer’s vignette of
happy reaping falls in the middle of the shield ecphrasis, the acme of the

proto-bucolic in Homer. It is also worth noting that 11.18.550-7 follows
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shortly after the ambush of the herdsmen, yet another intrusion of

belligerent violence into a locus amoenus.*

Far from being sparse in Homericisms, this poem is a veritable
chrestomathy of epic reaping terms and other unusual words from the

heroic lexicon. But it is not just a congeries of recondite vocabulary.

As so often in the pastoral idylls, many of the Homeric references
lead back to passages in the epics where rustic life is either presented as a
pleasant contrast to the horrors of war or as a deceptively untroubled
society where pain and suffering nevertheless lurk — with the difference
that the pain in the idylls is erotic, while in Homer it is physical. But
[d.10 is a notably lighthearted poem with relatively unsanguinolent

Homeric antecedents.

abrakoc (line 6) is the probably-invented Doric genitive of a
peculiar Homeric rarity meaning furrow that is listed in dictionaries by its
unrecorded and suppostitious nominative dAE. Milon chides his friend
Bucaeus for laggard reaping, with the memorable phrase: td¢ adiakog odk
anotpdyelg , you're not nibbling at your row. This is the first of several

metaphors of biting and cutting that radiate from the poem’s central

* ypov also occurs at I11.11.68 in proximity to dpdypota, in a simile

comparing their progress through the field to the advance of the Greek
and Trojan warriors through each other’s lines. Given the greater
intertextual density of the passage in Book 18, it seems more likely that

Theocritus had it in mind, although he easily might have been referring to
both.
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activity of cutting grain with a scythe. Milon is said to be a chip off a
hard rock (nétpac dnodxopp’ drepapve.’®) A dog bites into leather (11).
And Milon mocks Bucaeus as a miser who splits cumin seeds (55). Literal

descriptions of threshing abound.

So it reinforces these “cutting” tropes that several of the Homeric
single references lead to passages where reaping or plowing or just
digging the land are figures for cutting the enemy with swords or lances

or for the pain and humiliation caused by war.

adrakog is a link to the two Ajaxes cutting a swath through the
Trojan ranks like oxen cutting a furrow:
T pév e {oyOv olov dHEoov Guic dépyet

lepéve xotd dAKG: tépet 8¢ te TELGOV GpodpNC
(11.13.706-7)

noAvkapne (line 42) is a reminder that Odysseus comes upon his
dispossessed father in a fruitful (moAvkdpmov) field cutting plants in
peasant garb and bowed with age (Od. 24.221). xoAdpag at line 49 is a
link to 11.19.222, where Odysseus, addressing Achilles, speaks arrestingly
of the toll of war: Bronze strews the most straw (kalapunv) on the ground

but the harvest is meager. And Meleager’s mother strikes the ground

0 grepapvoc is a Homeric hapax,: Odysseus calls Penelope stubborn at
0d.23.167, but there seems to be no connection to that passage intended
by Theocritus.
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(droia) in grief for her slain brother (11.9.568), a precursor of dAoLOVTAC

at line 48.

In Id.10, these same words blend into the jaunty agricultural world
of the poem. Here the Homeric hapax dloidw plays a literal part in the
Hesiodic hymn that Milon sings to Demeter. Her epithet moAVkapne at line
42 is, in an ironic reverse twist, a literal pastiche of the manner of Hesiod
or a Homeric hymn, although, wittily enough the word does not appear in
those works.”! Furthermore, Theocritus gives Demeter a very similar
second epithet, roAdotayv, that, while not in any author before
Theocritus, does recall the multiple epithets of the opening of the Demeter
hymn. At H.D.4, the goddess is referred to as ypvoadpov dylaokdpmov,
and in the preceding line Zeus is Bapvxtonog evpvéna. Theocritus may
have grafted the -kapmov from dylaokdpmov onto his molvkapne, but his
apparent invention, ToAvoTayv, is not only tailor-made for a poem about

reaping but also prepares for the Homeric hapax otdyvg five lines later.

This double occurrence of the same basic word makes it hard to
avoid wondering if Theocritus meant us to fold the Homeric fons at

[1.23.598 into our reading of Id.10. The Homeric passage is a particularly

! Perhaps Theocritus’s source was Pindar, P.9.7 or Euripides Ph.230.
But since the equally sonorous and virtually redundant toAdcTayvc is an
apparent invention, the hyperepitheted Demeter does seem to be the object
of a joke, especially in a poem that, v.inf., otherwise finds multiple
intertextual means to flaunt its lack of epic divine machinery. Hunter
believes that “there is traditional ‘Demeter’ poetry behind these verses,” a
speculation there is, of course, no disproving.
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detailed image of an ear of grain in a simile that illustrates Menelaus’s
happiness at receiving a mare from Antilochus, who had defeated
Menelaus in the chariot race by guile:
1070 8¢ Bupog
iavon og &l te nepl otagdeootv éépon
Aniov drAdfokovioc , 8te ppiccovoiy dpovpat:
(11.23.597-9)

Much else would have drawn Theocritus here. Aniov is a rare
epicism he doricizes twice in this poem, at line 21 and again in the
Demeter song at 42. Secondly, the slender whip (I(pGoOAnV...padviv)
Antilochus used to drive past Menelaus in the race morphs into the
slender maiden of Bucaeus’s song (line 24); a weapon turns into a love
object. Thirdly, the rarity dAitpdc, a sinner in the eyes of the gods,
something Menelaus doesn’t want to be (I11.23.595) turns into vaguely
blasphemous mockery, when Milon says to Bucaeus, ebpe 0g6¢ TOV
dMtpov. And finally, aAdnoxovtog is a Homeric hapax, one that
Theocritus uses in his Encomium to Ptolemy at 17.78 to describe the

fertility of the Nile delta.

The structure of 1d.10 also runs roughly parallel in tone to its

66

Homeric single references. The opening section (lines 1-23) is dotted with

single references to Homer that match the rustic mockery and romantic
mooning of the idyll with somber passages in the Iliad and Odyssey, as

noted above. Then, the brief song of Bucaeus (lines 24-37) deploys six
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Homeric rarities, four of them hapax that bring an intertextually radiant

reinforcement to this hymn of praise and proffered love to Bombyca.

Her slenderness (padivav, 24) connects her with the the restoration
of Antilochus’s friendly bond with Menelaus. Similarly, the dark violet
(10 Tov pérav) and the hyacinth with its letter-patterned markings (a
yYpanta vakivBoc) in the lover’s nosegay at line 28 descend in spirit as
well as verbally from the equally appealing water-cooled locus amoenus
of Ogygia, where the violet grows (0d.5.72)*? and from the cloud-
shrouded, flowery (hyacinth as well as lotus and crocus) love nest that

Zeus conjures for himself and Hera on Mt. Ida (11.14.346-351).

After a brief preamble, Milon proceeds with his song, supposedly
written by the Agri-Culture Hero Lityerses. This is a much more
traditional and weightier song than Bucaeus’s amorous ditty; in fact it is
in the form of a hymn with links to the original Hymn to Demeter (see
above) and, as Hunter shows in detail, to Hesiod. So it would be logical
to construe this song as a plain-faced “work-song” pitted against the

romantic “self-absorption” of Bucaeus’s song.”

52 While it is true that the delightful setting of Ogygia turns into a
tender trap for Odysseus, this is not how the place feels during its inital
description. Similarly, the painful side of Bucaeus’s lovesickness does
not show itself in his song to Bombyca.

3 Hunter, p-211.
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That reading, however, leaves out of account the effect of the nine
Homeric rarities™ (of which five are hapax, or six if you count
apoairodetfipeg, which occurs only twice in Homer, in successive lines of
the same reaping passage in the Shield ecphrasis at 11.18,553-4, as
mentioned above). But is there indeed an overall effect that can be

attributed to the putative intertextuality of these words?

In every case, the nine words refer back to contexts where reaping
or cutting cohabits with fighting, collectively a sort of covert rus in bello,
often in similes. And all these words trace back to the Iliad,” while only
apdvrag and koAdpun also occur in the Odyssey. With two exceptions,
moreover, they all serve the purpose of juxtaposing the homely beauty of

peaceable country life with the grimness of war.

The shield is, of course, a weapon, albeit a defensive one.
Achilles’s staff is not only the physical sign of his great and angry oath at
I1.1.233-244, but it is a symbol of life cut short, having left its stump
(topnv, 1.233) behind in the mountains. The wife of Meleager shows her

grief by pounding the earth as a thresher would flail grain at 11.9.568

" In order of appearance with hapax words underscored: molvkapne,
aparhodétol, topd, otdyve , GAoidviac , kerdpog, dudvioc, kadua.,
g0KTOC,

% Other forms of dpdw appear three times in the Odyssey, at 9.135,
9.247 and 21.301 and xaAaun crops up at 0d.14.214.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



69
(droia). And reaped grain (xoAaunv) is a direct figure for death in war at
[1.19.222-4:

¢ e Thelotnv pév kakduny x8ovi yakkdg Exsvev

% o ’ LR ’ ’
auntog 6’oAiyiotog, Exnv KAivyol toAavia

760 o s 3 ’ r , ‘ 56
E€VC, 0OC T GVGP(DTCO)V TAUING 7[0)\,8}1010 TETVKTOL.

Ares, personification of war, appears to Diomede like darkness
after the heat of day (xavpatoc) at 11.5.865. And Odysseus berates
Agamemnon for proposing a strategy that will let the Trojans have what

they pray for at 11.14.98 (gvktd).

There are two exceptions to this intertextual dourness in Milon’s
song. otayve : Menelaus’s’ spirit expands like wheat with dew on its
spikes at 11.23.598; and dpdw, which appears twice in the locus amoenus
in Odyssey 9, the pleasant island near the land of the Cyclops (lines 135
and 247), close by two other rarities that recur in Id.10, moipva and

ANov.

Overall, however, its Homeric single references add a solemn

subtext to Milon’s rustic hymn. This hidden weight pulls against the

%6 taping here carries its normal military meaning of steward or

quartermaster, as well as its root sense, as well as its root sense of reaper.
It is tempting to see émitaung at Id.10.55 as a buried riposte to this: Zeus
the grim reaper versus the miserly, cumin-slicing cook.

Note also the menacing guttural sound of line 222, an effect perhaps
memorable enough to linger in 1d.10.49 kaldpag dyvpov.
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sweaty mowing primer in the foreground of the poem, but bucolic hilarity

prevails at the end (52):
g0KTOG 0 Td Patpaém, moldeg, PLog

That’s how real reapers sing. Go whimper about love to your

mother.

Such rough banter is only one of four levels of poetic diction in
1d.10, all of them different modes of the bucolic, each a facet of
Theocritus’s prismatic exposition of his new poetics. Up a rung from the
Alexandrian herderspeak of line 52 is the Hesiodic “realism” adduced by
Milon. Topping that, or adding a sweeter note, is Bucaeus’s romantic
mooning and his serenade to Bombyca. And finally, there is the epic
intertextuality, which adds a tragic grandeur and irony to the Hesiodic
opening and to Milon’s hymn, while tacitly mocking Bucaeus’s sickly
plaint with “idyllic” visions of horticultural beauty and perfect Olympian

rapture.
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Amours of a Physician: Idylls 11 and 13

Similar notes are struck in the two mythological poems addressed to
Nicias, but in a different register. Set in the heroic world, both 11 and 13
are focused entirely on that most unheroic emotion, love. Of course, there
are examples of love in Homer—Penelope’s devotion to Odysseus,
Andromache’s passionate grief for Hector, Achilles’s for Patroclus—but
these are not examples of romantic love, not, in any case, of the romantic
love to be found in Theocritus. Homer gives us established couples, not
single lovers who agonize over the unattainable objects of their desire.
And the Homeric “lovers” do not compose love elegies, nor does Homer
himself write love epistles to other poets as Theocritus does to the doctor

poeta Nicias.

As always with Theocritus, we find ourselves among new genres,

new but set firmly, if ironically, against an epic backdrop.

In Id.10, Bucaeus’s romantic lament is only a part of the poem, a
pendant to the puritanical Stakhanovite Milon’s song. In Idd.11 and 13,
love, anguished love, is the only subject. And, perhaps in some now

undecipherable reference to the real romantic troubles of Nicias,
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Theocritus composed these epistles to mock or criticize his friend’s love

life.

Whether or not we want to read a whiff of iatpé, Ogpdnevoov
oceavtov into Id.11, we are obliged to take a lovesick, blubbering
Polyphemus as a joke, both from external®’ and internal evidence. In the
Hylas idyll, Hercules also behaves incongruously for a hero par
excellence: He chases after Hylas, deserting his shipmates and their heroic
mission. And even without following Wilamowitz in his suggestion that
1d.13 is a defense of pederasty™®, it is certainly feasible to deconstruct the
poem as a comic vignette of an adult épactic pursuing his épdpevog after
the youth has fledged and grown into an adulthood where the attentions of
another man, even a hero, make that man ridiculous. Whence the explicit

mockery of the shipmates after Hercules rejoins them.”

Theocritus, moreover, supplies his own implicit brand of mockery,

satirizing the Argonautica of Apollonius of Rhodes by recasting its

7 Hunter summarizes similar instances of Polyphemus as comic figure,
pp-216-17, on which Theocritus must be drawing.

8 see Gow ad 75.

% If this is so, then Hunter misses the joke.
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piously neo-Homeric Hylas episode as comic pastiche.6° The fundamental
substrate underlying all of this is obviously Homer. And yet Hunter,
following Di Benedetto®', notices “very few guaranteed Homeric forms” in

Id.11. On the other hand, looking beyond morphology, he sees that:

“A central irony, both comic and tragic, of Idyll 11, lies
in our knowledge of what is to come: some of what Cyclops
sings (the arrival of a stranger, the loss of his eye, etc.) was
indeed to prove all too true....More generally, however, the
Cyclops is trapped in the language, not just of Homer, but of
Odysseus. 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....7%

Hunter himself refers specifically to four passages:
A: 25-7

Hunter notes, in particular in the expression &y §°0636v
ayopovevov, a “Homeric collocation particularly associated with Odysseus
(0d.6,261, 7.30, 10.501).” Indeed, but the specific “associations” are with
Nausicaa, who tells Odysseus to follow her home while she leads the way

(yd &' 080V Nyepovevow); with Athena who offers to show Odysseus the

% Hunter, pp.264-5, supplies the evidence to show that Theocritus
followed Apollonius and was consciously referring to the Hylas-Hercules
episode at Argonautica 1.1172-1357.

61 (1956), p. 218.
82 op. cit., p. 219.
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way, using the same exact words as Nausicaa; but is only once directly
associated with Odysseus, when, in great distress over her admonition that
he must sail to Hades, the hero asks Circe who will guide him there (&
Kipkn, ti¢ yap tavinv 080v fiyepovebdoet;). And even in that passage it is a
woman, not Odysseus, who is the real guide, informing Odysseus that he
will be guideless and that the wind will take him to his destination. So the
association noted by Hunter hardly imprisons Polyphemus in the language
of Odysseus the masterly leader, but in fact connects him with three

powerful female figures who led Odysseus when he was vulnerable.

The Cyclops in Id.11, by contrast, leads two women, Galatea and his
mother, in search of wildflowers to cut. In other words, intertextually
speaking, Cyclops plays the traditional female-guide role, while the
women pluck (dpéyacBar) flowers, a traditional trope for men raping or,

so to speak, deflowering women.®

B: 34-7

Hunter says this “reworks Odysseus’ description of the cave” of the
Cyclops at 0d.9.218-23. It would be more accurate to say that the passage
contains a very loose, verbally unreminiscent portrait of the cave. If there

is entrapping language here, it is a phrase taken verbatim from Circe’s

% Hunter ad loc.
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description of Scylla’s cave to Odysseus, o1’ év 0épel 001" év omdpeL

(0d.12.76). Another place where a woman guides Odysseus.
C: 45-8

In Polyphemus’s description of his cave, as Hunter points out, there
are laurels, which are also present in the locus classicus at 0d.9.183, but
the other connections Hunter calls attention to are all with the cave of
Calypso, another dominant woman Odysseus encounters amid the same

cypresses, vines and cool water (0d.5.69-70) he enjoys in Id.11.%

There are also two Homeric rarities in the passage. dunehog appears
twice in book 9 of the Odyssey, but not in Homer’s description of the
cave. The grapes grow wild (110) in the land of the Cyclops and, it is
said, would prosper on the uninhabited offshore island if anyone planted
them there (133). By contrast, in 1d.11 Polyphemus cultivates grapes,
which makes him more civilized than his Homeric counterpart, not a
prisoner of his “former” self or of the language in which Odysseus

described him.

Hunter does not mention the only other appearance of dunelog in

Homer at 0d.24.246, in a catalogue of plants well-tended by Laertes. The

64 It is, moreover, true that the laurels and slender cypresses of
Polyphemus’s boast involve three Homeric hapax: not only dd¢vai, but
padivoi (I1.23.583), and xvrdpiocor (from the Phaeacian orchard in

0d.5.64, all of them in line 45.
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abused ex-king is a civilized contrast to the lazy Cyclops and a

forerunner, viticulturally, of the Theocritean Cyclops.

The other rarity, moAvdévdpeov, occurs in Homer three times, only
in the Odyssey, twice in the same expression, dypov molvdévdpeov. At
4.737, Penelope orders her servants to go find her gardener Dolios, who
has a tree-filled garden, and order him to go see Laertes to get help from
him against the suitors. This passage combines a strong woman giving
travel directions and an old man she wants to give Aer instructions. The
polydendrous woodlots of 23.139 and 359 appear, respectively, in a set of
instructions Odysseus gives and as the destination where he announces he

will go to find his father.

So a close look at the four passages in Id.11 that Hunter says show
Polyphemus trapped in the language of Odysseus reveals a more complex
set of implications clustered around unheroic moments in the saga of
Odysseus in which strong women tell him or others where to go and
around contrasting images of horticulture in which the “wrong” people
turn out to be good gardeners and paragons of civilization. Polyphemus is
a guide to flowerbeds and he is, once again, a model countryman, an

exception to those feckless other Cyclopes.

These reversals upset the classic heroic order, putting women, a
Cyclops and a humiliated king in postures of civilized authority, in

control of knowledge and of Nature. In the larger context of 1d.11, this
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intertextual topsyturviness meshes well with the comic surrealism of the

poem’s foreground.

In the introductory section (1-19), “Theocritus” describes to Nicias
how the lovesick Cyclops let his flocks herd themselves while he sang his
bestial heart out. This prepares for the intertextual focus on inverted
leadership in A-D, radically, since Polyphemus cedes his normal role to
his animals. At the same time, single references in this section point to
epic passages containing animals that lead their flocks or herd themselves
with emotionally happy results, as well as toward vividly emotional

episodes revolving around usurped leadership.

Just as Cyclops’s flocks return from pasture (Botdvag, 13), so too
the Trojans at [1.13.493 follow Aeneas like a flock after a ram and the
seamen who have stayed with the ship on Circe’s isle greet the return of
Odysseus with the rejoicing that calves show at the return of their mothers

from pasture (éx BotTdvnc).

Polyphemus wastes away (katatdketo, 14) while Penelope
dissolves into tears of joy upon hearing that Odysseus is at hand, like
snow melting (xkatatiket’, 0d.19.205) from Zephyr’s warm breeze. A few
lines earlier, (136), she has told the disguised Odysseus that, yearning for
Odysseus and hardpressed by the suitors’ taking advantage of his

absence, her heart is breaking (katatikopal NTop).
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Furthermore, the love-arrow of Aphrodite that has wounded
Cyclops’s heart (B€hepvov, 16) is another link to the return of Odysseus
and his triumphant assault on the suitors with arrows shot from his great
bow (Bérepva/PBérea, Od.24.180). Polyphemus, the victim of a divinely-
sent (and therefore epical), arrow will triumph against this weapon of
amatory war, not in kind but with music. The bucolic antihero will prevail

with a love song.

This melodic cure makes art out of the singer’s romantic suffering,
overtly and covertly (with intertextual references to epic) showing him
distracted from his normal duties and out of control. He is willing even to
submit to torture at Galatea’s hands, willing to let her burn the eye that
allows him to control his movements and manage his flocks and his farm
(53). This is a grotesque, proleptic joke between Theocritus and the
reader, who knows that Polyphemus’s eye “really” burns in Od.9. But love
makes the Cyclops of Id.11 abase himself before a woman, while the epic

Cyclops is the unwilling victim of a man he intended to kill.

The master image of the Cyclops as helpless and unmanned by love
comes next. He can’t follow Galatea to her watery home because his
mother didn’t provide him with gills. He can’t even swim until a stranger
comes along who could teach him. This is another proleptic touch of black
humor. The stranger is, of course, that heroic swimmer Odysseus, who

will make sure Polyphemus never leaves the shore, while the Cyclops of
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Id.11 must content himself with begging Galatea to join him on terra
firma, where he writhes in agony like the fish out of water referred to at

line 14 by the Homeric hapax ¢vxioécoag:

®¢ 8 80' vmd @pikdg Bopéo dvamdiretar ix0vg
0iv' v pukidevTt

(I1.23.692-3)

But just as the wounded Epeius in that passage regains control of
himself and stands up, so Cyclops gathers his forces by the end of his
song. He tells himself to forget Galatea, gather greenery, act like a
shepherd, content himself with the maidens who want him and admit to

himself that he is a somebody, a man in control of his environment, év 14

~

Ya.

Thus, says the narrator, did Polyphemus “shepherd”® his love with

music.

% As he regains control of himself, Polyphemus asserts his will over
two women, at least in fantasy. He directs Galatea to join him on land and
shepherd with him. And he plots to make his mother suffer. In the final
eight lines of the song, he apostrophizes himself and reminds himself of
his herder’s duties.The Homeric hapax solidifies his reassumed authority.
OaAAOv at line 73 connects with Od. 17.224, where the evil goatherd
Melantheus reviles the beggar-Odysseus and says Eumaeus should give
him to him as a slavey who would clean out his pens and gather fodder
(6aAA6v) for his kids. Melantheus, who works for the suitors and therefore
symbolizes improper authority, proposes that the true ruler of Ithaca
should toil for him. Polyphemus, taking charge of himself, directs himself
to do the very same task.
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Since, moreover, Id.13 is at least nominally a pendant to Id.11, if
only because Nicias is its addressee and love denied is its subject, we are
tacitly invited to compare the two poems, as if they were opposing panels

of a diptych.

