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CHAPTER 2

BucoLIC HYLAS: IDYLL 13 OF THEOCRITUS

From where do genres come? Why, quite simply,
from other genres. A new genre is always the
transformation of one or several old genres: by
inversion, by displacement, by combination.
Todorov 1976/7, 161

1. Introduction: heroic Heracles vs. tender Hylas

In Idyll 13, the heroic qualities of Heracles are downplayed in such a way that the
archetypal hero is even made ridiculous.” Like Polyphemus in Idyll 11, a poem
which is closely linked to Idyll 13, Heracles is not at home in the world of love. This
point is immediately made clear at the beginning of the narrative on Hylas and

Heracles proper, after the introductory address to Nicias:

AAA kKl ApPLTQLWVOG 0 XaAKeoKAEOLOG VIOG,
0G TOV Atv OTTéELVE TOV AYQLOV, TJOATO TtadOG,
TOL Xaplevtog “YAa, ToL tarv mAoKapda pogevvTog Id. 13.5-7

No, even Amphitryon’s son, whose heart was bronze, and who withstood the
savage lion, loves a boy, beautiful Hylas, whose hair was still unshorn.

(tr. Verity)

Heracles is introduced with the epic epithet xaAkeoxdpdiog (“bronze-hearted”),'%

194 Cf. van Erp Taalman Kip 1994, 161: “[Theocritus] adopts a slightly mocking view of the superhero
Heracles.”

19 The epithet occurs only here, but cf. e.g. Il. 2.490: xaAkeov d¢ poifjtop évein (“and though the heart
within me were of bronze”). Kirstein 1997 and Castro de Castro 2001 argue for an allusion to an erotic,
non-epic context in Pindar (fr. 123.3-5 S-M). These contrasting associations make the epithet very apt
in the Theocritean context, where an epic hero enters the world of love. In this respect, it is also
interesting that the epic ring of the first part of line 6, dealing with Heracles and the Nemean lion, is
reinforced by an allusion to Iliad 11.480. This epic context is also alluded to in Id. 13.58, where
Heracles’ cry recalls that of Odysseus, wounded on the battlefield (II. 11.462), but there, on the
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and in line 6 his heroic labour of the Nemean lion is mentioned. In this same line,
however, it is said that Heracles “loved a boy” (fjoato madog). The position of these
words in the line already suggest that they are contrasted with the heroic feat
mentioned before the bucolic diaeresis, but in line 7 this is made even more clear, for
the object of Heracles” love is the boy Hylas, who is described in very un-heroic
terms, with xaolevroc (7) suggesting youth and beauty,'”® and mAokapida (7)
emphasizing the boy’s “almost feminine prettiness”.’” At the end of the poem, the
abducted Hylas is said to have been deified (72); this sets up a further contrast with
Heracles, who is scorned as a ship-deserter (Aimovavtav) in the next line. The
passage can thus be seen as the climax of the poem’s play with heroics.!*

This contrast between the heroic Heracles and the tender Hylas has always been
interpreted in the light of the anti-heroic dimension of the poem, which has received
considerable scholarly attention.!” Although I find these readings attractive, I
consider that the anti-heroic element points to a further, hitherto unnoticed
dimension of the poem.? In this chapter, I will argue that Idyll 13 can be read on a
metapoetic level as an allegory decribing the type of poetry that Theocritus is
credited with inventing: bucolic.?? I will argue that Theocritus treats Hylas as a
symbol of his Callimachean, bucolic poetry, which is “defined” by its relationship to

the heroic-epic tradition as symbolized by the archetypal hero Heracles.

contrary, the allusion illustrates how far the hero is away from the heroic world in which he is at home
(see below).

19 See Gutzwiller 1981, 20, with n. 4.

197 Mastronarde 1968, 276. See his n. 3 for the connotations of the word mtAokapic.

198 Cf. Gutzwiller 1981, 29: “The poem concludes with a reversal of the heroic ethos. Hylas” tenderness
and beauty, which render him helpless and vulnerable in the epic world of the Argonauts, provide the
key for his transition to a fantastic realm, which is more appropriate for his delicate nature. Heracles,
the prototypic hero, finds his customary use of force ineffectual in preserving a love relationship, and
his loss of emotional control is held up to scorn by his companions, as well by the poet.”

19 See in particular Mastronarde 1968; Effe 1978, 60-64; Gutzwiller 1981, 19-29; van Erp Taalman Kip
1994 for the way Heracles’ heroics are downplayed in Idyll 13.

20 [ am indebted to the rich commentary of Hunter 1999 for many cues.