The most obvious place to begin is underwater. Both love objects are
unattainable because they are there. For Galatea, subaqueous life is
normal and does not preclude visits to dry land. For Hylas, as for
Polyphemus, life-in-water is impossible, and he dies or, strictly, becomes

one of the immortals, because the nymphs lure him into their domain.

So, on the one hand, the grotesque comedy of Id.11 offers a vision of
heterosexual passion where the hydrophilic woman fails to pull her swain
beneath the fatal waves, because the bestial Cyclops, although tempted, is
prudent, knows he can’t breathe in the sea and decides to turn his
attentions to available terrestrial maidens. By contrast, 1d.13 shows us a
homosexual passion thwarted by the attentions of female water spirits.
Hercules stays ashore, maddened by his loss. 1d.13, then, offers a tragic
male-on-male love story as a counterweight to the male/female but
unconventional romantic comedy of Id.11. In that poem, the Cyclops
himself is a freakish slave to love. And the Homeric intertext takes the

reader back to instances of epic heroes taking direction from women.

Does Homer play a homologous role in Id.13? Hunter, who found little

epicistic matter in Id.11 (while ignoring the significant part played in the

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



81

poem by single Homeric references), locates an abundance of Homerizing
passages in the Hylas idyll. Indeed, by my count, he discusses twenty-six
or possibly twenty-seven. Of these, seven are single references to Homer
that connect meaningfully to their epic fontes. In the summaries below,
square brackets indicate conclusions not drawn about these connections by
Hunter:

1. Alv, the rare accusative, occurs in Homer only at 11.480, in the
midst of an elaborate simile involving a ravenous lion and
cowardly jackals. Odysseus is the lion and the Trojans the
jackals—a heroic simile if there ever was one. By invoking it at
line 6 to describe the heroic Hercules, slayer of the Nemean

lion, and then, in a “sudden shift”®

switching to Hercules as
eromenos, [Theocritus announces the double-edged subject of
his poem, the lovesick, ephebophile hero Hercules enslaved by
his ill-fated erastos].

2. mloxapuida at line 7 [a non-Homeric variation of the Homeric
hapax wAdkxapo1i] is, for Hunter, an epicism because it is
evidently an allusion to ephebic Apollo at Arg.2.707. [The more

compelling reference is to the toilette of Hera at 11.14.176, part

of a deliberate plot to distract Zeus from the battle below.

% Hunter ad loc.
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Janko® calls this “titivation” the equivalent of a warrior’s
putting on his armor. The parallel for Id.13, with its seductive,
manhandling nymphs, not to mention the unshorn Hylas himself,
whose androgynous allure unmans Hercules and distracts him
from his heroic mission with the Argo, is clear.]

3. doidwuog at line 9 is a reference to the hapax doidipot at
11.6.358, where Helen tells Hector that Zeus brought an unhappy
fate to her and Paris so that they would be sung about to future
generations. Hunter sees this and the passage in Theocritus as
“self-referential.” [He misses the more obvious point that, like
Helen and Paris, Hylas is fit for bardic treatment, the literal
meaning of doidipog. Homer didn’t sing him, but Theocritus
has].

4. tolaepyog at line 19 is applied by Homer only to mules, “so
used of Heracles with a certain humour.” [The joke would seem
to include the equally bathetic, bombastic matronym® that fills
the next line, an early indication of how the poem will deflate

the heroic image of Hercules. Hercules is also the son of Zeus,

" The Iliad: A Commentary, ed. G.S. Kirk, vol.4 (Cambridge: 1994),
ad loc.

58 Adxpfvoc vidg Midsatidog fpoivac.
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but in Id.13 the women are the top dogs, as they are in Id.11
until Polyphemus regains his virile self-possession.]

5. Lines 40-2, a catalogue of vegetation, make Hunter think of a
parallel catalogue in the description of the surroundings of
Calypso’s cave at 0d.5.63-74. Calypso hoped to make
Odysseus her husband, a parallel to Hylas’s capture by the
nymphs. [And yet another case of a woman in charge.]

6. ded0vnto at line 65 reminds Hunter of 0d.22.300, where Athena
sends the suitors into a panic as a gadfly might scatter heifers.
[Since the only other occurrences of dovéw in Homer, at
I1..12.157 and 17.55, both involve the action of raging winds, it
would be more apposite to connect the Theocritus passage with
them, letting Hercules “rage like the wind.” But the connection
shouldn’t be pressed too hard. Both of the passages in the Iliad
are similes inserted into the fighting. Neither one connects

directly to this passage in 1d.13 except lexically.]

The same, surprisingly enough, can be said about most of the other
Homeric rarities in the poem. In all, there are 36 (£ap appears twice, at

26 and 45), of which 14 are hapax.® But many of those merely add epic

% in order of appearance:doidipol, cvvénovto, mpoheheypuévol,

2 4 ’ 7 2 7 7 b4
avtéAlovTl, vavTidia, ka8idpvBévreg , supvvovtl, Bpda, AypwOoTLC,
goakovoag, atpintolowv, dkdvOaig, Nuideot, and éEckdOaipov.
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texture. xa01dpvOévteg at 28 does not effectively conjoin the Argonauts
sitting in their ship with the beggar-Odysseus at 0d.20.257 taking a seat
near the door at the invitation of Telemachus. gbpvvovti at 31 does not
obviously link wide-plowing oxen with the widening of the arena for
dancing at Od.8.260. The rushes (6pva) around the nymph’s pond at 40 do
not, except lexically, resemble the wind-parched rushes that are compared
to a burnt-over plain at 11.21.351.7° In the same catalogue of water plants,
the dypwotic at line 42 is not homologous to the grass Nausicaa’s mules
munched on at 0d.6.90. écaxotooac appears at 61, but Gow brackets it and
considers it an interpolation, as does Hunter. If we accept the line, then,
among other difficulties that come along with it,”" there is the
inconcinnity of the lion who does hear the bleating kid and Hercules who

does not hear Hylas crying in distress.

Perhaps this apparent confusion rests on a recondite allusion to the

controversial Homeric passage where this compound verb enters

2

literature, 11.8.97. Commentators’> saw an obvious difficulty in

Odysseus’s failure to hear (i.e.heed) a cry for help from a comrade on his

™ On the other hand, since komeipov, another rarity close by at 35,
appears in the same catalogue of “burnt” plants and in the same line,
perhaps Theocritus meant to graft a note of forboding onto the locus
amoenus where Hylas succumbs to his fate.

"' see Gow ad loc.

2 Kirk summarizes the controversy, ad loc.
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way to the ships. To explain this away involves either condemning the
line as an interpolation foisted on the text by editors in antiquity seeking
to blacken the reputation of Odysseus or interpreting 008’ écdkovoe to
mean that Odysseus could not hear adequately, because of the noise of
battle. Assuming, arguendo, that Theocritus’s text of Homer included the
contested line and that he also took Odysseus to have been misled by
noise pollution, then £écakxovcag, in Id.13 at least, can be construed
logically, after a fashion, with Hercules’s failure to hear Hylas: Hylas

doesn’t make himself heard, but the kid’s cry does reach the lion.

In a way, this not altogether well-wrought comparison resembles
those Homeric similes that spiral off from their original point of contact
with the basic narrative. And it is possible that Theocritus may have been
alluding donnishly to the scholarly debate about 11.8.97. On the whole,
however, Gow’s brackets and the manuscript tradition that omits line 61

remove a complex problem while improving the flow of the poem.

atpintoiow akdvOailg , the untrodden thornbushes at 64 hardly
suggest the uncalloused (dtpintovg) hands of Leiodes, the suitor who tries
and fails to draw the great bow at Od.21.151. Nor are these unruffied

bushes similar to the windblown thistledown of 0d.5.328.

The Argonauts at line 69 are godlike heroes, fuifeor, just like the

men who fought at Troy (11.12.23), but this Homeric hapax, used five
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times by Theocritus, seems chosen for its surprising rareness in epic

rather than for any tighter connection with the locus classicus.

Gow rejects the manuscript reading é£exdBaipov at 69 in favor of
adte kabaipovv, following a conjecture of Wordsworth. But even if the
more difficult reading is kept, the similarity with 11.2.153 is not
straightforward: the Argonauts’ clearing their decks, so to speak, do not
resemble the fleeing Greeks’ dredging out the launching channels for their
ships—unless the point is that the Argonauts’ postponing their departure
is akin to the ultimately aborted sailing of the Argives. In both cases, the
argument would go, ships did not sail as planned — a possible but not a

plausible argument.

This leaves four hapax from Homer in Id. 13 that do function
intertextually in 1d.13. Two of the connections are trivial: The Argonauts
follow Jason on a dangerous mission (cvvérnovto, 17), just as the
shipmates of Odysseus walked into the fell clutches of the Cyclops and
Odysseus followed along (0d.10.436, odv...elnet’). Equally minor in its
intertextual effect is mpoheheyuévor at 18, which connects with that other
Homeric elite, the cream of the Athenians who were unable to stop Hector

at 11.13.689.

The remaining two hapax announce, albeit somewhat indirectly, the
peculiar nature of the poem. doidipor (see above) declares in dramatically

Homeric parlance that the Argonauts are epic-worthy. In other words, this
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poem is a respectable successor to epic song. Likewise, vavtirdia at 27
connects Id.13 with the Bard’s bard, Demodocus at 0d.8.250-5. Alcinous
tells his dancers to perform and sends someone to fetch Demodocus’s lyre
so that the stranger can tell his people how pre-eminent the Phaeacians are
in seafaring, running, dancing and song (do018):

aAA’ dye, Pankdv Pntdppoveg d'ocol dpioTot,

naicate, bg y’ 6 yeivog éviony oiot gidoioy,

oikade vootficag , dooov meptylyvoued’ dAlov

vouTidin kol toooi kal opynotvi kai Godf.

Anpoddka 8¢ Tig alya KbV eopuLyya Alysiav

olcétm, fj Tov keltal v fuetépoiot d36poioty.

Thus both of these hapax convey the same message, that bardic
song/poetry creates legends for the wide world and for posterity.” And
Theocritus carries through on this hint by recreating a heroic legend in
ostentatiously bardic language refashioned into an original potpourri of
neo-Homerisms intermixed with improved-upon versions of Apollonius

Rhodius’s own, strenuously nouvelle epique.

Hunter intersperses several examples of this kind of pastiche in his
commentary to the poem. tetpappévov glapog (26) “develops the Homeric
division of the day.” In the highly compressed narrative of 16-20,
Theocritus offers “one...sentence to match the whole of Arg.1-2.” With

Taswov Ailcovidag (16-17), Theocritus outepicizes Apollonius by creating

7 See the inital discussion of doidipol, above, p.36.
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a phrase for his hero that Apollonius “never used.” efedpov (21) is “a
variation of the Homeric eboehpog and the less mannered e8{vyov of
Arg.1.4.” He invents “a further non-Apollonian epicism,” koiAn Apy®,
thus improving on koiin vadg (Arg.1.1328). Theocritus adds bucolic detail
to a Homeric (and even more closely Apollonian) landing scene at 32-33,
while at the same time combining the prosaic kata {vyd with the Homeric
daita mévovto (0d.2.322). péya o1184decorv Svewap (34) is a “convincing

k3]

variation on a Homeric pattern.” The non-Homeric émidépmiov (36),
apparently coined by Theocritus, takes the place of the Homeric
notddpmiov. At 38, daivovto tpdrelav “varies a standard epicism with
what seems to be another combination of the prosaic (cf. LSJ s.v. 1panela
12, Lampe™ s.v. B) and the poetic: daivocat is an epic verb found only
here in T.” The pseudo-Homeric molvyavdéa at 46 is “a touch of epicising
grandeur.” 58-60 are an elaborate reworking of I/. 11.461-3. At 64-71,

Theocritus “rewrites” two of Apollonius’s similes and by using the verb

dovéw, he “in part, identifies” Apollonius’s source.

This rivalry with Apollonius is not only a mano a mano for its own
sake but also part of Id.13’s program of epic improvisation throughout the
poem. Theocritus has saturated his text with Homeric hapax that don’t
connect with the substance of their Homeric context, with pseudo-

Homerisms and with pseudo-Apollonianisms (pseudo-pseudo-

™ G.W.H. Lampe, 4 Patristic Greek Lexicon (Oxford 1961).
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Homerisms?) in order to create a new kind of heroic verse, the epic
romance-adventure. Like its pendant Id.11, Id.13 inverts the conventional
geometry of the battle of the sexes. Women rule in both poems, on the
surface and intertextually. One idyll is heterosexual, the other
homosexual, but the love object in each evades her or his male lover in a
submarine retreat. In Id.11, the antihero Polyphemus abandons the
victimization of romance fér epical machismo. In Id.13, the true hero
Hercules loses his youthful lover to divine women and ends up impotently
furens, calling ineffectually for Hylas. We can only wonder what advice,

if any, Nicias took from these two cautionary elegies.
Thalysia, Idyll 7

There is universal agreement that this poem is the “high point of
Theocritean bucolic.”” And there is a consensus, too, about its being a
kind of summa bucolica “written after the other pastoral Idylls and self-
consciously reflecting on the nature of bucolic poetry and on the poet’s
own artistic achievement in these poems.”’® Hunter summarizes the salient

facts that give weight to this judgment.”’” They are, principally, the

™ Segal (1981), p.178.
7% Segal, loc. cit.

7 pp. 144-51.
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emblematic character of the two main figures, Simichidas the Theocritoid
urban Bukoliker and Lycidas the goaty genuine article; and the all-
encompassing system of references to Theocritus’s other pastoral idylls,
to his contemporaries; to Plato, to Hesiod and, even more persistently than
usual to Homer—all of them adding up to a crazy-quilt definition, stitched
together with irony, of what Simichidas means when he says to his chance

companion, “fovkoiia(ddpecda.”

Hunter considers that “the style of Idyll 7 is more ‘Homeric’
than almost any other ‘bucolic’ poem...characterised by a very sparing use
of the definite article....” Underpinning that impression are 84 Homeric

rare words in 157 lines (54 per cent or more than one every second line).

The Homeric basis of the poem has been noted by Hunter,
Gutzwiller, Segal, Williams and many others. In particular, they notice
that Id.7 begins and ends with clear references to the Odyssey. The chance
encounter of a sophisticate and a rustic on the road is an obvious echo of
the encounter of the disguised Odysseus with Eumaeus the swineherd and
then with Melanthius the jeering goatherd (Od.17.144-9). Similarly, the
winnowing fan planted at the shrine of Demeter, which completes the
pilgrimage to the Thalysia and ends the poem is the exact counterpart of
the winnowing fan that Teiresias prophesied would symbolize the end of

Odysseus’s wanderings (0d.11.119-37). When the hero meets some
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landlubber who mistakes his oar for a winnowing fan, he must plant it in

the ground and sacrifice to Poseidon.

But why would Theocritus plant these obvious markers? Segal
saw the basic programme, an encounter between the city mouse
(Simichidas) and the country mouse (Lycidas), as the twin halves of the
merger of cultures and poetic modes that combine to create the bucolic.
While Lycidas stands for the herder’s nomadic life and its putatively
sylvan song, he is a practitioner of an ancient form of civilization.
Simichidas, moreover, though urban, is a product of the settled life made
possible by agriculture. Therefore both men include the nature/culture
split within themselves and their songs. Together, they create, or embody,

the new bucolic mode, but they do so with Homer always hovering near.

This is true not only of the overall structure of the poem, with
its implicit evocation of Odyssean encounters between unequal and
unacquainted interlocutors during travel, but also in the constant parade
of Homeric single references, which Theocritus deploys to explain and
enrich the complex and unavowed definition of bucolic this poem pre-

eminently propounds.

There are so many single Homeric references in Idyll 7 that it
becomes more necessary than usual to distinguish between the active or
dynamic allusions and those that function somewhat like screensavers or

“wallpaper” on a computer screen. Even using the strictest standard for
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winnowing out such references, that is by paying attention to Homeric
hapax legomena culled by Theocritus for his own intertextual purposes,
the reader can often doubt the poet meant much specifically to be made of

even the most plausible and enticing connections.

Indeed, there is every commonsense reason to wave away any
thought that avix’ in the very first line is meant to remind the reader of its
sole appearance in Homer, at Od.22.198. The word appears 14 times in
Theocritus, and bears no more special significance than it does elsewhere
in post-Homeric Greek from the tragedians to the Septuagint. And yet,
here at 7.1, it begins the poem as if it were a fairy tale, setting up the
subsequent dialectic between between fantasy and reality that Segal

focuses on.

For Hunter, it implies that the events of the poem occurred in
the distant past, although the contemporary tone of the “realistic” sections
undercuts that notion. How then can we square the fairy-tale

announcement with the real-time narrative that follows?

By accepting that Theocritus meant us to take avix’ in both of
the ways open to us: As a banal expression of time and as a Homeric

hapax demanding that its unique Homeric context be taken into account.

The passage in the Odyssey does not disappoint someone hoping
to find more than a lexical point of tangency between the poems. It falls

directly within the scene where Eumaeus takes vengeance upon the
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goatherd Melanthius, who mocked Odysseus in their encounter on the way
to the palace. Since this encounter will shortly be echoed when
Simichidas and his companions run into Lycidas, it is hard to dismiss the
possibility of a single reference out of hand. Especially because avix’
itself combines the everyday notion of realistic narrative with an idiom
associated with fabulation. This double edge opens the poem in both of

the directions it will take, with utmost concision and compression.

The title usually given to the poem, ®ordoia, continues the
doubleness of these scene-setting lines. It refers both to the “real”
destination of the narrator’s expedition and to the unique appearance of
6oivola in Homer at 11.9.534, where Phoenix reminds Achilles of the
unappeasable wrath of Artemis against Oeneus, who failed to offer her the

first fruits of his orchard.

Clearly, Simichidas did not head out to the festival of the
Thalysia in a literally apotropaic mood. Or is it a modern, post-
Enlightenment prejudice to think that the trip was more picnic than
pilgrimage? Either way, this contemporary expedition leads the
companions out of the city and into the countryside, deep into Nature.
They have entered the semi-mythical terrain of the bucolic. One of the
“real” travelers claims descent from the legendary Chalcon, who, we are
told, made the spring Burina flow by pressing (§vepsioapevog) his knee on

a rock.
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But évepeiosdpevog is a Homeric hapax appearing at a very
crucial moment, when Odysseus presses the firebrand into the eye of the
Cyclops at 0d.9.383, thereby epitomizing the heroic traveler at his least

bucolic.

While the Theocritean foreground here is a sumptuous locus
amoenus and a cheery dialogue between Simichidas and Lycidas (7-51), a
cascade of Homeric rarities imply a more menacing side of nature:
nteléal, line 8, elms in a budding grove (elms planted around
Andromache’s father’s grave, 11.6.419, uprooted by Achilles, 11.21.232
and burned by Hephaestus. 11.21.350); wetdhoio, line 9, luxuriant foliage
(the evil portent of the serpent devouring the sparrows in the leaves of a
tree at Aulis, 11.2.312 and Penelope comparing herself to a sadly wailing
bird in deep foliage, 0d.19.520); xatnpepéec, line 9, an arching bower
(the Cyclops’s cave, 0d.9.183); Aaciolo, line 15, a shaggy goatskin cloak
(the shaggy ram Odysseus escapes from Polyphemus under, 0d.9.433);
Kopovav, lines 19, 43, a shepherd’s crook (Eurythalion’s mace of iron,
11.7.141,3); 6pdoxeic, line 25, of Simichidas, rushing off to a winepress
(an arrow glances off armor just as wind blows beans and chickpeas on a

threshing floor, 11.13.589, an appropriately Thalysian simile).
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Four Homeric hapax in this section also cast a shadow of epic pain
and suffering on Eden:"® tpayoto, line 15, a goat belonging to Lycidas (a
goat of Polyphemus, 0d.9.239); dpatfipeoot, line 29, piping reapers
(Greeks and Trojans cut each other down like reapers scything wheat or
barley, I1.11.67); dxpidac, line 41, expertly singing locusts (Trojans flee
Achilles and dive into a river like locusts escaping a fire by sinking into
water, 11.21.12); poy0ifovti, line 48, birds of the Muses who struggle in
vain singing against the bard of Chios (Philoctetes suffers from the pain

of his wound, 11.2.723).

Having, somewhat incongruously, expostulated in Callimachean style
against grandiose poets who vainly compete with Homer, Lycidas
announces he will sing some country music, a ueAvdpiov (a little péhog or
ditty, lines 52-89) that turns out to be filled with hifalutin Homerisms and

grandiose diction threaded through its homely, lovestruck lines.

In his very long and elaborate first sentence, Lycidas wishes his
lover/love object Ageanax a fair sailing to Mitylene so that, in Hunter’s
interpretation,” his absence will deliver Lycidas from being roasted in
Aphrodite’s oven. In this propempticon avant la lettre, the xaA6g TAOOC is

a latterday successor to the god-led salubrious sail that took Nestor and

8 Gvika has no intertextual implications at line 22.

" ad loc.
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Menelaus from Lesbos to Euboea in 0d.3.169 where mAdoc is hapax. Like
the returning heroes, Ageanax will also have divine assistance, or at least
semidivine and indirect help, from sea-calming kingfishers, alkbdovec,
favorites of the sea-green Nereids. Not only 7tiéo¢ (lines 52 and 61) but
also aikbdoveg (lines 57 and 59) and yhavkoig (line 59) are hapax in

Homer.

aixvoveg takes us back again to the speech of Phoenix in I1.9, this
time to lines 563-4 where, following a long genealogy entwined with
Meleager, we meet the hallowed matron Alcyone, named after the much-
grieving kingfisher,® dAkvévoc molvmevBéoc. The subtext of unhappiness
is also supported by yAavkaic, whose sole Homeric appearance is at
[1.16.34, in Patroclus’s angry speech to Achilles. He calls him

hardhearted, no son of Peleus and Thetis, but the child of the gray sea.

And so it goes, a harsh Homeric obbligato to the foreground love
song. But Lycidas’s tone, even from the putatively positive opening, has
been hard to pin down. Does he really want the boy to sail away? Or was
he biting his tongue and saluting the inevitable? By line 63, when he is
ostensibly imagining himself celebrating Ageanax’s safe arrival at
Mytilene, bitterness has begun creeping in with references to dead lovers,

Daphnis and Comatas, who are clearly meant as exemplars of the same

% The rough breathing is the result of a mistaken etymology from dAg
(LST).
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cut-off love Lycidas himself will suffer because of the departure of
Ageanax. And the Homeric intertext of subsequent hapax legomena
reinforces this sadness.®! All in all, the song of Lycidas is a farewell filled
with mournful resignation intertextually interwoven with equally dark
Homeric countermelodies. And, as a propempticon, it ties in with the
poem’s main theme, travel. But it ends with a nostalgic image of Comatas
singing and at peace under sheltering trees, a vision of the bucolic poet at

work while at rest.

This sylvan ataraxy points toward the Epicurean acvyio. with which
Simichidas will end his song (lines 96-127). For wretched Lycidas, the
pastoral ideal of love and music embodied by Comatas is lost and
unattainable. For Simichidas, love is as easy to get as a sneeze. But he
sees that his friend Aratus is mooning for an ephebe; so he harangues Pan
to get him one, or else. The harangue itself is the center of the poem

within a poem, sending Pan on a worldbeating transhumance. Then,

81 poddevta sounds pleasant but it masks the goatherd’s grief just as
the rose oil Aphrodite rubs on Hector’s corpse at 11.23.186 is a protective
layer of lubrication meant to prevent the tearing of his flesh when
Achilles dragged him. xvapov, line 66, comes out of the same passage as
Opwoxeig in line 25: the arrow bouncing off Menelaus’s armor like beans
and chickpeas in the wind, trouble on the threshing floor. kédpov at line
81 is a coffin; at Od.5.60, the smell of burning cedar is part of the tender
trappings of Calypso’s isle, symbol of erotic imprisonment. katekéKAlc0
at line 89 ends this threnody of amorous regret with an image of Comatas
reclining while he sang. At 0d.10.165, Odysseus pulls the spear out of the
stag he has just felled and /ays it (xatokAivag) on the ground.
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turning on an obol, Simichidas tells Aratus to give up the pathetic role of

spurned lover. Leave the pain to Molon.

The song ends with an apotropaic prayer for a crone to spit and
keep romantic agony at bay, just as Theocritus began it with a love-
attracting sneeze. This makes a nice diptych with the lament of Lycidas;
the active rejection of love versus the passive mourning of its loss. Both
songs share a certainty that love is pain and that the bucolic calm of the

locus amoenus is better.

There are eight Homeric hapax in this passage: énéntapov (96),
gpatov (103), porBakoc (105), kvaooaio (110), épevdouévorory (117),
dyyxoito (125), dovyio. (126) and ypalo (126) . The last two play the
structural role already mentioned, but they also adduce implicit

comparisons with their unique Homeric loci, as do the rest.

These two references to the Odyssey at the end offer clear contrasts
to the tenor of Id.7. At 18.22, Odysseus warns a beggar not to antagonize
him because he will prevail and bring tranquillity (dovyia) to the future
(through fighting, not with song or a walk in the woods.) And at
0d.1.438, the old nurse Eurycleia (ypaia) tucks Telemachus into bed. So
while Simichidas is treating love as a plague to be fobbed off on others,
he is also bringing in Homer for an example of non-erotic quasi-maternal

love completely opposite to the frenzied emotion of his foreground words
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and for a macho solution to achieving calme, luxe et volupté quite

different from that retreat from the toils of love proposed by Simichidas.

Of the remaining five hapax, all from the Iliad, all, except for
one,sz, effect an implied contrast between the heroic and bucolic
universes. Having been mocked by Hector as a prettyboy weakling, Paris
insists he is ready to fight Menelaus in order to defend his right to the
lovely gifts (8®p” épatd, 11.3.64) he has received from Aphrodite. But at
117, an even more savage verbal attack on Paris as a weakling and ladies’
man lies behind the pleasant image of red (épevBopuévoioiv) apples. At
I1.11.394, Diomede, having reviled Paris who has just wounded him with
an arrow, boasts of the red blood and devastation he brings to an enemy
when he attacks. This fits together ironically with the reference to
Menelaus suggested by paiBaxoc at 105. Just as Philinus, the target of

Aratus’s lust is effeminate so Menelaus is described as pai8axdg

82 kvacaio does not seem to refer to the hapax xvf at 11.11.639. The
scene itself does seem to belong in this cluster of single references
contrasting bucolic serenity with war. Actually, it combines both themes:
the concubine Hecamede makes a sort of cocktail in Nestor’s tent, grating
goat cheese into it. Patroclus, sent by Achilles, breaks in to inquire which
wounded Greek has been brought there. So we have a scene of domestic
relaxation with a woman at the center performing a household task
associated directly with a bucolic product in the midst of a raging battle.
But it is still hard to see a fundamental connection between the Pan
scratching himself with his nails at Id.7.110 and Hecamede grating cheese
for Nestor’s posset. Rus in bello versus bellum in rure? The focus of the
contrast isn’t that sharp, and it doesn’t match up with the other quite
straightforward oppositions between the locus amoenus of the passage in
Theocritus and the references to war in Homer. Or is there something
about the penumbra of meanings of xva® we can’t know?
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ailyuntg, an unmanly warrior, at 17.588. Actually, he has redeemed
himself in battle by killing Hector’s comrade Podes. But for Theocritus
what counts here is the arrow of allusion connecting the only Homeric

occurrence of paiBaxdg to Philinus in his own poem.

Menelaus also lurks at line 125, where Simichidas prays that Molon
be choked (dyyotto) while wrestling with Love, pederastic, of course, in
keeping with the life of the palaestra.®® But at 11.3.371, the formerly non-
virile Menelaus chokes a Trojan as he drags him by his chinstrap. Perhaps
it goes too far to see in Simichidas’s rejection of pederasty in favor of
bucolic tranquillity an inverse image of Menelaus’s evolution from girly
man to warrior. In both cases, at any rate, he reforms himself and adopts

the idealized characteristics of his milieu.

And it is to the bucolic world’s idealized milieu that
Theocritus/Simichidas takes us when the song addressed to Aratus ends.
First, Lycidas turns off* to the left. He rhapsodizes for the remainder of

the idyll (128-157) about Phrasydamus’s farm, a fecund locus amoenus

8 Turner ad loc.

84 dnokiivag > amokAivavt’, a hapax at 0d.19.556, but the literal

meaning in Id.7, of making a left turn toward another destination fits
tightly with the travel theme of the poem and doesn’t connect obviously to
Odysseus’s remark to Penelope, that no divergent interpretation of her
dream can be valid, only the interpretation that predicts the annihilation
of the suitors.
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without pain or peril. Unless, of course, one pays attention to the

foreboding Homeric hapax lurking here and there.

Simichidas and friends lolled on beds of sweet rush, oyoivog (133)
the very water plant Odysseus rested on when swept by the storm, battered
and naked, to Phaeacia (Od. 5.463). Cicadas (tettiyéc), at 139, twittered
pleasantly, as they did in Id.1.148, once again taking us back to the
desiccated Trojan elders nattering in distress on the city walls at 11.3.151.
A treefrog croaked in a thornbrake (Bdtov ...dkavOaic) at 140, while
Laertes wore gloves against fatov (0d.24,230) and Odysseus, before
washing up ashore at Phaeacia was tossed like a thorn blossom (dxdavOaig)

by the wind at 0d.5.328.

Bees flitted about (zwtdvto) a spring (nepi widakog) at 142 instead
of the rocks that flew (motdvto) from both sides of the fray at 11.12.287
or the trickle of a spring at 11.16.825% in the simile attached to the
slaughter of Patroclus by Hector:

g & Jte odv dkoudva Aéwv £8ifcato Xapun
® T Epeog xopvefict péya povéovte pdyecov
nidakog Gue' Ohiyng; £0éhovot 8¢ miuey dpoo:
TOAAG 8¢ T doOuaivovto Afav £8dpaccos Binew:
(¢ moréag me@vovia Mevortiov dAkiuov vidv
“Extop [prapidng oxedov &yyel Bupov dandpa,

(11.16.823-8)

8 Or the rushing river chasing Achilles, which is compared, at
I1.21.261, to a garden irrigation stream that gets out of hand, in the same
phrase that Theocritus uses for a gentle plash of water: katelBopevov
kelapolet.
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The saplings bent over with fruit at line 146 (dpnakec) are charming
avatars of the war-aiding saplings bent to make chariot wheel rims at
11.21.38 (8pankoag). And these fruitladen trees are big cousins of the
poppies (paxkovag) at line 157 and the poppy (uqkov) bent over from the
weight of seeds at 11.8.306. Homer compares that poppy to Priam’s noble
son Gorgythion (himself a hapax) whose head hung down from the weight

of his helmet after Teucer got through with him:

pfAxev 8' o¢ etépwoce kapn Barev, 1 T évi kAT
kapr@ BpiOopévn votinei te elapivijory,
O¢ £tépwo’ fuvoe kdpn THANKL BapovOéy.

(I11.8.306-8)

Theocritus puts poppies (pdkovog) in the hands of Demeter, along with
sheaves of grain at 157, after Simichidas prays at 156 that he may plant
the great winnowing shovel (nTbov) in the grain on her threshing floor.
Menelaus, dandy turned fighter, looms in the background one last time at
I1.13.588-92, as when a winnowing fan sets beans or chickpeas flying on

the threshing floor, Menelaus sends an arrow soaring.
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CHAPTER TWO: GOING TO TOWN

In the “pastoral” idylls, Theocritus played the new bucolic mode off
against its epic antecedent with an occult system of single references. The
Homeric contexts that these special words led to set up an ironic
resonance with the foreground of the idylls. Some might call it a
hermenutical descant that calls into question, or reinforces, the ostensible
poem. There is no simple pattern or intent to this method. Indeed, now the
poet contrasts the cloudless tranquillity of the herding life with the bloody
horror of Homeric war; now he implants an allusion to battlefield death as
a memento mori lurking in an otherwise amoenus locus; now he piles up
verbal sherds mined from Homeric passages about powerful women to

subvert, or reinforce, bland male assumptions of authority.

Especially through manipulations of the character of the Cyclops

and with a hail of references to his proto-pastoral undoing in Book Nine
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of the Odyssey, Theocritus deploys a complex, learned strategy to display
the poetic possibilities of the fledgling bucolic. And in several passages,
Theocritus steps away from Homer altogether and lets his bucolic singers

melodize in their (really his) own new way.

But what of the 13 poems normally attributed to Theocritus which
do not take place in the countryside among tupping rams and shepherds
“agonizing” over love in plein-air contests of rural song? Does he also
infiltrate Homeric hapax into his narratives of contemporary life or his
tributes to the royal family? Or into outwardly unbucolic improvisations
on material from the mythic past? Or into erotic verses in lyric meters not

remotely like the dactylic diapason of traditional epic?

On a strictly numerical basis, by comparing the frequency of
Homeric rarities in the pastoral and non-pastoral idylls, one does not
arrive at a clear distinction between the two groups of poems, as Table 1

shows:

TABLE 1
IDYLLS LINES RARITIES FREQUENCY
Pastoral Idylls
1 152 76 0.5
54 24 0.444444444
4 63 20 0.317 (cont.)
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150 82 0.546666667

46 19 0.413043478

157 84 0.535031847

10 58 48 0.827586207

11 81 36 '0.444444444

13 70 36 0.514285714

Pastoral Totals 831 425 0.51143201
Urban Idylls

2 166 46 0.277108434

14 70 33 0.471428571

15 149 45 0.302013423

16 109 30 0.275229358

17 137 48 0.350364964

631 202 0.320126783

Mythological Idylls

18 58 39 0.672413793

22 218 102 0.467889908

24 140 62 0.442857143

26 38 12 0.315789474

Totals 454 215 0.473568282
Erotic Idylls

12 37 16 0.432432432

28 25 14 0.56

29 40 16 0.4

30 32 11 0.34375

Totals 134 57 0.425373134

Non-Pastoral Totals 1219 474 0.388843314
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The total frequencies for each category do look decisively different
at first glance. But they are actually a blend. So while the pastoral group
may appear to lead the pack with a concentration of rarities exceeding 50
per cent, this does not necessarily mean that the urban idylls, at only 32
per cent, or the mythological poems at 47 per cent, or the erotic lyrics at
43 per cent, are, as individual poems, less connected to Homer. Idyll 18,
for example, has the second highest concentration of Homeric single
references in the entire collection. Pastoral Idylls 3 and 6, moreover, fall
below 25 per cent, well under the overall average for the entire non-

spurious collection.

The overwhelming conclusion the data suggest is that all the non-
spurious idylls contain an impressive number of Homeric rarities. Those
poems with higher frequencies may, in the end, prove to be more
dynamically engaged in a tacit dialogue with Homer than those with lower
frequencies, but only a close examination of each poem and its points of
intertextual contact with the Iliad and Odyssey can give a reliable sense of

this.
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THE URBAN IDYLLS

Idyll 2

For the first-time reader of Theocritus, the shift from the rural
loveliness of Id.1 to the dark urban scene of black magic and thwarted
romance of Id.2 is a shock. Can this tale of sex and the city be bucolic in
Halperin’s expanded sense of the word? A steady stream of single
references to Homer, especially to apposite scenes of epic white magic,
beautification, female role models and heroic passion, make a strong case

for a continuity of spirit and method between this poem and the pastoral

idylls.

Theocritus dispenses with prologue and creates Simaetha's little
world of sorcery and vengeful love in the first three lines. The Doric
interrogatives, repeated with metrical insistence, make a playful
bucolicizing frame for the shrill, spurned urban princess's opening burst:

I1§ pot tai ddevar; épe, Ocotvri. nd 8¢ 0 @ilTpa;

Simaetha has plucked the bay leaves for her potion right out of the

epic bedrock from a place where even her maid Thestylis might first have
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seen it. Adpvn is a Homeric hapax in a memorable setting, at the center of
the elaborate description of the cave of Polyphemus, at 0d.9.183:
gv0o 8’ &m, doyaniii onéog efdouev, dyy Baldoong.

YAy, ddevnot katnpepic

In the lead-up to this passage, Homer has already devoted many
lines to the lush description of the island of the Cyclops. It is a pleasant,
isolated wild place with goats for the taking, a locus amoenus, in fact the
principal locus amoenus in Greek literature before Theocritus. No wonder
that this Alexandrian epigone would fasten on it as a forerunner of his
own mode, as he does explicitly in Id. 13 and implicitly in the speleo-

paraklausithyron of Id.3.

So for the attentive reader, the sinister laboratory of Simaetha is a
modern analogue of the blighted pastoral haunt of an infamous monster of
yore. And in the second line of the poem, she demands that Thestylis

crown her magical goblet with the essential pastoral product, wool.

Simaetha continues, with more buried references to Homer:

"Delphis didn't care whether she was alive or dead" (5):
008’ &yve wotepov tebvdkapeg §| ool sipéc,

Lurking here is another Homeric hapax. Ilétepov makes its sole
epic appearance at I11.5.85, where the fighting is so fierce that you couldn't

tell if Diomede had fetched up among the Trojans or the Greeks (85-6):

4
Tvdeidnv & ok Gv yvoing motépoict petein,
Y [
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\

A& peta Tpdeoolv ophéotl f pet’ Ayxoroic.

The echo cannot be in doubt, since it includes a hapax and the same
verb. Here life and death really do hang in the balance. They are not just a
commonplace expression in a whimpering woman's lament. She may call
Delphis her enemy (Gvdpoiog) merely because he hasn't banged on her
door, but Diomede rushes over his foes like a wild torrent that
overwhelms the walls of a blooming vineyard. In his world, there is no
knocking at women's doors — or not knocking at them from loss of
passion. Diomede storms where he wants, waving a spear at other heroes;
you could say that he is like the ravenous dolphin (6el@ic) Homer
compares Achilles to when he leaps into the river to butcher Trojans with
his sword (I1.21.22). How undelphinian is Delphis, an effete non-hero in

an effete, non-heroic world?

But his castoff mistress wants to harm him with a Diomedean fury.

She calls on ghastly Hecate who frightens dogs as she passes the "graves

of the dead and black blood" (13):
gpyopévav vexdav ava T fpla kol pélav aipa.
which is a direct echo of 11.10.297-8:

rav apdv p' Tpuev d¢ te Adovte Vo 810 vikta pélavav,

N ’ N ’ ’ Y A / ®
ap ovov, av vexvag, owa T' €viea kol },l87\,(1\/ alpa
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where Odysseus and Diomede stride like two lions through the killing

fields, not haunting them from a distance, like a witch.

At the same time, Theocritus is also wanting us to think of
11.23.126. His fpia is the plural of the Homeric hapax fipiov, the tomb

Achilles devises for Patroclus and himself:
ppdocato Matpdkhe péyo fpiov /62 ol adTH

Once again we have an implied opposition of hero and witch, but
the impact on our reading of Theocritus is more profound, because of the
solemnity of Achilles in mourning and because of the scene that
immediately precedes the line. At Agamemnon's behest, woodcutters and
their mules ascend Mt. Ida and cut trees for the funeral pyre of Patroclus.
Seen through the bucolic lens, this is an anti-harvest in which perfectly
good trees are felled and burned, instead of allowed to live and make

cooling shade for singing shepherds.

Simaetha now invokes Hecate a second time (14), calling her
dacmAfiTl, an epithet for Erinys, the avenging fury. The word is a Homeric
hapax and appears at Od.15.234:

v ol éml ppeci Bfike Oga dacmAfitig 'Epivic.

This comes from a minor episode about an ill-fated refugee. Theocritus
seems to have wanted to pile on the references to mythic witches as a

foretaste of the buried allusion to Odysseus's journey to the underworld
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that comes five lines down with éknendétacar. The intertext here is a
complex fabric gathering together crucial passages from the previous

literature of potions and ghosts.

No doubt there was more meant here than meets the eye of the modern
reader who can only know what survived the fire in Alexandria, but at the
center of the allusive web are Circe's instructions to Odysseus for the

proper apotropaic libations to toss into the pit he will dig before he

descends to Hades.

There are three liquids: honey mixed with milk, sweet wine and
plain water. Barley completes the recipe. And, hoping that her potion will
be as potent as Circe's, Simaetha orders Thestylis to sprinkle barley on the
fire, as symbols of the bones of Delphis. The servant apparently balks;

Simaetha scolds her and asks if her wits have flown away.

The verb she uses is too remarkable to have been a throwaway in
this self-conscious poem. éknendtacat is the perfect of the rare word
gxmotéopar, to fly away or flit about. Homer used it once, at 11.19.357.
Zeus sends Athena to buck up grieving Achilles with the standard
Olympian ration, nectar and ambrosia, which functions as a kind of anti-
depressant, a prod to flagging heroism and the positive analogue of the
Circean brew meant to ward off or pacify the dead. She magically pours
the concoction into him (61d&’) and then the Greeks fly out to battle

(éxmotéovrar) like a thick flurry of snowflakes.
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So the Homeric references are to a heroic potion and a heroic
onslaught. The only other extant appearance of ékmotéopat is in Sappho
55, a proto-Simaethan curse condemning a woman to obscurity and a

ghostly afterlife in Hades, flitting about with the gloomy dead:

z \ kA /7 /
kot0dvoilca 8¢ keion 0084 moTa pvapocvv
/ b4 t 9 \ s 9 \
0é0ev £ooet’ 008€ ok’ VOTEPOV OV Ya.p
nedéyne Bpddav 1@V £k IMepiag: AL’ dedvng
Kkadv "Aid0 d0u® @ottdong med’ dpavpdv

vexbov éknerotdpeva...

This completes the intertext, bringing us back to Simaetha and
Hecate, now connected to dark and light potions, to flitting dead spirits
and to a flying blizzard of charging warriors, all whizzing away, in an
implicit battle of heroic and erotic precursors to the bathetic flight of

Thestylis's wits.

Simaetha has by now launched the incantation (17-63), a full-dress
hymn of darkness which Gow calls "the most elaborately finished passage
in Theocritus." Its structure is indeed straightforward, stanzas alternating
with the invocation of the iynx, the wheel that Segal®® following
Detienne® portrays as a potent symbol of seduction and transient sexual

contact. The superficially abrupt transition to this section has been

% Segal, (1981), pp. 73-84.

87 Marcel Detienne, Les Jardins d’Adonis (Paris:1972), pp.159-72.
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smoothed by the allusion to Sappho's denunciation of a lover and to the
dark ladies of inconstant passion and their potions. But once the iynx gets
rolling, the poem shifts ground dramatically. It has its own momentum

and tone.

Among other differences from the more "realistic” introduction,
Homer largely recedes from view. In the 46 lines of this section, there are
only a handful of Homeric hapax and one of them is repeated from line 1
(8dva at 23), carrying with it a whiff of the sinister locus amoenus at the
cave of Polyphemus while the bay leaves fulfill their aboveground

function as fuel for the enchantress's fire.

The scattered placement of the epicisms within the incantation is
also noteworthy. Three come right away (the other two, besides ddova,
are owoddv at 25 and dpabvvor at 26). and six are toward the end of the
passage (0pdva at 59, pAidc at 60, mrounsvécke and nepiotaddv at 68, and

Boscoro at 73). AdBac holds up the middle at 45.

omod04¢ is a hapax at 0d.9.375 , where, after drugging Polyphemus
to sleep with wine, Odysseus proceeds to put a green olive branch under
the embers (10v poylov vd omodod. So Theocritus has advanced a few
dozen lines further in his progress through 0d.9, from the description of
the setting of the Cyclops' cave to the preparations for the monster's

destruction, which include a potion (the wine) and fire.
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The links with the foreground incantation of Simaetha are
unambiguous. As Odysseus overcame Polyphemus with wine and burning,
Simaetha will crush Delphis with her witch's brew and herbs consumed in

a magical holocaust.
dpodvvo is a hapax at 11.9.593:
avdpac pév kteivovot, oAy 8¢ te wdp dpobivel

This is from Phoenix's speech to Achilles, a foreshadowing of the
destruction of Troy by fire and yet another "source" for Simaetha's
bathetic chant: an entire city's incineration is occultly equated with the
burning of a few leaves. Indeed, the whole vast epic tapestry of vengeance
against Troy becomes the preview of a jilted courtesan's spell and, by

implication she may hope, the obliteration of her perfidious boyfriend.

The poem now turns to plain chant, so to speak, until the passage
about Ariadne at lines 45 and 46. There Simaetha wants Delphis to forget
the lover he's with just as Theseus forgot Ariadne on the island of Dia.
The comparison seems straightforward and unsurprising at first. Ariadne
is a very famous and heroic antecedent for abandoned Simaetha. But her
invocation also brings with it a slippery set of references to Homer's
Ariadne. In the standard version of the story, Theseus did not forget the
woman who saved him from the Minotaur; he abandoned her on the island
of Naxos. But, as any Alexandrian poet or reader could be expected to

know, Homer puts the blame on Artemis, who killed Ariadne on Dia, a
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place he mentioned only this once at Od.11.325, in the account of
Odysseus’s visit to Hades. Theocritus, relishing this alternate narrative
line, with its Homeric authority, does not neglect to refer to the other
place in Homer where Ariadne makes an appearance. The epithet
gvmhokdpwm takes us to 11.18.592, where Ariadne is kxalimhoxdpw. Homer
puts her in a simile at the end of the description of the decoration on the
shield of Achilles, a simile about a space Daedalus made for her where
divine youths and maidens danced, a locus amoenus far from the sexual
frustration and anguish of the standard Ariadne tale or the foreground
unhappiness of Simaetha. And Ariadne's epithet in Theocritus is itself
both very Homeric and teasingly close to the Homeric epithet Homer

chose for her.

Then there is the matter of forgetfulness. Theocritus goes to the
same root twice (AdOag, AacOfjuev), taking the reader to 11.2.33, where the
noun A)01 is a hapax. Zeus sends a dream to the sleeping Agamemnon,
urging him to make an assault on Troy, and the dream tells him not to
forget this when he wakes. So once again the defeat of Troy is linked to
an unheroic lover, who "forgets" Simaetha and to the faithless, forgetful

hero Theseus.

The incantation ends with four hapax that bind it more tightly to the

epic world it has used to mock itself and give its narrative some borrowed
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weight. Opdva are flowers that Andromache works into her weaving at

11.22.440-441:

AAL" 1 ¥y’ 1otV Voave poyx® dépov dynioio
dimhaka mopoupény, v 8¢ Opdva mowki)’ Ernacoe
She is at work, a nobly domestic creature, unaware that Hector has
been killed, until she hears a wail and deduces the truth. Her symbolic
flowers are the ancestors of the ingredients for Simaetha's potion,

transformed into the bones of Delphis, who is Simaetha’s Hector.

She orders Thestylis to knead the voodoo mixture on Delphis's
doorposts (pAtdc) . Homer speaks once (Od.17.221) of such a doorpost, in
the middle of a pastoral scene that spans forty lines (204-253), which
include a verbal spat between shepherds full of rustic invective, a locus
amoenus with a well-developed description of a sacred spring, and a
sublime prayer for divine vengeance that makes an Apollonian pendant to

Simaetha's maenadic imprecations.

Thestylis leaves on her mission, but Simaetha continues to rant, or
perhaps she subsides a bit. The refrain changes to an appeal to the moon.
How did she fall in love to begin with? She tells the story of her romance,
which started at a carnival procession for Artemis in which wild beasts
were led around in an alliterative procession, mtopnevéoke nepiotaddv

(68). This eyecatching pair of hapax leads to two completely disparate
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places in Homer. At Od.13.422, Athena tells Odysseus to worry about

Telemachus. She escorted him for his own good :
ki / 4 ¢/ 4 9 \ pi4
avTN PV TOUTEVOV, Vo KAEOG €60L0V dpoLTo

In Homer, a goddess leads a hero toward glory. In Theocritus,
citydwellers parade animals to honor a goddess. Theocritus adds to this
latterday travesty of human relations with the gods by comparing it to a
battle scene from the Iliad. In Alexandria, animals are led around, but at

I1.13.551, the Trojans encircle the Greeks:
Tpdeg 8¢ neprotaddv dArobev dAhog

An old nurse persuaded Simaetha to go to the festival, which
she attended in a fine long linen dress with a shawl wrapped around her
shoulders. Thus togged out, she encounters Delphis and a friend of
notable beauty—their beards were more golden than helichryse, their
chests glistened from the gym. At the sight of them, her heart was
aflame but her beauty melted away. Back home, she fell sick and took
to her bed for ten days, turning into a picture of ugliness. None of the
biddies in the neighborhood could cure her. So she sent Thestylis to
find a remedy and bring Delphis to her side. After much slick talk from

him, they make love.

The first encounter with Delphis and Eudamippus occurs on the

road to the festival, kat’ dpa&irdv (76). These two city Adonises fresh
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from the struggle of exercise are tacitly compared to Achilles and

Hector in their duel to the death, because dpa&itév is a hapax at

[1.22.146:
4 2N € \ s 2 \ b /
telyeog alev VIEK kAT’ ApaglTtov E66EVOVTO

The heroes race along a wagon road through a locus amoenus, a
watery paradise with a fig tree, where in peacetime the fair Trojan
wives and daughters went to do laundry. Just as Nausicaa’s laundry
expedition®® to the coast of Phaeacia heralds the return of shipwrecked
Odysseus to safety and peaceful civilization, so this glimpse of
domestic tranquillity is a (brief) respite from grim battle and savagery.
More to the point for Theocritus, it is yet another epic precursor of the
pastoral mode and the polar opposite of Simaetha’s roadside sighting of

two effete Alexandrian youths sauntering through town.

She is swept off her feet by the sight of their golden beards, an
enthusiasm that connects directly with the stately makeover of ragged,
decrepit Odysseus at 16.176. Athena touches him with a golden wand

and turns him back to a physically beautiful warrior.

He is young-looking again and robust. She gives him nice

cloths. The skin of his face grows taut and his white beard turns dark:

xvdvear 8’ eyédvovio yevelddec apol yévelov

8 See below, ad 0d.5.38.
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The next line continues the theme of women in Homer admiring
the glow of men’s flesh. At 11.3.392 Aphrodite tugs at Helen’s fine
“nectarous” gown and, by contrast, she disguises herself as a humble
old woolcarder, a loving retainer from Sparta, who reminds Helen how
radiant Paris looks in his bedchamber (xdALel te otiABwv), not like a

man fresh from battle but instead like a man who has just been dancing.

Similarly, at 0d.6.237, Odysseus glistens with beauty and grace
(kdAAel kal yapiol 6tilBwv). Athena has made him over, with all the
artisan’s skill of someone taught by her and Hephaistos to overlay
silver with gold. But only after Nausicaa has given him olive oil to
cleanse himself from the sea. He is naked, of course, and ashamed of it.
So different this from the raffiné shine of the coyly exposed chests of

shameless Delphis and Eudamippus.

Back in Alexandria, Simaetha swoons at the site of her shining
swains. She looked, she lost control of herself, her heart was ravaged by

fire (82):
yxog 18ov, ¢ Epdvny, dg pot wopl Bopdg idedn

This hyperventilating tricolon connects through 1d@0n to the
only two places (virtually identical lines) where Homer uses idntm,

0d.2.376 and 4.749:

\

v u1n khatovoa kata xpda kaAov idrty[g]

=>4

¢
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In the first instance, Telemachus makes the nurse Eurycleia®
swear she won’t tell Penelope he is going on a trip, so that she won’t
cry and mar her beautiful skin. The filial piety is poignant and so

different from Simaetha’s ravenous passion for the flesh of Delphis.

In the second instance, Eurycleia confesses that she knew
Telemachus was leaving and then gets Penelope to wash and put on
clean clothes. Another makeover, but this one is purity itself, and it
carries a faint echo of those two idyllic laundry scenes Theocritus has

already brought into the mix of Idyll 2.

The sentence ends with another echo of the Odyssey (actually

of three places in 0d.19): 10 8¢ kdAloc €tdkeTo.
All three passages in the Odyssey contain Tx®, or a compound:

GAA’ "O8vof mobéovoa eLdV katatikopat ftop (136)
¢ 8 dp’ dxovovong pée ddxpva, Tiketo 8¢ ypdg (204)
unkétt vov xpda kalov évaipeo undé tr Bvpdv

tfike néow yodwoo (263-4)

In all three, Penelope is facing Odysseus in disguise. At first,
she describes her grief and longing for him, her heart melting away.

Then when Odysseus talks about "him," she cries and her flesh melts. A

% 1t is also worth noting that Eurycleia, dignified, loyal and effective,
makes a good contrast with the nurse in Id.2 who loiters at Simaetha’s
doorway and inveigles her to make the unfortunate visit to the festival.
Then at line 91, there are the old witches whose charms didn’t cure
Simactha.
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few lines later, he tells her not to damage (literally kill) her body nor

waste her spirit grieving for her husband.

Theocritus has picked up all of this and given it to Simaetha,
who mourns her wasted body and spirit. But the intertextual message is
that she is no wise Penelope, and in the background lurks the great
simile that follows 0d.19.204, in which flowing tears and melting flesh
are like thawing snow and melting rivers, the dark and perishing side of

Nature, the opposite of pastoral’s sunlit, perpetual growth.

Bathetic Simaetha has lost her looks; her beauty has melted

away. She takes to her sickbed, xAvtiipt (86), for ten days and nights.

KAwtip is a hapax at Od.18.190. Just after Penelope has
decided to speak out against the suitors to Telemachus, her maid
Eurynome tells her to bathe first and anoint herself with oil. Penelope
objects, saying there's no point since the gods took away her beauty
after Odysseus went to war. Then Athena makes her sleep, and while
she lies in bed, she restores her lost good looks. Theocritus has found

yet another cosmetic makeover in Homer:

gvde 8’ dvaxiwvOeica, MHBev 8¢ ol dyea mdva
ad1od &vi kKhwvtfpl 1éog &’ apa dila Oedwv
duBpota ddpo didov, Tva uv Oncoiat’ Ayaiol.
I . /7 e ~ 4 \ I
KAAAET PEV Ol TPATA TPOCOTATO KAAL KAONpEV
3 z (4 9 o 4 4
auBpooci@, ote nep ebotépavog Kvbépeia

7 N s ’ \ 3 I3 .
ypletatl, T Ov i Xoapltov Xopov tuepoevta
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Kal piv pokpotépnyv kol tdocovo Ofikev idécbau,
Aevkotépny 8’ dpo pv Ofike mprotod EAépavroc.
(0d.18.189-196)

KMvtrp appears nowhere else in surviving Greek after Homer
until the time of Theocritus. For a snapper-up of unconsidered trifles
like him, a Homeric hapax for bed that crops up in a dramatically
crucial and intimately female passage in the Odyssey was too delicious
not to exploit. He even repeats the word (113), where Delphis the
seducer sits on his prey's bed when he finds her there. But since "bed"
has been made to carry allusive weight just a few dozen lines back, it is
hard not to recall Penelope staunchly keeping her suitors at bay, while

Simaetha soon yields to her Don Juan.

The contrast with Penelope has been building all the while.

After the "bed" allusion to Penelope's supernatural makeover, Simaetha,
suffering in her bed, loses her looks entirely. Instead of receiving

- sympathetic care from old Eurynome, she fails to find an old woman
who can cure her. Gow translates ypaia as hag. In its sole Homeric
outing, at Od.1.438, the word refers not to a crone but to Eurycleia,
faithful nurse of Telemachus. In this same passage, Homer also tells us
that she did not sleep with Laertes, because he feared the wrath of his
wife. So Homer's "hag" is loyal, chaste and, at least in youth, seductive.

Telemachus undresses before her, and she folds his clothes, doting
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nurse to the end. This scene is a paradigm for love without lust.

Theocritus coyly attaches it to the lead-in to a seduction scene.

With no hag to cure her, Simaetha sends Thestylis to fetch

Delphis at the gym. When he arrives, she grows colder than snow (106):
ndoo uev Syoyomv Edvog Thdov

The basic verb yUx® means blow but in the passive, as here, it
means grow cold. But does Theocritus want us to remember the
Homeric hapax at 11.20.440 (fka pdra yoEaca), where Athena blows
Hector's spear away from Achilles? The lexical sporting alone might
have appealed to Theocritus, but he could also be directing the reader's
attention to yet another scene of nurturing female behavior, as opposed

to devouring sexuality.

Simaetha then calls, like a babe to her mother (another failed
appeal to female nurture) and her beautiful flesh turns stiff like a doll’s
(vet another cosmetic debacle) and then Delphis speaks his piece, which
includes a flourish of narcissism. He describes how he would have
appeared at her bedside if she hadn't summoned him first, before he was

ready: apples at his bosom, white poplar on his head, all entwined with

crimson bands:

ndvto Topeupéaiot tepl {dotpatoy Ehktav. (122)
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{wotpa occurs nowhere else in surviving Greek. But various
closely related Homeric words include {dotnp, the warrior's belt, and
{dotpov, a woman's sash, which is a Homeric hapax at 0d.6.38. The
ideal reader should already have had this second passage in mind”
because of its earlier connection with epic laundry. But by this point in
the poem, Athena's catalogue of Nausicaa's clothes and her gentle
scolding about their uncared-for state connect directly with Id.2's
running theme of fashion and cosmetics. The same passage in Homer
combines the need for a good appearance with notions of marriage and
suitors, a clear anticipation of the besieged Penelope later in the

Odyssey, but already invoked here by Theocritus.

Simaetha continues invoking Selena right to the end of 1d.2, but
the Homeric references thin out to one every 10 lines. Theocritus
abandons clothing and grooming as an intertextual theme and moves on
to a string of three superficially unremarkable words that turn out to be
Homeric hapax. In order of appearance, the first two are prosaic in the

extreme: péoga (145) and avika (147).

Simaetha is continuing her tale of amorous woe for the benefit
of Selena. All went well, she says, until yesterday, but today when rosy
Dawn's horses bore her up from the ocean to the sky... The language is

bombastically epic and the two plainfaced hapax, hidden away in the

% See above ad dpaitéc.
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fustian, point to two not obviously related Homeric passages, both of
them, however, nominally about the dawn; but also, as Theocritus must
have wanted us to notice, both of them are about providing sustenance

for bands of men.

Hector, beginning at 11.8.497, exhorts the Trojans to stay up all
night (g xev mavviylol péo@’ Rodg Aptyeveing, 508) and keep bonfires
burning so that the Greeks can't sneak off in their ships in darkness. To

support this vigil he orders cattle and fat sheep driven to the camp.

Similarly, at 0d.22.195, the swineherd Eumaeus, having strung
up the treacherous goatherd Melanthios to punish him for trying to
supply arms to the suitors, mocks him (195-199):

viv pév 8n pdia mdyyv, Mehdvoie, vikta puidéetg,

gOVh &vi padaxi kotoréypevog, d¢ o Foikev:

008¢ o v’ Ypiyéveln map’ ‘Oxeavoio podaov

Moel Enepyouévn gpvobdOpovog, fvik’ dyivelg

atyac pvnotnpecoct 3opov katd doita néveshat.

Melanthius, like Hector's men and Simaetha, will stay up all
night and see the dawn, but his days as a herdman for the suitors are

over.

For Theocritus in Id.2, these passages are both in a negative
relation to the pastoral ideal, since they both refer to the slaughter of

flocks, and in the second case, flocks that fed the parasitic suitors.
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Delphis, another suitor who enjoyed himself at night in the home of that
Penelope surrogate, Simaetha, will be tortured like Melanthius, if

Simaetha is successful with her nocturnal voodoo.

As proof of Delphis's betrayal, Simaetha remembers how he
used to visit her three or four times a day, but hasn't been around at all

for the past eleven days:
7 vdp pot kol tpic xal teTpdiig dAlox’ dpoitn (155)
Tetpdxig is a celebrated hapax at 0d.5.306:

Tpropdkapeg Aavaol kol tetpdkig ol 161’ dAlovto

Tpoin 8v edpein, ydpiv Atpeidnor eépoveg

(0d.5.306-7)

Odysseus cries out in anguish as a storm lashes him. The
passage is famous because Theocritus's most influential reader
translated it, not for his bucolic poems, but for his epic. Alexandrians,
however, did not need a Virgilian nudge to recognize this pivotal
moment from the Odyssey and smile at the implied comparison of the
much-suffering son of Laertes with jilted Simaetha. They would also
not have missed the connection between this and the poem's final
Homeric hapax, xioctq , at 161:

pufTnp 8 év kioty £tifer pevosiké’ £8wdNv

navtoiny, év 8 Sya ti0st, &v 8° oivov &yevev

aox® év aiysio:
(0d.6.76-8)
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This passage is at the center of Nausicaa's laundry expedition,
which Theocritus has, of course, already alluded to twice in this poem.
The contrast between virginal Nausicaa and debauched Simaetha is here
implied again, and the placement of xiotq at the end of the idyll brings
the poem back to its basic subject — harmful drugs (xaxa edppaxa) —
but emphasizes their malignancy by pointing once again to a portrait of
a young woman who is a model of virtue. In this third revisitation,
Theocritus gives us, instead of a sorceress hellbent on vengeance,
Nausicaa and her nurturing mother Arete. This fittingly named paragon
of maternity prepares a sort of bento box for her innocent daughter. She
also pours her a healthy "potion" of wine into a goat skin, which for
Alexandrians would add a piquant touch of the bucolic after so much
epic counterpoint had been shining a bright Homeric light on

Simaetha’s dark, degraded world.

IDYLLS 14-17: LIFE IN THE TIME OF PTOLEMY

Ptolemy Philadelphus is the benign potentate whose bustling
empire is the scene for Idylls 14, 15, 16 and 17. Ptolemy himself barely
appears in 14, takes a back seat to his sister-bride Arsinoe in 15, and is

an unseen, unmentioned presence in the world of 16, but is the main
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subject of 17. His capital and its hinterland are the true focus of these

four poems.91

But are they bucolic? All four contain an abundance of Homeric
rarities and, therefore, have the potential for ironic comparisons
between heroic Troy and mundane Alexandria, between epic heroes and
the chattering, ordinary people of a “modern” city, and a contemporary

hymn to a living god.

Idyll 14

Two old friends meet after a long separation, possibly on Cos®.
Aeschinas is wasting away from rejection by his dubious girlfriend
Cynisca. The name means little bitch® or is possibly related to a typical
prostitute’s name, if Hesychius’s testimony cited by Gow ad loc. can be

applied without anachronism.”® Either way it fits with the jocular account

I As indeed it was the backdrop of Id.2, but only a backdrop, not the
central theme.

2 Cholmeley ad loc.
* Ar.Ra.1360.

** The Hesychian name, Kovva, otherwise unrecorded, can hardly not
be thought to derive from Latin cunnus, a word that made Cicero blush
(Or.45.154) but that Theocritus never knew.
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given by Aischinas in his plaintive, comic speech (12-56) filled with

popular fables and proto-Shakespearean fooling.

Thyonichus is his foil, listening to the speech, taking it seriously and
then earnestly advising Aischinas to enlist in Ptolemy’s army and see the
world. His encomium to the king is as unhomeric in its vocabulary as it is
in the virtues it extols. The monarch’s only martial quality is his
excellence as a paymaster. Otherwise, we learn that Ptolemy is an anti-

Hercules—cultured, wise in judgment, friendly, “erotic” and generous.

Coming at the end, this pokerfaced definition of the perfect Hellenistic
gentleman caps an entire poem whose contemporary voice, in every
inflection and, especially in its choice of hapax legomena, sets itself off

from the high style and battlefield ethos of Homer.

As they greet each other, the two men each agree how long it is they
haven’t seen each other. ypovioc seems to be a shorthand greeting. Gow
thinks a verb is implied, but it is just as likely that Theocritus is
recreating a brisk and conventional form of greeting. How different from
the word’s unique Homeric setting at Od.17.112, in a touching simile set
inside a six-line sentence addressed by Telemachus to Penelope at his
homecoming. “Nestor received me warmly in his lofty palace,” he says,
“like a father welcoming his son, who had just come home after a long

time away.”
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Thyonichus notices that his lovesick friend is neglecting himself, not
eating and letting his moustache and hair grow into sordid (dvcotaiéor)
ringlets (line 4). The hapax takes us back to Penelope again, when she
tells the disguised Odysseus that he would think ill of her if she let him
eat in her house looking sordid and in rags (0d.19.327). An anti-Cynisca
reaches out nobly to an adventurer whose sordid appearance is an outcome

of his heroic voyaging home. Odysseus is no mooning Aischinas.

Aeschinas, urged by Thyonichus begins his tale of woe with a
description of a feast he gave to friends at his country house. The menu
(line 15) included suckling pig (yoipov), almost certainly cooked on an
open fire, just as it was by the swineherd Eumaeus when hé made a lavish

barbecue for the ragged Odysseus, beginning at 0d.14.72.

Unlike that humble but manly dinner, the drinking party at Aischinas’s
place degenerates into drunken banter aimed at teasing the bimbo
Cyniscas (whose very presence lowers the tone, as no proper woman
would have attended such an event).” Her face turns red enough to light a
lamp (AOyvov, line 23) at the mention of her lover Lycus. How different
the scene in Odyssey 19 where Athena lights up the storeroom where
Telemachus has gathered the family’s weapons in preparation for the

slaughter of the suitors. Athena holds a /amp that gives off a lovely

% Gow, ad loc.
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radiance (0d.19.34). Telemachus exclaims over the illumination,

memorably:

“® matep, N péya Badpo 168" dpbaipoicy dpdpat.
Eumng pot tolyot peyapov kaiol te pecodpar,
gihdtivai 1 dokoi, kol kioveg Dyoc' Exovieg
paivovt' dpBalpotc d¢ el mupdg aiBopsvoro.

(0d.19.36-39)
Aischinas now recalls that he had ignored a previous hint about
Cynisca’s affair with Lycus and remarks that it hasn’t done him much
good to mature into manhood (gig dvdpa yeveidv, 28). The same verb,
yYeveldo, to reach shaving age, appears twice in Homer in almost the same

phrase in passages referring to Telemachus ()d.18.176, 269).

Theocritus lets Aischinas whinge away for the next 23 lines (29-51)
without making a meaningful connection to Homer through single
reference. There are two hapax (£&aetfg 34, 0d.3.115;0nmwpoeioist, 39,
11.9.640), but they don’t resonate with their Homeric loci.”® As often in
other idylls, once Theocritus has established the tone of a passage,
especially of a speech, with clarifying Homeric references, he lets the

speaker continue on his own.

% Unless the swallow who brings food to its nestlings, an exemplar of
fidelity to loved ones, is meaningfully related to the commensality
invoked by Ajax in his speech to Achilles at 9.640: aidsccot 8¢ uéhabpov:
vnopoerol 8¢ toi eipev. Achilles ought to honor his own home by
respecting guests within it, by contrast to Cynisca who betrays Aischinas
and does not come back like the doting swallow to the chicks under her
tutelage.
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This ends at a turning point near the end of the speech, where
Aischinas addresses Thyonichus directly and asks him how he might go
about falling out of love. He’s as hopeless as a mouse stained with pitch

(niooag line 51) who’d like to get clean.

wicoa is hapax at 11.4.277 in an extended simile about a goatherd
who sees a storm cloud blacker than pitch. In the pastoral idylls, this
would have been a live connection indeed, but for 1d.14 the link is in the
dialogue between Agamemnon and [domeneus that immediately precedes
the simile. They talk of a drinking party at which decorum is respected,
and Agamemnon reminds I[domeneus that they are about to fight the
Trojans because they broke their oaths, an offense against honor akin to

breaking the rules of hospitality

The speech ends amid a cluster of three more Homeric hapax: aidv
at 53, vyfc at 54 and 6palrdg at 56. Aischinas can’t think of anyone who
has broken free from the prison of love except Simus, who fled across the
sea. At 0d.8.207, Odysseus announces that he will compete in sport
against all comers except Laodamas, who is his host and therefore
protected by the rules of hospitality. The connection with Simus is nil, but

the passage fits directly into the idyll’s central themes of hospitality,

loyalty and trust.

So too does Hector’s fiery speech to the Trojans. His counsel of health

(11.8.524) to them, of wise action, is to feast and drink wine on the eve of
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battle, and then he pledges to drive the Greeks into the sea. A proper

banquet, a promise and purgation in the sea.

After this sublime if recondite reflection of Idyll 14°s tawdry
tale of a drunken, mawkish dinner, of promiscuity and betrayal and,
finally, of victory over love at sea, can we take Thyonichus’s praise of

Ptolemy the boulevardier-prince seriously?’’

Idyll 15

Two women from Syracuse attend the celebration of the festival
of Adonis at Alexandria. They pass through the swarming city, two
down-to-earth housewives whose vernacular dialogue, after a lengthy
set of domestic interchanges, turns into a set of descriptions of what
they see on their way to the palace and inside it. There they listen to an
Argive woman sing the hymn of Adonis, which is quoted verbatim. At

its end, the women part and return home.

This does not sound like fertile ground for bucolic poetry. The
city is no locus amoenus; the women are cranky and garrulous, their
language unelevated. The poem does, nevertheless, include 45 Homeric
rarities in its 149 lines. But they often do not give rise to intertexts.

For example, Bpépog at line 13 refers to Praxinoa’s infant son Zopyrion,

7 1dyll 17 will raise the same question.
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not an obvious counterpart or even opposite to the unborn mule foal
carried by the mare offered as second prize at the funeral games at
11.23.266. Perhaps some contrast between the cosmetic seaweed product
of line 16 and the storm-roiled ¢dxog in the simile representing turmoil
and panic at [1.9.7 is intended — battle angst as against peacetime
shopping — just as the five fleeces méxwg) Dinon, Praxinoa’s husband,
buys for seven drachmas at line 20 are a townsman’s purchase of
processed goods, the reverse of the simile of the shepherd carrying a

raw fleece at 11.12.451.

There is another town-country, high-low opposition at line 20
between the “filth” (pvmov) Gorgo accuses her husband Diocleidas of
wasting money on and the maidenly soiling that Nausicaa and her
attendants wash off their garments in the sea at 0d.6.93. But, after that,
no convincing intertextual possibility arises until line 52, when
Praxinoa asks the man leading one of Ptolemy’s war horses to see that
his steed doesn’t trample here (uM pe motAong). It is as if she had
wandered onto a battlefield, whereas at 11.4.157, on a real battlefield,
Homer has Agamemnon put the word into a trope. He tells Menelaus
that the Trojans have trampled their oaths. The crowded city is like a
war scene, while at Troy the king applies the language of war to moral
philosophy. Perhaps this conceit continues in the next line when the

chestnut (mvppo6g) rears up in front of Praxinoa; at I1.18,211, a radiant
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glow rises from Achilles head to heaven, like a bonfire at a military
bivouac. Homer uses the word in its root meaning, but in a simile
uncharacteristically (for him) drawn from war; Theocritus applies it in a
metaphorically derived meaning to a real horse causing real panic in the
middle of a city in peacetime. Likewise, when Praxinoa says she has
feared horses and “the cold snake” (t0v yoypov 8eiv, 58) all her life,
she is talking about real animals, while at I11.12.208, the Trojans recoil
from the snake dropped by an eagle the snake has bitten. They are not
frightened by the serpent itself but by what it stands for: an omen sent

by Zeus.

Theocritus’s mind does not seem to turn again to Homer until
the hymn to Adonis. This pastiche of a Homeric hymn does not really
need the double whammy of single reference intertextuality. But there
are many echoes of Homer. At 108, Aphrodite “immortalizes” Berenice
by dripping ambrosia on her chest, just as Thetis made the corpse of
Patroclus incorruptible, therefore physically immortal, by dripping

ambrosia through his nose (11.19.38).

At line 112, we read that all fruits in their season (dpio, hapax
at 1d.9.131) surround Adonis. This master image copied again and again
in later pastoral poetry takes its cue from a similarly fecund locus
amoenus on the uninhabited isle across the water from the Cyclops,

which could bear all things in their seasons. Theocritus’s description of
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the garden continues until, at line 118, the singer declares that “all
things that fly in the air or creep over the earth [épnetd] are there.”

This is an unmistakable descendant of the sketch of Proteus, the old
man of the sea, offered to Odysseus by Proteus’s daughter Eidothea:
navta 8¢ yryvopevog neipfoetal, 866’ émi yalov

gpmeta yiyvovrol kail Véwp kai Osomdasg ndp
(0d.4.417-18)

The verbal connection is clear, but it does not seem to “react”
dynamically in either direction. The remaining rariies are also without

intertextual resonance, as is the bulk of the poem.

Idyll 16

Gow finds many Homeric echoes in this hymn devoted to the
monarch of Sicily, Hiero II. But his primary reaction is that it owes
much to the choral lyrics of Pindar and Simonides. He also declares that
it is “among T.’s most remarkable achievements.””® This judgment rests
on the view that, though “its sentiments are largely commonplaces,” it
transcends that difficulty, because its “materials are assimilated to their

new form and purpose with consummate artifice....”

% vol. 2, page 305.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



137

A reader seeking some demonstration of this in the ensuing
commentary will look in vain. In the case of Homeric echoes, Gow does
little more than print the references. For example, the note for line 5
traces yhavkav O’ 4 to 11.5.267 ({nnwv §ocor Eaowv O7' Ao T' NEMOV 1€).
But that overlooks the hapax status of yhavkav in Homer at 11.16.34 in the
memorable speech where Patroclus tells Achilles that Peleus and Thetis
aren’t his parents. Instead: yAovkn 8¢ o¢ tikte 0dhacoa/nétpar T'

9 4 (V4 7 2 \ 3 7
niipator, 0TL To1 VOOG E0TIV ATNVAG.

It isn’t clear, on the other hand, what advantage noting this might
have added to anyone’s appreciation of the beauties of 1d.16 that so
ravished Gow. A close scrutiny of the epic rarities has not led to the
discovery of a single bit of intertextuality. Theocritus was, it appears,
content here to draw on Homer and other poets for a traditional flavor, but

nothing more.

Idyll 17

Gow dismisses this poem as “stiff, conventional and
sycophantic.”” A survey of the 47 Homeric rarities in the idyll largely
support this judgment. In the first 30 lines, which include formal,

conventional tributes to Zeus and Ptolemy, the seven hapax contribute

% vol.2, p.325.
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only a learned epic patina to the verse. There is no special resonance
between the foreground context and its Homeric antecedent, except for
the technical fact of the connection that an Alexandrian reader would

draw.

At line 5, Theocritus intones the platitude that the heroes of
olden days sprang from demigods (u9éwv). Homer uses the word only
once, at I1.12.23 during the catalogue of rivers wielded as weapons by
Apollo, in a sidelong tribute to the race of demigods who perished on
their banks. The generality of the term as used by Theocritus contrasts

disadvantageously with the specific force of the passage in Homer.

At least the abrupt shift at line 9 to the conceit of the woodman
on Ida overwhelmed by the abundance of trees has an original if
smarmy air to it, but it pales in comparison to the remarkably detailed
and fully visualized scene of woodcutters gathering timber for the pyre

of Patroclus on “many-fountained Ida” at 11.23.110.

With 6puotipov at line 16, aiolopitpog at 19, vémodeg at 25,
npdyovog at 26 and daitnbev at 28 any thought of a close-knit Homeric
link is risible. Poseidon asserts that he is of equal honor with Zeus and
Hades at 11.15.186, implying a similar level of divinity for Ptolemy and
of valor like that of the tassel-flashing Trojan felled at 11.5.707. One’s
suspicion that a satirical impulse is at work here is supported by

Theocritus choice of the next three hapax. Homer appliesthese words
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only to animals: the flippered seals accompanying Proteus at 0d.4.404;
the parent sheep segregated from the rest by Polyphemus at 0d.9.221,
and tailwagging dogs pursuing their master when he gets up from table
at 0d.10.216.'” Could Theocritus have been joking, in an effort to
lighten the heavy syrup of his encomium with a surreptitious wink? One

can only hope so.

Perhaps the recondite jape continues at 37, where Aphrodite presses
her delicate (padivac) perfumed hands on Berenice’s perfumed bosom.
The Homeric match is the s/lender horsewhip used by Antilochus at the

funeral games at 11.23.583.

With similar incongruity, beauteous (ede18M¢) Berenice at 47 is
implicitly paired with Helen, as she is described by Hector in his bitterly
insulting attack on Paris at I1.3.48. Since Hector mocks Paris for being a
pretty boy (e1do¢ dprote, 30), Helen’s epithet may be read as a sarcastic
jibe linking her verbally to her effeminate abductor. In any case, the
bathos of comparing Berenice snatched from death by Aphrodite, in an
obviously invented apotheosis, to Helen, whose legendary abduction
launched the Trojan War and inspired Homer to sing, is self-evident, and
possibly includes a joke Theocritus is having on himself in a poem

where he has set himself up as an Alexandrian Homer.

1% The passage is doubly bestial, since the dogs are in a simile that
compares Circe’s drugtamed wolves with normal domestic pets.
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For the rest of the poem, the 13 Homeric hapax and 2 constructive
hapax contribute little more than an elevated tone to the Ptolemiad. Only
one can be interpreted as an intertextual possibility: dyoot® at line 129,
where Theocritus praises Arsinoe as peerless in her ability to embrace
her husband. In 5 places in Homer, the word appears in the same tragic
phrase:'"! &v kovinotl necdv €he yaiov dyoostd. Did Theocritus intend to
compare the embrace of Arsinoe to the clenched hand of a dying warrior
clutching the earth? If he really meant to be secretly satirizing his
deified rulers with a bombastic paean seeded with encoded references to
Homer that turned the paean into humorous bathos, yes. If not, not. But
given the masterful way the poet has used Homer as a subtext in so many
other poems, it is certainly reasonable to suppose that mockery was his

occult purpose here.

This theory would give a sardonic spin to otherwise empty Homeric
borrowings that Alexandrian readers would find too blatant to ignore. In
lines 49-137, on this reading of the poem, the exalted image of Berenice
snatched by Aphrodite from Charon (49) is taken down a peg by the link
to the ferrymen (nopOutieg) who take provisions to the suitors, at
0d.20.187. Bpépoc, at 58 and 65, refers to the infant Ptolemy, with his
retinue of divine helpers and mythic precedents, but in Homer, a Bpépog

is only an unborn mule (11.23.266). The eagle that Theocritus interprets

1 See appendix, page 173.
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as an auspicious (aio1oc) omen for Ptolemy’s birth, at 72, is the

counterpart of Hermes’s visitation to Priam at [1.24.376.

At 78, Zeus helps Egypt’s crops grow abundantly (Afiov
aidnoxovowv); at 11.23.599, in an unpretentious but imaginative simile,
Menelaus’s heart is as glad as if his fields were fence-to-fence with
crops (AMjiov dAdnoxoévioc). The shieldcarriers (domididtar) who
surround Ptolemy at 93 are reminders of the warriors whom Achilles

cheered on at 11.16.167.

Ptolemy’s industrious subjects beaver away at their work
(meprotédrovory, 97), but at 0d.24.293, Laertes, still unaware that
Odysseus has returned and restored order, laments that neither he no his
mother had been able to wrap Odysseus in a shroud at his funeral.
Ptolemy gives gifts to other kings (dedwpnrar.110), while Odysseus
brings horses to Nestor (I1.10.557). There is irony at all these points for

anyone ready to see it.

Is Theocritus elliptically referring to himself at 115 as one of the
mouthpieces of the Muses (Vmo@fitar) who sing of Ptolemy for
recompense? He must be, and he is therefore comparing himself to those

spokesmen for Zeus called upon by Achilles at 11.16.235.

Ptolemy’s altars flow with the red blood of sacrifice
(4pevOopévev,127), just as Diomede boasts that his spear will make the

earth flow red with the blood of slain warriors (I1.11.394). Then comes
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the ultimate bathos: Theocritus compares the marriage of Ptolemy and
his sister Arsinoe to that of Zeus and Hera, both children of queenly
(kpeiovoa, 132) Rhea. Homer is content to apply the epithet to an

obscure wife of Priam, Laothoe (11.22.48).

In the envoi, so much inflated praise has been slathered on Ptolemy,
that when Theocritus once again links him to the demigods at 135, it
almost seems too small a claim to make for such a giant. Fittingly, then,

the idyll ends with a short prayer to a real god, Zeus.

Love Lyrics: Idylls 12 and 28-30'%

Like all the categories into which the idylls have been forced, this
one conjoins four odd bedfellows. Idylls 28-30 are in lyric meter and
Aeolic dialect. 12 is in hexameters. 12, 29 and 30 are love poems to boys
but 28 is addressed to a spindle that Theocritus purports to be taking as a
favor to his friend Nicias on a voyage that will allow him to convey it to
Nicias’s wife.

No one has so far thought to ask whether any of these poems belong

in the larger category of bucolic, even in the extended meaning of the

12 The extremely fragmentary I1d.31 belongs in this group, but it hardly
belongs in this discussion, since it has no detectable literary quality in the
normal sense.
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word advocated by Halperin. But, by the standard of actively intertextual
Homeric single references, they do seem to fall in with Theocritus’s

- bucolic poetics. At least in part.

1d.12, titled “Lover,” has seven Homeric hapax in its 37 lines, five
of them in lines 6-10, the other two toward the end, at lines 33 and 35.
The first cluster graces a series of flattering comparisons addressed to
the eponym. They take a rhetorically consistent, and doubtless
conventional form — a run of pleasant similes that (implicitly) warm the
heart just as the return of the beloved lad has gladdened the heart of the

poet.

Although this passage is not set in a conventional locus amoenus, it
does indeed contain some of the usual elements of such places as they
appear in other idylls: the seasons, a ewe, a lamb, a calf, a fawn, a
maiden, a crone, and a nightingale. The five hapax reinforce the weight

of these comparisons by linking them to notable passages in epic.

The clear-voiced nightingale is the most ambitious case of this. The
bird is at the center of Penelope’s gorgeous aria about loneliness and
separation at 0d.9.518, the underlying theme of this poem, which
celebrates reunion with an absent lover. Penelope, as the archetype of
constancy, is a perfect exemplum of the equal and lasting attachment
Theocritus hopes for in the main part of the poem. But his intention with

this trope is more complicated than that.
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The epithet Miyvpwvog looks as if it were tailor-made for the
nightingale, but it had never been applied to a bird before Theocritus. He
plucked the adjective from another part of the Homeric forest (11.350),
from the simile describing Athena’s descent from heaven to feed
Achilles wifh nectar and ambrosia. The goddess swoops down like a
wide-winged, clear-voiced bird, tavuatépvyl Atyvodve. Awesome,

lovely and loving.

By combining the two bird similes, Theocritus shows his learning,
but he also creates a fabulous and heroic bird as a flattering analogue for
his lover, and that bird is a singer like himself as well as an affectionate,

nourishing, devoted protector.

oparog, at line 10 means even, level, equal smooth. Here
Theocritus prays that the Loves inspire both himself and his lover
equally. The Homeric reference is to a passage both brutal and bucolic at
0d.9.327. Odysseus’s shipmates shape and smooth the Cyclops’s olive
staff, which the hero will later use to blind the monster. So the same
word in Theocritus’s hands carries a surface erotic meaning and, at the
same time, a simple element of woodland craft. The violent, savage

future of the sharp stick makes a typical Theocritean contrast of the

heroic with the erotic.

Similarly, péoyoc , the calf, an essential creature in the bucolic

menagerie, is a verbal descendant of the delicate young willow shoots
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(I1.11.105) Achilles used to bind the sons of Priam, Isus and Antiphus,
when he caught them herding their sheep. Homer’s conflation of war and
the pastoral life makes the passage an ideal precursor of the Theocritean
bucolic, which so typically employs ironic references to Homeric macho
to define itself. And in this love poem, the lexical play of young withes
and young cow adds another level of epicizing reversal to these

eroticized bucolic tropes.

0dowmdpog at line 9 also brings a double layer of meaning to the
declaration of passion at the opening of Id.12. The original wayfarer is
Hermes, disguised as a traveler when he appears before the grieving
Priam at 11.24.375. Priam is not fooled, but the encounter has some of
the mysterious energy that the meetings of strangers in bucolic poetry
will also have, but Theocritus’s herders confront only each other,
musically, in places of calm and delightful aspect. Priam crosses paths

with a god in a place of real fighting and death.

There are no more Homeric hapax in this poem until the kissing
contest at the end. Wilamowitz'® persuaded Gow that this competition
was a joke and that the finale of the idyll was therefore unserious.To an
American reader, an all-male kissing contest between ephebes seems like
an ancient homoerotic counterpart to the fooling around that modern

American teenage girls, by popular legend if not in reality, indulge in at

103 see Gow ad loc.
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pajama parties. At these events, no judge is normally present, but if one
were, this older “expert” might easily be as titillated as the arbiter who

sends the winning lad home weighted down with garlands.

Those ote@avor, like all garlands, hark back to the crown of war
that blazed at Troy, in the sage words Polydamas speaks to Hector at
11.13.736: mévin vép o mepl 61é@avog moAépoio 8£6dne. So the word
came into Greek literature as a metaphor in Homer, and it is hard not to
believe that this image of a flaming crown of pillage and destruction did
not continue to blaze and shine down the centuries in poems from Pindar
to Theocritus, lending a tragic undertone to Olympic champions and

even to striplings adept at kissing.

Ganymede, as the patron saint of pederastic submission, is invoked
here in much the same spirit. He is not only the head boy of all
smooching epigones; he is yoponoc. The word leaves Gow at a loss. LSJ
calls it an "epith. of dub. sense perh. fierce." Frequently applied to
animals, but even to drunks, the only thing that can be said for sure
about it is that it describes the way eyes look. According to context,
appropriate translations range from fierce to radiant, from flashing to

dull and back to glinting.

Homer speaks of yapomoi lions (I1.11.611) in a mini-ecphrasis of
wild beasts and images of war worked into the fabulous baldric worn by

Hercules in the Underworld. Lions in literature all are fierce but we may
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suppose that Homer had something more optical and specific in mind
such as glaring. At any rate, for Ganymede, radiant or shining probably
fit the bill. So somewhere between the fiery stare of those embroidered
lions and the doe-eyed flutter of the prince of boydom is the common

ground of epic and bucolic.

The Lyric Idylls

These three short Aeolic poems contain a total of 13 Homeric hapax
and one constructive hapax in their 97 lines. In other words, by
comparison to the hexameter idylls, there are not many. And so it is not
surprising that none of the three offers a thoroughgoing intertextual

substructure based on single reference.

Idyll 28 stands apart chastely from the two pederastic poems that
follow it in the collection. The sea voyage the poet plans to take does
connect thematically with Homer right away, at line 2. He is possessed
of (4m&Boroc) a distaff, Athena’s gift to happy housewives and the poet's
gift to the wife of his friend Nicias whom he is going to visit at Neieus.
At 0d.2.319, Telemachus is leaving for the court of Menelaus as a
passenger, without {éxf80oAog) ship or ocarsmen. But his mission is grave,
a factfinding trip to see two veteran heroes of Troy, not a friendly jaunt
whose emblem is a hostess gift of a device used by women to process the

wool of sheep.
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olkweeiiag in the same line reinforces the implicit gap between the
poet’s focus on women’s work and the perils faced by that epic seafarer
Odysseus, who pretends, at Od.14.223, to be a warloving Cretan with no
interest in homemaking. This speech may be a sham but Odysseus is a

war hero with no known interest in the womanly arts.

The poem continues, however, as a tribute to the spindle and the
work it performs. At line 12, the poet praises soft fleece (m6ko015), here a
cleaned and carded raw material for the urban wife armed with spindle,
but, at I1.12.451, an unprocessed ram’s fleece appears in a simile that
combines the bellicose and the pastoral: Hector lifts a stone as easily as

a shepherd carries a fleece.

The shearing, writes Theocritus at line 13, takes place twice a year
(avtoétel), another link to Telemachus, for Athena urges him to visit
Nestor and Menelaus, survivors of a voyage home through a remote part
of the sea that even birds don’t go to in the space of a year (0d.3.322).

104
No locus amoenus that.™

Both Telemachus and Menelaus, as well as Nestor figure in the first
of the two non-fragmentary pederastic idylls. The poet at 1d.29.24

laments that love has turned him from a man of steel to a softie

' 1t is only a post-Freudian sensibility, perhaps, that wonders if there

isn’t something erotic in the spindle itself.
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(nérBaxkov). At I11.17.588, Apollo twits Hector for letting a softie like

Menelaus rescue the dead Patroclus.

Then two lines later, the aging poet-narrator of 1d.29 reminds
(0uvaoOnv) his beloved that he too is growing older. At 0d.3.211, a
really old man addresses the youth Telemachus, but their business is the

macho problem of retaking control in Ithaca.

At line 30, the poet complains that we are too slow-footed
(Papditepor) to capture winged youth, but at 11.23.310, Nestor advises
his son Antilochus that his horses may be s/lower than the others in the

upcoming chariot race.

Idyll 30 has even fewer intertextual hapax, but they resonate with
the same characters and motifs as the other erotic poems. The boy lover
blushes (épeb0et0) when he passes the poet at line 8, but Diomede
(11.11.394) boasts to the effeminate bowman Paris of the superiority of

his spear, which can turn the earth red with blood.

The most intricate and powerful of the single references in this
idyll is dieAe&auoav at line 11. In what amounts to a paraphrase of its
Homeric precursor, the poet uses the word to explain how he pondered

his situation internally:

oMo 8’ eloxarécaig ODpov dpavte dieheEdpay
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This is a reflex of aAAa tin pot tadta @idog diehé€ato Bvpog; That line
appears verbatim five times in Homer, and only in the Iliad. Three of
these instances (11.407, 17.97 and 21.562) do not link to 1d.30 except
insofar as it echoes them verbally. Theocritus connects much more
significantly to the other two, which are both in 11.22. The subject of
those internal debates is the same: Should the pondering hero choose
diplomacy or continue fighting. At 22.385, Achilles has just killed Hector
and, after considering whether it is time to see if the Trojans want to keep
up the fight, he wonders how he could be thinking of such a thing when

Patroclus (his lover?) still lies dead and unburied.

The theme of homoerotic love is much more directly broached a bit
earlier, at 22.122. Hector (123-8) considers making a peace offer to
Achilles, then decides against such a “dalliance”:

uf pv £yo pev ikopat idv, 0 8¢ p' ook enost
00d¢ Ti n' aidéoetar, ktevéel 8¢ pe yopvodv é6vra,
adtog g Te yovaika, &rei k' amod tevyea SHo.

0D pév g vov Eotiv and Spudg 008" dmd TETPNG
1) dapilEpevar, & te mapbévog NiBede e
nopOévog Mg T dupiletov dAAouy.
Béltepov avT' €p1dt Evvelavvépey ST TayoTaL:

Once again, the hypermale ethos of the epic battlefield bellows away

in the background of a rumination on man-boy love.
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The Mythological Idylls

The remaining idylls ascribed to Theocritus—18, 22, 24, 26 — form a
group only in the sense that they take place neither in Theocritus's
contemporary world nor in the imaginary space of the locus amoenus.
They are written in hexameters and they are retellings of mythological

material. But are they bucolic either in the narrow or the Halperine sense?

Overwhelmingly no. Although all four poems contain their fair
share of rare Homeric words (see table, page 105), these rarities, even the

many hapax, almost never interact with their sources in Homer.

Id. 18, Helen’s wedding song is entirely devoid of effective single
references. Its depiction of Helen as a worthy housewife strikes an
Alexandrian note, applying heroic praise to non-heroic domestic skills.

Indeed, Theocritus makes the comparison explicit.

Just as a Thessalian steed adorns the chariot it pulls, so “pink-
fleshed Helen is an ornament to Sparta.” She is a topflight spinner, a

matchless weaver. a champion musician.

And now she is a homemaker:

ey \ o 7 r \ \ LY k4
® xoia, ® yopisocoa xkdpa, TV peEv otkétic 11on. (38)
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Of course, the mere mention of Helen invokes Homer,'® and the
idyll’s rhetoric as well as its vocabulary conjure up the Iliad. Gow,
however, locates an unusually small number of direct Homeric echoes.
Line 20, where Helen is said to be like no other Achaean maiden who

walks the earth, reminds him of Od.21.107, where Penelope is:
oin vbv odk &oti yovn kat’ Ayaiida yolav

The most interesting echo is taldpo (32), Helen’s sewing basket,
which sends Gow to the gilt and silver sewing basket that is one of
Helen’s queenly attributes at Od.4.131-2. There are several more

“housewifely” possessions in the portrait of Helen in the Telemachia,

1% Maria C. Pantelia (1995) adduces various allusions to 0d.4, in
which Odysseus visits Helen and Menelaus at Sparta after the end of the
Trojan war. She argues that this choice of model, in which none of
Helen’s checkered past vitiates the portrait Homer gives of wedded bliss,
enabled Theocritus to cleanse Helen and Menelaus enough so that they
could be used in an allegory meant to remind his readers of his royal
patrons Ptolemy and Arsinoe. Indeed, but while this tactic would have
cleansed Helen, by omission and by shrewd use of Homer, it would not
have laundered Helen entirely. No reader, then or now, would be “fooled”
into forgetting the main plot line of Helen’s story. The mystery to be
solved is why a court poet would pick a subject that inevitably associated

his patroness, herself a dubious character, with Helen’s betrayal of her
husband.

But this was, of course, Theocritus’s strategy. By conspicuously
avoiding mention of the scandalous side of Helen, he could make oblique
fun of Arsinoe without, apparently, running into trouble with his puissant
queen. This depends on a view of the Alexandrian court in which this kind
of elegant mockery was tolerated. Idyll 17 is another example of the same
approach, as [ argue above.
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which begins at 4.120 and includes Theocritus’s favorite item from the

world of the domestic arts, the spindle.

This must be the image of Helen that Theocritus had in mind when
he set about writing a hymn to her. But his version is more down to earth,

and yet it deifies its subject in all but name.

The Helen of Id.18, one might say, is simply divine. And not,
apparently, in need of recondite single references to Homer. She is, after

all, a Homeric heroine.

The same attitude seems to shape the idyll dedicated to her twin
brothers, Castor and Pollux. 1d.22, the longest of the poems ascribed to
Theocritus, is Homeric through and through, Iliadic in its martial matter
and in the bulk of its borrowed rarities. Some of these allude directly to
similar events or passages. For example, in the boxing match with
Amycus, Pollux makes his huge opponent spit (xtvcev, 98) blood, just as
Epeius made Euryalus spit (ztoovta) blood in a boxing match at 11.23.697,
where ntO® is hapax. But the connection is literal, without irony or

“bucolic” spin.

Yet, as Richard Thomas has noticed,'® Theocritus does manage to
recall his own straightforwardly bucolic idylls in the stichomythic

exchange between Pollux and Amycus (54-74). If the lines had been set in

196 (1996), pp. 233-5.
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iambics, we would have to read them as a tragic interlude. But put in
hexameters, they are easily taken as a roughhousing recapitulation of the
more genial amoebean vying in the pastoral idylls. This reminds us of the
poem’s surprising bond with bucolic: The link is the common focus on

contest, whether in song or physical dueling.

Although the poem is largely taken up with manly feats, it has its
locus amoenus (34-43), which is full of Homeric rarities, 14 in all. This
adds a brief interlude of bucolic calm before the fistic storm, but it is
brief indeed and not intertextual, merely decorative in a bucolicized

Homeric style.

There is, however, a major Homeric subtext to Id.22, not achieved
primarily through single reference, but “by theme, structure and diction,”
as Alexander Sens demonstrates.'”” He shows how the long monologue of
Linceus recalls the duel between Paris and Menelaus in Books 3 and 4 of
the Iliad. Hére again, mano a mano fighting gets mixed up with poetry and
with competing poetic versions of the same legendary duel between

heroes.

Sens’s most convincing points rest on two rare Homeric words
revived by Theocritus. The hapax dxfAntog and the unusual epithet

noAOpvbog. At line 169, he observes, Lynceus “complains that the

197.(1992).
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Dioscuri remain unmoved by his frequent attempts at dissuading them

from pursuing the Leucippides:”
cO® Yap AkNAATO Kal drnvéeg
At 0d.10.329, Circe tells Odysseus:
ool 8¢ 11¢ 8v othBeooy AkAANTOG vOOoC EoTiv

This, as commentators have pointed out since antiquity, is a close

match to 11.3.63, where Paris reacts to harsh words from Hector:
o¢ ool évi otffecov dtapBntog voog dotiv

That similarity has convinced many people that 0d.10.329 was
modeled after I1.3.63. Others have doubted it. Sens contends that
Theocritus was depending on his readers to know about this textual issue
and to make the connection with Paris after being drawn to 0d.10.329 by

axAinTOC.

Less intricately, Sens traces 1d.22.153 to 11.3.214. Both contain the
phrase oV moAvuvOoc which is unique in Homer. In the Homeric passage,
Antenor describes Menelaus’s earlier attempt to win back Helen. The
speech occurs during the duel of Menelaus and Paris, at the one place in
the Iliad where the Dioscuri are mentioned, by Helen, who looks for them
from the walls, although she should have known they were already dead.
Sens believes that Theocritus is providing an alternate version of the story

— a correction to Homer’s lapse — in which the twins do not die. He
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further inverts tradition by replacing a bellicose Hector, who berates Paris
for not fighting, with Lynceus, who regards the Dioscuri as overly eager

to do battle.

All this accumulates into a sly revision of mythic history, in which
the dead twins turn into heroes at Troy ("IAlov ol diénepoav apnyovieg
Meverd@, 217). And Theocritus’s very Alexandrian impulse to better
earlier poets by emending them feeds right into his final flourish, in
which he twins himself with the “Chian bard” as one who also (a® kal

gy®) offers up the Muses’soothing strains.

Theocritus toys with tradition once again in Id. 24, the Herakliskos.
As many have noticed,'® he echoes and transforms Pindar’s first Nemean.
Thomas shows how the poem is an expansion of that hymn, a sort of
critical revision that domesticates or “deflates” the heroic mode of the
hymn. This Hellenisticization would not necessarily preclude a fullbore
set of ironic single references to Homer. But that doesn’t happen; no
doubt because in a poem whose foreground is already in ironic relation to
tradition, a covert set of learned references to epic would have been

redundant and dissonant.

1d.24 does have many Homeric rarities but only at line 49 does it

intersect meaningfully with its epic antecedent. The hero’s father

1% For example, see Thomas (1996), 229-32.
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Amphitryon breaks (dvakontm is a Homeric hapax) the bolts of his

bedroom door to rescue him from the serpents:
otBopodc 8¢ Bupdv dvakdyat’ oyfiog

This is a direct, essentially verbatim echo of 0d.21.47, where Penelope

opens the storeroom where the palace weapons are stored:
Bvpéov 8 dvéxontev Oxfjog

It is clear that Theocritus had the passage in mind when he was writing
the Herakliskos, but there is no dynamic tension between the two lines or
their contexts. Except for the tangential link between the infant Hercules
of Id. 24 and the adult Hercules who killed his guest Iphitus and also had
given Odysseus the bow kept in the storeroom. Did Theocritus intend to
undermine the hagiography of 1d.24 with this oblique reference to an

unjustifiable murder in the hero’s future?

That is the only intertextual potential in the entire idyll. There are
none in 1d.26, a condensed rerun of Euripides’s Bacchae, a typical
Alexandrian cameo version of an unabashedly grand classic of the past.
The reduction of scale and the sly, metrical epicizing of the verses offer

plenty of ludic sleight of hand without a bucolicizing subtext of hapax

links to Homer.
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In sum, then, as was suggested by the chart at the beginning of this
chapter, there is wide variation in the non-pastoral idylls in their relation
to epic through rare Homeric vocabulary. But these differences do not
follow a pattern that could be deduced either by counting hapax or
pigeonholing poems by their subjects or their meters. And yet it is
possible to detect patterns that are the direct result of all these factors.
These arise as a byproduct of a literary analysis of the intertextual role
played — or not played — by the Homeric rarities, especially hapax

legomena, in individual poems.

The most obvious pattern this investigation has uncovered is also
the least surprising. The erotic poems in lyric meter seldom connect
dynamically with Homer through their abundant Homerisms. And when
they do, it is for sporadic effect. Of the four erotic poems, only Id.12 can
be said to deploy a thoroughgoing intertextual strategy, and it is in

hexameters.

This would tend to support Halperin’s argument that Theocritus
considered the bucolic to be a branch of epic because it was written in the
meter of epic. On the other hand, his argument is not sufficient to explain
the gap between, say, 1d.2, with its endoskeleton of meaningful single
references to Homer and other less densely epic-dependent urban idylls,

all of them in hexameters. Still, the ghost of Homer haunts even those
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poems, allowing Theocritus, for example, to make covert sport of his king

and queen.

So it seems fair to say that Theocritus superadded Homeric
intertextuality to his always epicized vocabulary when the addition could
add irony or point to the foreground text without sinking other poetic
strategies because of its own learned weight. Sometimes, Homeric
intertextuality through single reference ebbs and flows within individual
poems, now supplying an arch subtext, now letting the poetry speak in

what might be called its own voice.

As a shorthand, we might call these two modes the sly and the
straight. When Theocritus wants us to take what he is saying straight, he
lets Helen be Helen. For the most part, he lets Castor and Pollux disport
themselves in a heroic manner unmitigated by Alexandrian satire-by-
hapax, allowing the foreground of the poem to comment directly on its
epic antecedent. Only during the brief passage that describes a locus
amoenus, does 1d.22 flaunt its Homeric learning for a complex bucolic
purpose. The rest of the poem is epic pastiche, where the kind of
intertextual, lexical bathos so common in the pastoral idylls would be out

of place and clumsy.
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CHAPTER 3: THE SPURIA

In the Theocritus canon, nine poems are conventionally dismissed
as spuria. They are Idylls 8,9,19,20,21,23,25,27 and the Syrinx. This is a
large chunk of the collection, 686 lines out of 2796, just under a quarter of
the total. The spuria are, by any analysis, a mixed bag. They include the
shortest (19) and the longest (25) of the idylls. They run the gamut of
modes and manners the legitimate Theocritus adopted. The manuscript
tradition and ancient testimony rarely offer a definitive reason for
ostracizing them. Neither do meter, subject, vocabulary or other concrete
parameters. If there is any common factor arousing the near-unanimous

distaste of all modern commentators, it is style.'?”

Without rejecting or even challenging this kind of subjective
reaction, it may prove helpful to look at the spuria through the same lens

that has been applied in this study to the yvfocua.

1% For a summary of the evidence, see Gow’s headnotes for each poem.
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Like all the other poems in the Theocritus collection, the spuria
are awash in rare Homeric vocabulary. With an overall frequency of 51 per
cent (see Table 2 below), they virtually match the concentration of rarities

in the pastoral group.

TABLE 2

SPURIA LINES RARITIES FREQUENCY

8 93 42 0.451612903

9 36 32 0.888888889

19 8 10 0.8

20 45 20 0.444444444

21 67 40 0.597014925

23 63 26 0.412698413

25 281 151 0.537366548

27 73 27 0.369863014

Syrinx 20 4 0.2

Spuria 686 352 0.513119534
Totals

This by itself is no assurance of anything beyond the certainty
that the author(s) of the spuria had a fondness for recherché epic language.
That proclivity could belong to three possible categories of candidate for
the inglorious title of spuriast: Theocritus himself, an imitator (or
imitators) of Theocritus who had noticed that Homeric rarities were a
feature of his style or a writer (writers) hitting upon the same method of

epicizing his poems without any conscious effort at imitating Theocritus,
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or someone who simply fell into using Homeric language as a reflex

normal to someone of his time and place writing hexameters.

As should be entirely clear by now, the mere piling up of unusual
epicisms does not in itself achieve more than a recondite Alexandrian
reproduction of Homeric atmosphere, like some piece of Heritage
Henredon furniture or one of those “classical” buildings Robert A.M. Stern
designed for the campus of the University of Virginia to blend in with
Thomas Jefferson’s campus. Or, as John Finley, vamping in his own neo-
Homeric manner about Apollonius of Rhodes, once put it, the Argonautica
often made him think of Outer Mongolia, because, just as its hexameters
harbored words borrowed from Homer but did not infuse them with the full
vigor they enjoyed in the original, so too the sands of the Gobi Desert

sheltered the eggs of dinosaurs, perfectly preserved but lifeless.

So what can we learn by investigating the spuria’s ample stock of
Homeric “fossils?” If these poems do not set up valid intertexts with their
ostensible model, then we can join the chorus of the ages in dismissing
them as works inferior to those of the master (or perhaps as evidence of
what Theocritus could do on a bad day). But if one or more of these
bracketed idylls does invite us to unearth a lively dialogue between
Alexandria and Troy, then we will have to view them with greater respect

and with some stronger suspicion that Theocritus himself wrote them or
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that an acute imitator had recognized his penchant for intertextuality and

then strove to recreate it.

Unfortunately for the cause of Greater Theocritus, the spuria are not
a fertile ground for Homeric intertextuality. The most hopeful reading of
8,9,19, 20, 23, 27 and Syrinx does not turn up more than a few, isolated

single epic references of consequence.

Menalcas and Daphnis amble from topos to topos, eventually
running through 42 Homeric rarities in Id.8 without engaging in a specific
way with their epic contexts. The cicada invoked at 9.31 is just a cicada,
not an epigone of the elders nattering on the wall of Troy.

Perhaps we are intended to “get” the bathos of &mikeptopéolca at
20.2, which implicitly compares the mockery of snobbish Eunica toward
her shepherd swain to the cruel jeering Patroclus aims at Hector’s dead
charioteer (I1.16.744-50) Or to the meanspirited if justifiable lambasting
Eumaeaus directs at Melanthius dangling overhead from a rope

(0d.17.221).

But even if the author of 1d.20 meant to start off his little
herdsman’s lament for spurned love with an ironic, whingeing echo of

either of these two literal blasts from the past, he did not stay the

intertextual course.

Similarly, the Homerism-dropping spuriast of 1d.23 only connects

his mawkish story of fatal attraction to actual parallel points in Homer
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twice, at the end, The noose (Bpoyocg) at line 51 arguably might make us
reflect on how absurd the heartbroken suicide is compared to Epicaste who
kills herself at Od.11.278 because, like her rhyming epigone Jocasta, she
has found love in the arms of her pre-Sophoclean son Oidipodes. Or
perhaps the spuriast had in mind the equally grave and undermining
precedent of the hanging of the maids at 0d.22.472, the only other

Homeric location for fpdyog .

He may also have wanted us to recall the abandoned stone
(haiveol) washbasins past which Achilles chases Hector at 11.22.154, when
he has the heartless, rejecting love-object dive into a gym pool from the

stone pedestal of a statue that tips over and kills him.

There is nothing even that far-fetched to say about Homeric single

references in 1d.27 and Syrinx.

The spoor sharpens markedly, however, on the proto-Marxist,
hésiodisant shores of 1d.21. Lurking behind this encomium of humble toil,
with its inset dream of heroic and, finally, pious angling, is the
Theocritean (and a fortiori Homeric) theme of peril on the sea. The Greek
fisherman is no contemplative pécheur d’eau douce. He is literally an old
man of the sea, of salt water. But Homer does not feel his pain, as does the
author of 1d.21. When Scylla scarfs down hapless seamen floundering in
the wine-dark drink, Homer blithely compares her to a fisherman at work

with a net.
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The spuriast praises poverty as the source of skill, but Homer, the
one time he speaks of wevia, calls it a cause of dishonesty (0d.14.157).
The spuriast lavishes attention on the homely tools of the fishermen’s
trade, including weedy bait (td gukidevta 8éAnta. 10) but he can’t help
bringing to our minds Homer’s image of the fish cast up on the weedy
shore and covered by the sea in a simile matched to the collapse of
Euryalus after a boxing match (I1.23.693). The poor fishermen also have
traps made from reeds (¢k oyoivov AaB0vpiv@or, 11) but reeds enter Greek
literature memorably in their first and only appearance in Homer at
0d.5.463, when the shipwrecked, sea-wracked Odysseus takes shelter

among them on the Phaeacian shore.

The links between the explicitly unheroic fishermen and Odysseus
do not stop there. He wears a felt cap while disguised as a poor traveler
(10.265); for the fishermen it is normal clothi_ng. But most important of all,
Odysseus was twice himself among fishermen (probably eating their catch
to survive) and he became a miraculous fisherman himself. In two moments
of dire need, on Pharos and Aeaea, (4.369, 12.332) his seamen caught fish
for survival, with curving hooks, just like the fishermen of 1d.21 (10, 46).

Both lines in Homer are the same:
YVOUTTOLG AyKicTpololy, Eteipe 88 yaotépa AMpdg:

But the remarkable passage from Book 4 must be the one the

spuriast was thinking of, because on Pharos, Odysseus wrestles in the
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water with Proteus, the old man of the sea, who sleeps like a fish with his
flock of halitotic seals, a shepherd with his flocks (vopgdg @¢ ndeot
pfrwv).''? Odysseus catches the fish-god in his hands and holds him no
matter what shape he takes. This, among other things, is epic fishing and
Odysseus triumphs in this ur-fish story, as a super-angler who can capture

the most elusive denizen of the deep without a hook or net.

This cluster of complex references to Odysseus affects our sense of
the foreground fishermen in two ways. It diminishes them or, rather, helps
to define their humble character by measuring them implicitly against the
great hero. But it also raises them up, because it connects them with the
most glorious of all anglers and still does not hesitate to praise them for
their skills and craftsmanship. Moreover, the occult theme of heroic fishing
that subtends the opening section of the poem prepares for the piscatorial
dream of Asphalaion, (lines 39-62). The angling in this section is quietly
heroic and skillful, but it ends with a moral act of catch and release. If this
modest pietas toward Poseidon was too pietistic for Wilamowitz and

111

Gow, it does provide a consistent sensibility through which the poem

"0 The pastoral image would have attracted either Theocritus or a
pasticheur of the Theocritean manner. It is also worth considering that the
Proteus myth is a forerunner, a sort of sparring match, for the encounter
with Polyphemus, who also beds down his flock with scientific exactitude.

U Gow, Vol. 2, p.369.
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filters its complicated matter, and a frame for the narrative, however

loosely fitting.

Does any of this complexity and subtle reuse of Homer prove that
Id.21 might be an authentic work of the Protean Theocritus? No, but it

makes you wonder.

) . e 112
This, of course, has not been the reaction of modern critics.

Indeed, the only “spurious” poem that has attracted many defenders is that
puzzling triptych concocted from the Hercules mythos, [d.25. The best
summary of current scholarship is by Hunter.'” He, like Gow, makes the
obvious connection between the subtitle interpolated after line 84 —
EIIIIIQAHZIY — and the second half of Iliad 4, which goes by the same
name, a reference to Agamemnon’s review of his troops. In 1d.25, the term

describes Augeas’s inspection of his vast holdings.

The link to Iliad 4 takes another, more substantial form late in the
poem (lines 240-253) in the midst of the fight with the Nemean lion. There,
as Gow and Hunter note, in their different ways, the language of the idyll
echoes that of Iliad 4, especially of passages following line 400, when the

troop review gives way to battle.

"2 Gow,Vol. 2, p.370.

'S Hunter, 1998, pp. 115-29.
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Hunter does not attempt to explain why the poet of 25 would want
to allude to this particular military episode among so many in the Iliad.
And Gow, for his part, cites most of the Homeric loci without considering
if they have a function in the poem beyond a display of erudition. In fact,
this ten-line passage is filled with Homeric rarities woven into a complex
web of references that broaden and deepen the effect of the already-vivid

language, through a variety of single references.

This is a passage about an archer and a lion. And the lion is said to be
like a bow (f1e T16&0v, 245), because his back is arched (xvpth 8£ payc,
245). The image continues with another simile of curved, coiled energy:
the lion is arched as if it were a piece of well-split cherry bent in a fire by
a chariotmaker for a wheel. But the bent wood springs out of the

craftsman’s hands. Just as the lion leap at Hercules.

The trope is Homeric to its bones, and would be so even if it did not
contain 10 Homeric rarities of which 7 are hapax. The foreground passage
is built on images of bent, curved wood: the bow itself, the arching lion,
the split piece of cherry bent in a circle for a wheel. And every image leads
to other images of bent wood in Homer, through single references. The
apupotonnydg at line 247 is a descendant of the appotonnydc at 11.4.485,
who is the active figure in a simile that compares a fallen warrior to a

poplar cut down so that the chariotmaker could bend it into a wheel:
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v pév 0' appatonnyog avrp oibwvi 61d1ipw
gEétap’, dppa Ttuv xbpyn nepikadréi dippy:

(I1.4.485-6)

kaunte appears twice in 1d.25: at 248, where the wheelwright
begins bending the shoots of the wild fig, 8pankac kduntnoiv, and at 251,
where, as it bends, kapntépevog, the wood springs from his hands. Spnng
is hapax at [1.21.38, another scene of woodworking, where a sapling is cut
to fashion a wheel. This time the wood is wild fig, just as in 1d.25. The
woodworker, Priam’s son Lycaon, is surprised while at work by that
lunging lion Achilles who captures him and leads him back to the Greek

camp.

The passage’s most important Homeric connection is with 0d.21.179,

through the Homeric hapax 0dAyac at line 249:
0alyag év mopl TpdToV, EndEovig xoKla dippa-

This is a clear allusion to the application of hot fat to the great bow of
Odysseus. The suitors hope the heat will make it flex so that they can bend
and string it, but they fail, through weakness, just as the chariotmaker of

1d.25 fails to bend his fig shoot through clumsiness.

There are other hapax links to Homer in this passage: iyvonouw
(242) to 11.13.212 (Odysseus’s limbs fold under him from exhaustion),
nopoal (244) to 11.18.211 (beacon fires), payic (245) to 11.9.208 (a pork

chine swollen with fat), gdxedtolo (248) to 0d.5.60 (the smell of split
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cedar in the locus amoenus at Ogygia), and tavO@iorog (250) to I1.16.767
(a thick-barked tree threatened by wind in a battle simile). But the only
remaining rarity that connects with the central image of bending is xvptn
at line 245. Meaning round, it is clearly part of the trope, but its three

Homeric antecedents are not closely related.'™

All in all, then, despite its complicated relationship to Iliad 4
and to various Homeric images of bending, woodworking, wheelmaking
and general curviness, this passage of 1d.25 does not use its single
references to comment on Homer or itself, as other Theocritean intertexts
do. Instead, it artfully, and with a donnish flair, flaunts its Homeric

connections, becoming, thereby, ostentatiously epicized.

This is quite in keeping with the heroic mode of the rest of the
idyll. And what else should we expect from a self-conscious
miniaturization of events in the life of an epic hero? The “bentwood”
passage is only an extreme case of what the author of Id.25 had been doing
right along: Alexandrianizing archaic poetry. And for that reason, 1d.25 is

almost certainly not by Theocritus.

When Theocritus reworked mythic matter, he put his own

subversive spin on it. And that, on balance, seems to be what we can say

with fair certainty he was about: Retooling Homer with modern, urban wit;

"4 Thersites is round-shouldered (I1.2.218); waves are arched (11.4.426;
13.799); the Trojans attack like a high-arching wave (11.13.799)..
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making Homer’s strangest words live again in the mouths of simple folk
and rough-hewn anti-heroes, none of whom ought to have known what they
meant. But that is one crucial way that his singers were able to exemplify
Theocritus’s new way of singing the old songs. Relying for once on his
own coinage, Theocritus invited the world to bucolicize. The world,

accepting, made of the word what it would.
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APPENDIX

A HANDLIST OF RARE HOMERIC WORDS IN THEOCRITUS

Symbols:
*=identical passage or phrase linked by the same word.

**=identical passage or phrase different from those marked by a

single asterisk but linked by the same rare word.

[x.xxx]=line from one of the spuria.
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WORD
Goyng

ayannTog

dyrxiotpov

dykog

dykoivn

Ayrohog

dryvog

dyootog

dypa

dypordTng

ILIAD

6.401

18.321
20.490
22.190

14.213*

5.209
6.39
6.322

11.425%*
13.520*
14.452*
17.315%

11.549
11.676
15.272

ODYSSEY THEOCRITUS

11.575

2.365
4.727
4.817
5.18

4.369*
12.332*

4.337
17.128

11.261*
11.268*

21.264

5.123
11.386
18.202
20.71
21.259

13.508*

12.330
22.306

11.293
21.85

24.123

16.108
17.64

[21.10]
[21.46]
[21.56]

[8.33]

3.44

[21.47]

[25.22]

17.129

1.16
7.60
[21.31]

13.44
[25.23]
[25.168]
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dypwoTic 6.90 13.42
dyy60L 14.412 13.103* 22.40
23.762 13.347* 24.135
Sy 3371 5.106
7.125
[25.266]
aedhopopog 9.124 22.53
9.266
11.699
22.22
22.162
aevamv 13.109 15.102
22.37
depyoe 9.320 19.27 15.26
28.15
andmv 19.518 1.136
5.136
[8.38]
12.6
e 14.254 4.567 2.38
15.626 9.139 22.9
aOpéw 10.11 12.232 11.24
12.391 19.478 15.78
14.334 16.16
aibaroeig 2.415 22.239 13.13
18.23 24316
aipoom 18.359 1.47
24.224 5.93
7.22
aiohopitpng 5.707 17.19
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ALOAOTOAOG 3.185 22.34
afoiog 24376 17.72
QLCVUVITATIG 8.258 [25.48]
dkavOa 5.328 1.132
4.50
6.15
7.140
13.64
24.32
SxcihaTog 10.329 22.169
GihPaTOg 15.498 17.532 22.38
24.303
axpm 10.173 4.60
22.185
[25.164]
GKOVTIGTAG 16.328 18.262 17.55
(adj.)
dxpic 21.12 5.34
5.108
7.41
AKpOKOUOG 4.533 22.41
axric 10.547 5.479* 22.86
11.16
19.441%*
KTV 9.126* 1633
9.268*
drohoc 10.242 5.94
AAyE® 2.269 12.27 3.52
8.85 5.41
12.206 [8.23] (cont.)
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aMeng

d\itpov

OAKLOV

AAo100
3 7
apafvve

QUOUAKETOC

ApaASOVED

aporrodétng/p

apobrtog
apdpa

Apowpog

Apam

ApELY®

8.361
23.595

9.563

9.568

9.593

6.179
16.329

7.463*
12.18*
12.32*

18.553
18.554

22.146

21.259

18.551
24.451

434

12.251
24.419

5.182

14.311

4.824*
4.835*

9.135
9.247
21.301

9.238
9.244
9.308
9.341

[19.3]

[21.14]
[21.20]

10.17
7.59
7.57

10.48

2.26

[25.258]

16.59

10.44

2.76
[27.53]

22.21

6.41
10.16
11.73

1.6

1.25

1.143

1.151

4.3

5.27

5.84

5.85 (cont.)
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177

11.35
11.65
11.75
[23.25]
[25.103]
aunthp 11.67 7.29
Guo1Badic 18.506 18310 1.34
22.96
dumehog 9.110 5.109
9.133 11.46
24.246
ok 22.469 1.33
AUOGoH 1.243 6.14
19.284 13.71
22.96
[27.19]
apeaysipopal 18.37 17.94
Gppeionuy 10.271 21.431 [23.39]
[25.278]
dueong/ntog 22.10 1.28
AVaKOTT® 21.47 24.49
avaxpalm 14.467 26.12
AVOPETPED 12.428 24.127
GVOULUVACK® 3.211 29.26
30.22
avaved® 6.311 21.129 14.63
16.250
16.252
22.205
avamado 17.550 1.17
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avappiyvop 7.461 22.12
18.582 22.172
20.63 22.208
AvatéAAm 5.777 13.25
18.26
[23.18]
GvepO® 9.77* 14.35
tmesis
12.402*
tmesis
AVEPOTA® 4.251 1.81
aveyiog 22.170
avOsm 9.464 5.56
10.519 [27.46]
15.422
15.554
16.573
avin 7.192 2.39
12.233 [27.25]
15.394
17.446
20.52
avinpog 2.190 2.55
17.220 7.124
17.377 22.134
avtoln 124 5.103
dvootg 2347 4.544 [25.93]
Goidipoc 6.358 13.9
Amhyy® 19.230 3.9
Aol EEm 22.348 4.766 28.20
24.371 17.364
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Ama.pYOpOL 3.446 7.33
14.422 17.109
Amepéciog 20.58 9.118 [25.100]
11.621
19.174
dnvevotog 5.456 [25.271]
anodpdmTm 23.187* 5.426 [25.267]
tmesis
24.21%* 5.435
17.480
anodviickm 11.424 3.27
21.33
amorhivo 19.556 3.38
7.130
dmoxpivopot 5.12 [8.74] tmesis
[27.5]
AmonTH® 4.426 6.95 29.27
23.781
ATOCTEVE® 3.394 2.43
14.331
19.288
amooyilm 4.507 [27.55]
tmesis
AMOTEUV®D 8.87 17.86
22.347
dnotpiBm 17.232 16.17
24.133
dmpnrTog 2.121 2.79 16.12
2.376 12.223
14.221
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apuBim

apardg

Gpdxviov

ap1OpoC

dpxiog

apKTOg

GPHATORTYOG
aoKkNToG
AomduUDTNG

ACPAATg

aoQOodehog
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4.504*
5.42%*
5.58%
5.294*
5.540*
8.260*
13.187*
17.50*
17.311*

5.425
16.161

18.411
20.37

4.451
16.246

2.393
10.304
15.502

11.611

4.485

2.554*
16.167*

15.683

24.525%

10.90

8.280
16.35

11.449

18.358

4.134
23.189

6.42

11.539*
11.573*
24.13*

22.126

12.24
13.59

16.96

[25.92]

[8.13]
[25.190]

1.115
11.41

[25.85]

[25.247]

1.33
24.140

14.67
17.93

2.34

7.68
26.4
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atoppPog 1.223

dtépapvog

drtepmhc/oc 6.285
19.354

dTpekr|c 5.208

drprrtog

adEPH® 1.459

2.422
8.325

12.261

avhok 13.707

adieiog

avMlopat

odMg 9.232

adhdg 10.13
17.297
18.495

odog 12.160
13.441
23.327

2.243
23.167

7.279
10.124
11.94

16.245

21.151

18.375

1.104
18.239
23.49

12.265
14.412

22.470

19.227
22.18

5.490

22.28
10.7

[23.23]

2.151
13.64

13.64

[25.241]

10.6
13.31
[25.219]

15.43
23.54
29.39

[25.99]

16.92
[25.18]
[25.61]
[25.76]
[25.169]
[27.45]

5.7
6.43
10.34
20.29
[8.48]
[9.19]
[21.7]
24.90 (cont.)
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27
avpa

2 4
AVGTAAEOG

3 7
AVTOETNG

avT60e(v)

aVTOUOTOG

Gpavpdg

dyepdoc

aypetoc

b 14
AOTOC

BabvkoAimog

BaAavog
Bamto

Bactdlm

19.77
20.120

2.408
5.749
8.393
18.376

7.235

7.457
12.458
15.11

2.269

9.661
13.599
13.716

18.122
18.339
24.215

5.469

19.327

3.322

13.56
21.420

20.11

14.10

18.163

1.443
9.434

10.242
13.409
9.392

11.594
21.405

125. 142]
[25.255]
[27.10]
30.32
14.4
28.13
5.60 twice
6.15
[25.171]

[21.27]

[21.49]

24.90

17.106
[25.72]

2.2
13.27

17.55

[8.79]
5.127

16.78
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Barog 24.230 1.132
7.140
24.90
Bérepvov 15.484 24.180 11.16
codd.
15.489 [25.253]
22.206
BBphokw 4.35 2.203 [25.224]
22.94 22.403
BAoovpog 7212 24.118
15.608
BonBoog 13.477 22.23
17.481
BouBém 13.530* 8.190 1.107
16.118* 12.204 3.13
18.397* 5.29
5.46
Booig 19.268 [25.8]
Botavn 13.493 10.411 [8.37]
[8.44]
11.13
16.91
[25.87]
28.12
Bothp 15.504 [25.139]
Botdv 18.521 11.34
[25.120]
Bovkorém 5.313 10.85 7.92
14.445 [8.1]
21.448 [20.38]
[25.129]
Bpadvg 8.104 8.329 15.104
23.310 8.330 29.30 (cont.)
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23.530
Bpépog 23.266 15.14
15.55
17.58
17.65
24.7
24.16
24.85
Bpdyoc 11.278 [23.21]
22.472 [23.51]
Bouecdc=pubog 24.80 11.62
22.17
22.40
Bootpém 12.124 5.64
5.66
yorhoOnvog 4.336 18.41
17.127 24.31
YOVAOG 9.223 5.58
5.104
veitov 4.16 14.24
5.489 15.9
9.48 [21.17]
YEVELAG 16.176 2.78
YEVELL® 18.176* 14.28
18.269*
vévug 11.416 11.320 14.69
23.688 29.33
vepuipw 7.321%* 14.437* 7.94
14.441
YEOL® 20.258 17.413 10.11
21.61 20.181 14.51
21.98
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YAQUKOG

yov1

ypaio

YPAPO®

daitndev

SGxvo

SUOTATTIG

dGovn

dapoivae

deiehog =0e1elvog
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16.34
24.539 4.755
1.438
6.169
17.599
10.216
5.493
17.572
18.585
15.234
9.183
2.308
10.23
11.474
21.232 17.606

7.59
11.43
16.5
16.61

[20.25]

[21.55]
28.1

17.44

291
5.121
6.40
7.126
15.19

15.81
18.47
[23.46]

17.28

7.110
12.25
15.40

2.14

2.1
2.23
11.45

[25.232]

[25.232]

13.33
[21.39]
[25.86]
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detkovim 15.86 18.111 24.57
24.410
detpaL 5.682 14.8 [21.53]
devOpNELS 1.51 [25.30]
9.200
dnvodg 5.407 16.54
dwdépropat 14.344 [25.233]
ddnAéopon 14.37 24.85
dwbpvmTopat 3.363 6.15
15.99 codd.
SwAéyopat 11.407* 30.1
17.97*
21.562*
22.122%
22.385*
Suavorya 1.189* [25.256] tmesis
8.167*
9.37
13.455*
Srayéw 7.316* 3.456 22.203
14.427
19.421*
Swpaivopor 8.491 9.379 18.26
10.199 18.28
d1epdc 6.201 17.80
9.43
dmMKoo10G 8.233 12.18
9.383 [25.127]
Skhig 12.455 2.345 14.42
17.268
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diktvov 22.386 1.40
dimhag 3126* 19.241 [25.254]
22.441*

23.243
23.253
dig 9.491 224
28.12
dovém 12.157 22.300 7.135
17.55 13.65
24.90
dovAog = oV 3.409 4.12 2.94
5.5
doypde 12.148 22.120
dpaypa 11.69 7.157
18.552 10.44
dpdocopon 13.393 24.28
16.486 [25.145]
30.9
dpénwm 12.357 11.27
18.40
dpipvg 11.270 24319 1.18
15.696 11.66
18.322 22.107
dpvivog 21.43 9.19
dpopdeg 11.118 10.150 1.72
10.197 1.117
10.251 3.16
13.67
[20.36] twice
[25.135]
dpuTdpOg 11.186 5.64
16.633 (cont.)
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23.315
dmpéopat 10.557 5.99
5.139
17.110
gap 6.148 19.519 7.97
[8.41]
(9.34]
12.3
12.30
13.26
13.45
18.27
22.43
[23.29]
Eyrkepon 22.513 3.33
£ykOpm 13.145 22.9
£3vO® 2.53 22.147
slopevi] (§1) 4.483* [25.16]
15.631*
etvaiog 4.443 [21.39]
5.67
15.479
£ivodiog 16.260 [25.4]
glpomdrog 5.137* 9.443* [8.9]
eloabpém 3.450 [25.215]
glookovm 8.97 4.46
13.61
24.34 codd.
glodvelut 7.423 22.8
gKyeEMA® 16.354 437
18.35
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gxxobaipm 2.153 13.69 codd.
EKTOTEOUAL = EKTOTARONOL 19.357 2.19
11.72
gknTO® 5.322 22.98 tmesis
24.19
gkpfyvou 15.469 26.22
23.421
gKToVH® 7.271 22.106
11.844 24.18 [25.270]
17.8
24.18
Ehe00epOC 6.455 5.8
6.528 14.59
16.831
20.193
guBaciiedm 2.572 15.413 16.100
17.85
Euovhog = gueviiog 15.273 22.200
U0 1.513 22.348 2.56
8.84
gvapibpiog 2.202 12.65 7.86
gviém 2.111 5.260 24.27
9.18
15.469
Evdiog 11.726 4.450 16.95
gvepeidm 9.383 7.7

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



190

gvendm 3.350 5.10
20.95
gvijpon 4272 22.44
&vopme 23.147 3.4
&viod0a 9.601 [8.26]
VOTVIOC 2.56 14.995 [21.29]
30.22
RE0EThC 3.115 14.33
REaVO® 8.370 [25.156]
11.365
20.452
gEevpiokm 18.322 24.114
g&nrovta 2.587 14.20 18.24
2.610
gEomBe(v) 4.298 [25.267]
16.611
17.521
17.527
LEepobo 23.468 [25.189]
grasipo 7.426 [25.232]
9.214
10.80
Eneyeipo 10.124 20.57 24.34
14.256 22.431
&ABoMog 2319 28.2
AINPEQC 12.54 10.131 [25.208]
12.59
EMOM® 22.49 [23.51]
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EmBaAAm

gmBATwp

¢mBpidw

gmyouvic

gnikean

gmképropon

A0 o

gmvedm

gmiovpog

gmmpénm

gmrraipm

gmppélo

gmoyep®d

gmndég

gnippav

6.68

5.91
7.343
12.286

6.548

16.744*
24.649*

23.61 tmesis

15.75
22.314

13.450

11.668
18.68
23.125

1.142
15.28

6.320
15.297
23.135
11.131
18.263
23.278

24.344

17.225
18.74

6.19

22.194%

13.405*
15.39*

24252

17.545

17.211

3.128

[23.27]
[27.18]
[27.62]

[25.128]

[21.4]
22.93
[25.148]
26.34
22.90
24.118

[20.2]

[25.201]

22.186
[27.33]

8.6]
[25.1]

[25.40]

7.96
18.16

24.99

14.69

7.42

[25.29] (cont.)
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gmopvopL

gnovpaviog

£potoc

gpevbm

gpeuvdm

gpOning

gpvog

£pTETOV

goyaTam

b4
gvBotog

£0e1dng

10.332

6.129
6.131
6.527

3.64

11.394

18.321

5.90
10.467
17.53

17.53
18.56
18.437

2.508
2.616
10.206

3.48

16.242
19.326
23.12

15.437
18.58

17.484

19.436
22.180

6.163
14.175

4.418

15.406

[21.62]

[25.5]

7.103
Syr.11

7.117

17.127
30.8

7.45
[25.221]

[25.132]

2.121

7.44
26.11
15.118
24.57
29.13

7.77

5.24

17.47 (cont.)
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goegpyeoin

eomyevig

gbOm&

£OKOUTAC

£0KEATOG
9 4

EDKTOG

gbunhoc

£0pHVED

gdoKomog

gbtunrog

£0MANC

Epapudlom

goilm

11.427 codd.

23.81 codd.
23.13

23.301
23.351

14.98

24.24
24.109

7.304%*
10.567
21.30
23.684

3.382

19.385

22.235
22.374

18.368
21.6

5.60

15.406
8.260
1.38
7.137

11.198

23.825*

2.339
5.64

3411
17.331

26.35

17.116

[27.43]

18.57
[25.7]

13.56

[25.248]
10.52
22.157

13.31

[25.143]

[25.102]

4.25
14.16
17.37
2242

1.53

5.97

(cont.)
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19.55

Céw 18.349 10.360 [9.19]
21.362
21.365

Ontéo 14.258 1.85
[21.66]

Ldotpa, -ov 6.38 2.122

4

NUEPOg 15.162 [23.3]

Nuideog 12.23 13.69
15.137
17.5
17.136
18.18
24.132

fvika 22.198 2.147
5.11
5.41
6.5
6.16

- 6.21
7.1
722

11.25
16.94
18.5

[23.30]

[23.31]

[23.34]

29.33

9.360 19.320 18.39
20.156 20.156

S
e
=

fpiov 23.126 1.125 codd.
2.13
16.75
Novyia 18.22 7.126
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NUYEVELDG

Bore0m

BaANOG

0dATm

Oaivoio

0épocg

Onpiov

AW

OABw = pAiBw

15.275
17.109
18.318

9.467
23.32

9.534

22.151

5.307
12.384

4.456

6.63
23.191

17.224

21.179
21.184
21.246

11.192
12.76
14.384

10.171*
10.180*

18.97

17.221

195

13.[61]

[25.16]

4.45
11.73
24.98

5.31
14.38
[25.249]

7.3

6.4
7.113
6.16
7.143
[8.78]
[9.12]
11.36
11.58
[21.23]
[21.26]
[25.28]

1.110
2.68
5.107

[19.6]
24.23

[25.168]

[25.181]

[25.205]

22.45
15.76

[20.4]
[21.18]
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Opnvém
Bpovov
Opvov

Opeoxw

Omg

{amto

tyvia,

1dpeia

aog

tvdailopat

tviov

»
wov

igug

fovog

24.722

22.441

21.351

13.589
15.314
15.470
15.684
21.126

11.474
11.479
11.481
13.103

13.212

16.359

1.583
9.639
19.178

17.213
23.460

5.73
14.495

24.61

2.376*
4.749*

3.246
19.224

5.72

5.231
10.544
11.319

7.74
2.59
13.40

7.25

1.71
1.115

2.82
3.17

[25.242]
26.17

22.85
5.18
15.143
[27.16]

22.39

[25.264]

1.132
10.28
[23.29]

[25.246]

15.85
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ITAAOTOG

ITHOKOLOC

ioopapilo

b4
10K®

loyudg

KdyKkavog
Ka010pV®
KAKOEPYOG

KoAGuN

KAATLG
KGALE

KGUTT®

KApTOVE

Kapyapddovg
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12.339
13.132*
16.216*
16.338
16.797

6.101
9.390
21.194
21.411

11.799
16.41

8.89
8.158

21.364

19.222

18.401

4.486

7.118
19.72
24.274

11.215*
12.415%*
16.563
10.360
13.198

4.607
13.242

4.279
19.203
22.31

18.308

20.257

18.54

14.214

7.20

5.453

22.156
24.131

22.193

7.30

22.167

[25.279]

24.89
13.28
15.47

5.7
10.49

5.127
3.23
24.120

[25.248]
[25.251]

22.80

24.87
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KatadapOivem 5471 18.9
7.285 [21.39]
8.296
15.494
23.18
KatakAive 10.165 7.89
kataleiBw 18.109 1.8
533
KaTavIng 23.116 1.13
5.101
KATOPPEW® 4.149 1.5
5.870
KATOGUOY® 9.653 3.17
tmesis [8.90]
KOTO T KOO 19.136 7.76
19.205 11.14
19.206
KOTEVOVTIOV 21.567 1.22
KOTNPEPNG 18.859 5.367 7.9
9.183
13.349
xadpo 5.865 10.51
KEOPLVOG 24.192 24.43
KEdPOG 5.60 7.81
KeAapHlm 11.813 5.323 7.137
21.261
KevE@v 5.284 22.295 [25.229]
5.857
11.381
16.821
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KEVIE® 23.337 15.130
[19.1]
Kepadg 3.24* 4.85 1.4
11.475 16.37
15.271* [25.17]
16.158 [25.123]
KNpog 12.48 1.27
12.173 2.28
12.175 [8.19]
12.199 [8.22]
[20.27]
Klo60810v 9.346 1.27
14.78*
16.52*
kilot 6.76 2.161
26.7
KAETTING 3.11 [19.1]
KAy 1.330 22.30
10.558
11.63
21.5
KAMVTHp 18.190 2.86
2.113
24.43
KAWL 14.392 9.484 1.27
23.61 9.541 1.140
KVO® 11.639 7.110
KVOIAAOV 17.317 24.85
[25.183]
KVOOG® 4.809 [21.65]
KOAOG 16.117 [8.51]
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KOLOV®

KOADVN

KOpom = Képpa.

Kopovn

KOVPOTPOPOG

KOVQOG

Kpeiovoa

KpNyvog

Kp1Og

KPOTE®

KpvBdNV = kpHBoa

KPUOTUAAOG
KOONOG

KUKVOG
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20.370

2.811
11.711
11.757

4.502

5.584
13.576

7.141
7.143

13.158

22.48

1.106

15.453

18.168

22.152

13.589

2.460*
15.692*

8.211
11.340

9.27

8.201

9.447
9.461

11.455
16.153

14.477

22.196

17.68

14.34
[25.255]

7.19
7.43
[9.23]
[25.63]
18.50
2.104
11.3
13.52
17.52
17.132
[20.19]
5.83
15.49
18.35

4.3

22.39
7.66

5.137
[25.130]
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Kumapicoivog 17.340 5.104
KUdplo60g 5.64 11.45
18.30
22.41
[27.46]
[27.58]
KOTEPOV 21.351 4.603 1.106
5.45
13.35
KkOpTOg 2.218 [21.11]
4.426 [25.245]
13.799
AiBoc (see Anon)
hopdg 13.388 22.15 13.58
13.542
18.34
19.209
Aaiveog 22.154 [23.58]
A00@Opog 15.682 [25.155]
Aapva 18.413 7.78
24.795 7.84
15.33
Ado10G 1.189 9.433 7.15
2.851 11.31
16.554 11.50
24.125 12.4
2242
[25.134]
[25.257]
26.3
Aekinuat 4.465* [25.196]
5.690*
12.106** (cont.)
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16.552**
Aevkaive 12.172 14.70
A6n = Aabog 2.33 [23.24]
Atov 2.147 9.134 10.21
11.560 10.42
23..599 17.78
AMydomvog 19.350 12.7
Adoon 9.239 3.47
9.305
21.542
AOyvog 19.34 14.23
24.52
AmBdaopat 1.232 5.109
2.242 16.89
13.623
AN = ADTOG 13.224 14.66
[25.254]
ADOTIVOC 12.283 24.45
pokEALQ 21.259 16.32
RoABaKog 17.588 7.105
29.24
pappopog 12.380* 9.499* 22.211
16.735*
patéo 5.233 23.15
16.474
23.510
peyaipw 4.54 2.235 7.100
7.408 8.206
uedvm 17.390 18.240 22.98
29.2
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petypo

LEAAVOYP MG 13.589

neredmvn

pnéMooa 2.87
12.167

HEAT® 1.474

7.241

16.182

UEGHQ 8.508

HETOIGOM 16.398
21.564

UETPE®

pEXPL 13.143
24.128

UNKAg 11.383*
23.31

PAK @V 8.306
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10.217 22.221
19.246 3.35
19.517 [21.5]

13.106 1.107
3.13
5.46
7.81
7.84
7.142
[8.45]
[9.34]

[19.1]
[19.6]
[19.7]
22.42

8.83]

2.144

17.236 22.201
20.11

3.179 10.39
16.35
16.60

22.128
[25.31]
[25.270]

9.124* 1.87
9.244*
9.341*

7.157
11.57
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unpwvoog 23.854 [21.12]
23.857
23.866
23.867
unpvopal 12.170 1.29
HoEm 17.272 3.7
5.112
5.114
[23.3]
[23.62]
[23.63]
pitpn 4.137 [27.55]
4.187
4.216
5.857
Hvnotedm 4.684 18.6
18.277 22.155
pvioTic 13.280 28.23
HLOYOGTOKOG 11.270 [27.30]
16.187
19.103
Hopon| 8.170 [20.14]
11.367 [23.2]
poéGY0G 11.105 [8.14]
[8.77]
[8.80]
[9.3]
[9.7]
11.21
12.6
16.37
HoxO<® 10.106 10.56
pox0ilw 2.723 1.38 (cont.)
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7.48
HLEADG 20.482 2.290 28.18
22.501 20.108 30.21
poKNOudC 18.575 12.265 [25.98]
poAn 7.104 24.51
20.106
20.111
popikn 10.466 1.13
10.467 5.101
21.18
21.350
Y 16.315 [25.149]
16.324
Hopdopat 3.412 [9.24]
10.19
[20.18]
vaKOog = vakn 14.530 5.2
59
[27.54]
vapKao 8.328 [27.51]
vouTiAia 8.253 13.27
veoyIAdg 12.86 17.58
VEOGGOG 2.311 14.14
9.323
VEOTEVYNG 5.194 1.28
VETOUG 4.404 17.25
veuatalm 20.162 12.194 [25.260]
18.154
18.240
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vijuo

VIQOELS

VONU®V

vopued®

vOTIOG

voppiog

vuog

VOGO,

Evpov
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13.754
14.227
18.616
20.385

8.307
11.811*
23.715*

23.223

3.49
22.65
24.166

23.332
23.338
23.344
23.758

10.173

2.98

4.134
19.143
24.133

19.338

2.282%

3.133*
13.209*

9.217

9.336*
10.85*

4.785

8.55

7.65

3.451

8.121

15.27
24.76

22.28
26.33

[25.80]

1.14
1.109
1.120
3.46
7.87
7.113

[20.35]

[27.38]

[27.69]

2.107

17.129
22.155
22.179
15.77
18.15

24.119

22.6

206



dynog

0doimopog

b4

olm

oldém

0ilvm

oikeng

oltk®@ehin

2 4
0vOTES0G

0loTPOg

OKVE®D

OKPLONG

oxTd

OAicOm
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11.68

18.546
18.552
18.557

24.375

3.408
14.89

5.143
6.366

9.579

5.255
20.155

4.158
8.327
12.380
16.735

2.313%*
2.327%

8.297
20.470
23.774
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5.60
9.210

5.455

4.152
23.307
14.4
16.303
17.533

14.223

1.193
11.193

22.300

9.499

8.60
22.110

10.2

12.9

[23.47]

[25.187]
1.149
5.52
7.143

1.43
22.101

[27.14]

[25.33]

28.2

24.130

Syr.14

[8.67]

[25.231]

5.58

5.59

14.44
[25.230]
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SNoNHL® 3.450 17.64
4,767
22.408
22.411
dhopmiog 4.410 [25.185]
4.460*
10.289
17.248*
duaog 9.327 12.10
14.56
15.50
SpapTED 12.400 13.87 [8.64]
13.584 21.188 [25.111]
24.438 [25.192]
OMAME 9.54 15.197 30.20
16.419
19.358
24.107
OpdTINOg 15.186 17.16
Bupak 7.125 11.21
Suwmg 12.393 15.30
15.72
15.147
Svap 1.63 19.547 [27.8]
10.496 20.90
Svnoig 21.402 16.23
dvog 11.558 [21.36]
22.21
SvoE 8.248 2.153 4.54
12.202* 15.161 7.109
12.220* [25.267]
[25.277]
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oMY 11.536* 4.36
20.501*
ontog 4.66 14.7
24.137
dnmpn 22.27 11.192 7.143
12.76 11.36
14.384
dpexbim 23.30 11.43
dpmné 21.38 7.146
[25.248]
3pyoc 7.127 1.48
24.341
000op 9.141* 9.440 [8.42]
9.283* [8.69]
0VPOIoG 23.520 [25.269]
3o1c 12.208 15.58
24.29
dyiyovog 3.353 1.302 2431
7.87 3.200
16.31
dyng 6.468 12.101 [21.38]
20.205 23.94 [21.64]
24.632
ALV PETOG 1.526 29.28
TOVOOTATOG 23.532 9.452 [23.35]
23.547
TOTTTOG 6.57 15.16
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To.paBaive

maparBatng

TopaKAIve

TOPOTOPICKD

TOPATPEYM

Topniov

mopOevikn

TUTACCM

TATE®

TEAQ

nevOepog

nevin

11.104
11.522

23.132

23.424

14.360

10.350
22.157
23.636

4.142
16.159
23.690

18.567

7.216
13.282
23.370

4.157

16.642

6.170

20.301

14.488
tmesis

19.208
22.404

7.20
11.39

8.582

14.157

210

[21.27]

3.32

2.44
[25.161]

[27.12]

[20.32]

22.128

[8.59]
12.5
18.2

4.49
4.51
[19.4]

5.50
5.55
5.61
5.129
15.52
18.20

1.26

18.18
22.162

16.33
[21.1]
[21.16]
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TEPUTELOLLOL 18.220 1.16 17.127
23.833 11.248
TEPIMAEKD 14.313 18.8
23.33
TEPLOCUTVED 10.215 [25.72]
16.4
16.10
TEPLOTAOOV 13.551 2.68
[25.103]
TEPIOTEAA® , 24.293 15.75
17.97
TEPLOOLOV/QL 4.359 16.203 17.23
[25.125]
TEPKVOG 24316 1.46
TEPOVALM 7.145 14.66
10.133
13.397
14.180
TEPNV 2.535 16.99
2.626 [25.19]
24.752
TETAAOV 2.312 19.520 7.9
TEVKT 11.494 7.88
23.328 22.40
TNKTOC 10.353* 13.32* 1.128
13.703* [20.26]
mog 3.163 8.581 16.25
10.441
23.120
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OO

wiBog

wihog
miooq

TG

TAavaopot

TAOTAVIGTOC

TAEKTOC

TV

TAO0G

TVED LAV

wo00C

16.825

24.527

10.265

4.277

13.390*
16.483*

23.321

2.307
2.310

18.568
22.469

4.528
20.486 codd.

17.439

7.142

2.340 7.147
23.305 10.13

[21.13]
14.51

9.186 1.1
1.134
3.38
5.49

[9.4]

18.44
18.46
22.76

[25.20]

9.247 [21.7]
22.175*
22.192*

8.207

3.169

4.596
11.202
14.144

5.84
14.53
15.95

7.52

7.61
22.22
28.5

[25.237]

2.143
2.150
7.99
[8.59]
10.9
18.55
[23.26] (cont.)
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TOWOiVE 6.25
11.106
11.245

Toipvn

TOKOG 12.451

TOAVOEVIPEOG=TIOADOEVIPOC

TOAOKOPTOGC

TOAVKANPOG

TOAOHVOOG 3.214

TOAVPPNVOG 9.154

9.296

TOAVGTOVOG 1.445
11.73
15.451

TOUTELM

TOVTOTOPE®

TOPOUEDG

9.188

9.122

4.737
23.139
23.359

7.122
24.221

14.211

2.200

11.257

19.118

13.422

5.278
7.267
11.11

4.671
15.29

29.40
30.21
Syr.5
Syr.8
11.65
11.80

5.72
6.28
10.4
[25.7]
5.98
15.20
28.12
11.47
17.9
10.42

16.83
22.153

[25.117]

17.47

2.68

30.19

1.57
17.49 (cont.)
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TOPTIG

TOPEUP®

TOTEPOG

npoBoraioc=mpOBoiog

mpoyiyvoual

TPOYOVOS

TPOTGAL®

TPOAEY®

TPOCAY®

TPOCIEPKOLLOL

TPOSLLOEO L

apootiOnu

TPOGPV®
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5.162

14.16
21.551

5.85

18.525

8.365
11.3

13.689

16.10

24.213

20.187

4.427
4.572
10.309

12.251

9.221

14.18
15.370

17.446

17.518
20.385

11.143

9.305

12.433
19.58

1.75
1.121
4.15
4.52
6.45

[8.76]

[20.33]

[27.63]

5.125

2.5

24.125
24.52
[25.134]
17.26

[25.235]

13.18
1.62
15.78

1.36

[25.66]

14.45
15.37

[21.46]
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TPpOILOS
TPOTOTOKOG

TTENEN

TTEPVT

TTEPVE

TTOOV

TTO®

TTOE

TOYHOKOG

YN

TOEIVOg

TVPOYOPOG = TVPTNPOPOG

TUPPOC = TVPGOG

2.303
17.5
6.419
21.242
21.350
22.397
2316
2.462
23.875
13.588

23.697

17.676
22.310

23.669

24.269

12.314
14.123
21.602

18.211

18.9
5.27

1.21
7.8
7.136

[27.13]

[25.268]
2.149 15.122
29.29
7.156
6.39
15.133
[20.11]
22.98

1.110

8.246 22.66

22.45
22.104

24.110

3.495 [25.30]

6.3
13.50
15.53
15.130

[23.7]

[25.244]
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TMOAOG

TOTAOoUL

podvog

payIC

pébog

podoelg

pomog
PUG0G
cadQpmv

oapé

COMTEPOG
oéBopan

céMvov

oilw
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11.681
20.222
20.225

12.287

23.583

9.208
16.856*
22.68
22.362*

23.186

9.503

21.462

8.380
13.382

1.32

4.242

2.776

23.246

6.93

4.158

9.293
11.219
18.77

5.72

9.394

2.49
2.163

7.142
15.22

10.24
11.45%
17.37

[27.46]*

[25.245]
[23.39]
29.16
2.148
7.63
15.20
29.28
28.14
2.26
22.47
22.212
[25.267]
[25.59]
18.48
3.23
7.68
13.42
[20.23]
53

5.100
6.29
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civopa

oréopon

oKodg

oKAip®
oKa@pig

oKkELOG

OKIEPAC

OKIPTOMm

oxomdalm

oKOAas

oKOUVOG

OKOPOg

OKOWY

omodd¢

24.45

1.501
16.734
21.490

18.572

16.314

11.480

20.226
20.228

10.40
14.58

18.319

6.6*
11.112
12.114
12.139*
24.209

3.295

10.412

9.223

20.278

9.289
12.86
20.14

14.112

5.66

9.375

1.49
24.87

[9.26]
22.119 twice
22.124
22.196
22.198
[25.146]

4.19

5.59

22.66
24.111

7.138
12.8
18.44
18.46
22.76

[25.227]

1.152
3.26
[25.214]

2.12

11.41
1.143
1.136

2.25 (cont.)
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GTAYVG

OTEVOG

oTEPA

OTEQW

OTEPAVOC

oTilMBm

OTPENTOG

otpouBog

obkov

oVAED®

CVAEY®
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23.598

12.66
23.419

18.205

13.736

3.392
18.596

5.113

9.497
15.203
20.248
21.31

14.413

5.48
24.436
18.301
18.413

10.522*
11.30*
20.186

8.170

6.237

7.121
twice

2.292

11.51
24 .88

10.47

22.94

[9.3]

22
24.98

2.153

3.21

7.64
10.29
12.33
18.40
18.43

2.79

[25.212]

[9.25]

5.115

[19.2]

24.93
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CLUTYVLUL 5.902 [8.23]

OUVETOUOL 10.436 13.17
tmesis

OLVEPEID® 11.426 22.68
tmesis

[25.266] tmesis

odpry§ 10.13 1.129
18.526 4.28
19.387 54
5.5
5.6
5.19
5.135
6.43
[8.18]*
[8.21]*
[8.84]
[9.8]
[20.28]
24.120
[27.13]
[27.72]
GOAAA®D 23.719 17.464 24.112
30.30
opné 12.167 5.29
oQUPOV 4.147 4.51
4.518 15.134
6.117 16.77
17.290
22.397
cOOITEPOS 1.216 [25.55]
oyila 1.462 3.459 2491
2.425 14.425
GYOTVOC 5.463 1.53
7.133

[21.11] (cont.)
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[23.39]
Tohaepydg 23.654 4.636 13.19
23.662 21.23
23.666
TOAPOG 18.568 4.125 5.86
4.131 [8.70]
9.247 11.73
18.32
TAULECTYP®G 4.511 [25.279]
13.340
23.803
TOVOPAOTOG 16.767 [25.250]
TOPGOG 11.377 9.219 11.37
11.388
TEAELOC 1.66 [25.22]
8.247
24.34
24.315
TETPAKIG 5.306 2.155
5.57
18.24
TETng 3.151 1.148
4.16
5.29
5.110
7.139
[9.31] twice
16.94
NOC10G 3.316 [25.230]
15.13
TIAA® 22.78 10.567 2.54
22.406 15.527 3.21
24.711 5.121
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7601

TOKAG

Top

TPAYOG

TPOPEPOG

piBw

TPEING

TPIKOGLOG

TpimoAog

TPOTOG
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1.235

14.308

20.496
23.735

11.697

18.542

15.239

14.16

9.239

20.98

2.106
13.377
19.151
24.141

13.390

14.20

21.19
5.127

4.782
8.53

9.384

6.90

22.199
24.28

[8.63]
26.21

10.46

1.4
1.88
1.152
5.30
5.42
7.15

[8.49]

[21.18]
[21.44]

2.58
7.123
13.31

29.17

[25.126]

[25.25]

10.37
[23.2]

542
1.147

4.45
[9.11]
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5.831
12.105

6.139

14.348

8.524
2.666
5.631
13.207
21.575
18.586

23.114
23.123

18.493

8.4 tmesis

4.627*
17.169*
17.206

6.231*
23.158*

24.515

20.13
20.16

16.5
16.9
16.162
20.15

8.429

4.283
10.83

14.485
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22.210

10.19

11.26

10.28
18.2
14.54

17.23

[25.75]

6.29
[8.27]

17.9

[25.70]

18.8
18.493

1.61
17.8
22.214

3.24
7.95
[8.28]
11.78
13.59
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DAAVTA®D = DTAVTIG® 6.17 5.90
dmdpy® 24.286 22222
Ve 9.204 5.56
11.681 11.33
VeEavadvm 13.352 22.123
dmepomhio 1.205 [25.139]
VAEPOTAOG 15.185 22.44
17.170 [25.152]
VIEPOYOC 6.208 7.28
11.335 7.94
11.784 22.79
STOpVAGK® 22.491 1.321 [21.50]
15.3
22.38
VILOTPOTOG 6.367 20.332* [25.263]
6.501 21.211%*
22.35
DIOEAIVD 17.409 6.38
[25.234] tmesis,
codd.
VILOPNTNC 16.235 16.29
17.115
22.116
VROPOPLOC
DYoo 10.16 1.29
17.676 16.95
19.376 24.57
Yo 12.25 6.131 4.43
14.457
Qapuyg 9.373 24.28 (cont.)
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19.480
oNun 2.35 7.93
20.100
20.105
QULOKEPTOUOG 22.287 5.77
oMb 17.221 2.60
[23.18]
QAOYEOG 5.745%* 2.134
8.389* 22.211
QAo1dg 1.237 18.47
poiviog 18.97 22.99
@OVELC 9.362 24.434 22.209
18.335
QLuKLOEIg 23.693 11.14
[21.10]
@VKog 9.7 15.16
PLOA® 18.470 10.393 13.47
23.218 [19.3]
22.77
22.213
yéhalo 10.6 22.16
15.170
22.151
yorkeo0dpng 4.448* 22.136
8.62*
XOPOTOG 11.611 12.35
[20.25]
[25.142]
[25.225]
YEWAPPOOS 4452 22.50 (cont.)
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17.549
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6.181

11.74
24.640
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2.217
9.503
18.397

5.635

4.566
14.522

21.411
22.240

9.25
10.196

11.194
12.101

14.73

10.516

17.112
8.308
8.332

14.125
14.365

[8.57]
11.37
11.58
12.3
18.27

14.39

17.79

1.51
5.41
5.56

[9.17]

14.15
24.99

4.18
13.40 codd.

[25.144]
16.49
22.114

[25.130]

14.2 twice

15.41

[21.22]
[25.187]
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20.440

11.269

11.271

5.782
7.256
11.479
15.592
16.157

2.106
9.415 [27.29]
17.61

13.62

9.131 7.85
15.112
[25.28]
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