201 On the bucolic elements already documented, see Trankle 19630, 505; Mastronarde 1968; Hunter
1999, 263; 284 (on Id. 13.64-71); Pretagostini 2007, 51-3, 55-60.
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Bucolic Hylas: Idyll 13 of Theocritus

2. Theocritus’ bucolic poetry

Theocritus is traditionally regarded as the inventor of the genre of bucolic poetry,??
which deals in hexameters with herdsmen, their songs and (unrequited) love in a
rustic setting. As Gutzwiller remarks on the term bucolic, however, “it remains
unknown just how and when Theocritean poetry came to be so called, and scholars
have not been able to explain how the label bucolic defines this set of poetry as a
separable and identifiable genre. Collectively, these uncertainties may be said to
constitute the ‘bucolic problem’.”2% This problem, which has received an enormous
amount of scholarly attention, is centred around the meaning of Theocritus’ so-called
“bucolic terminology”, the adjective fovkoAwkog (“related to herdsmen) and the verb
pouvkoAwxleoOar (“play/behave like a herdsmen”),** which occur in some of the
Idylls and refer there to songs sung by the herdsmen in the poems.?®> Some scholars

have argued that this terminology denotes Theocritus’ newly invented bucolic

202 As [ am concerned with ancient bucolic poetry, I will avoid using the term pastoral, although it is
often used as a synonym, to avoid any confusion with the modern concept of pastoral that evolved
from bucolic and is fundamentally different. See also Halperin 19834, 1-23;118-37 on this issue, for
instance on p. 9: “(...) scholars and literary critics employ the two words interchangeably, never
doubting the appropriateness of applying what is in fact a modern usage to the realities of poetic
practice in the ancient world. But the two words are not ancient equivalents. Boukolikos is not a
synonym of pastoralis, nor does pastoralis mean precisely what pastoral does in English.” Cf. also the
remark of Berg 1974, 25: “Theocritus had never heard of “pastoral poetry’.”

203 Gutzwiller 20064, 380.

204 The verb BovkoAéw and its cognates in first instance, according to their etymology, refer to cattle,
but they can also denote other kinds of herding and herding in general, already in Homer. See e.g. Il.
6.21-5 (on the shepherd Boukolion) and II. 20.221 (where horses are grazing: immot ... fovkoAéovTo).
See also Gutzwiller 20064, 382-90 on the meaning(s) of BovkoAéw.

205 The bucolic terminology occurs in the refrain of Thyrsis’ song in Id. 1 (e.g. 64: doxete PovKOAUKAS,
Moioatr ¢lAal, doxet dowac. “Begin, my Muses, begin the herdsman’s song.”), Id. 1.20 (tag
PouvkoAkag el o A€oV liceo potoag, “you [Thyrsis] outstrip all others in herdsman’s song”), Id. 5.44
(@AAX yao €o¢’, wd” Eome, kal Votata PoukoAadn). “Still, come here and start your song — your
last.”), Id. 5.60 (a0T60e poL oTéQLode Kol avTdOe BovkoAlkodev. “Very well — stay there and sing,
challenge me from there.”), Id. 7.35-6 (&AAN" &ye o1, Evva yap 0dogc Evva d¢ kal Awg, |
PovkoAxcdwpecBo Ty’ wtepog dAAov ovaoel. “But look: we share the road and the day, so let us
two sing country songs by turns, and each may profit the other.”), Id. 7.49 (&AA” dye PouvkoAucag
TaxX€ws AQEWeD’ dowac. “But now, let’s begin our country songs.”). (The translations are by Verity.)
See also e.g. Hunter 1999, 5-8 on Theocritus’ bucolic terminology and its manifestations.
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genre.?®® More recently, however, scholars have argued that the term bucolic was
used later to denote Theocritus’ poetry as a genre, and that Theocritus himself only
referred to the songs of the herdsmen in the poems and the Sicilian tradition of
herding songs that lies behind them.?”

Theocritus” poems that are set in the countryside and deal with herdsmen (Idylls 1,
3-7), however, clearly form a separate class of poetry,?® which is reflected by the
early separate circulation of these poems, from the late third or early second century
BC.2 Although Theocritus may not have used bucolic terminology in a strictly

generic sense?'’ and in all the poems mentioned, I will argue in the next section that

206 Van Sickle 1975, 57-8; 1976, 22-5 (Theocritus” bucolic refers to “a new subspecies of the Hesiodic
species of the epic genus” (1976: 24); Halperin 19834, 78-9, 249-55 (Theocritus’ bucolic refers to all his
hexameter poetry 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” [p. 254] in theme, form and language); Schmidt 1987,
187 (Theocritus” bucolic refers to his herding poetry). See also Gutzwiller 1991, 3-9 for the various
definitions of Theocritus” hypothesized genre of bucolic poetry that have been proposed.

27 Nauta 1990, 128-9; Gutzwiller 1996, 121-3. Cf. Hunter 1999, 9, who suggests that the terminology
results “from a creative reworking of traditions of Sicilian song-making, which may themselves have
been to some extent scholarly constructions.”

206 Cf. Halperin 19834, x: “Regardless of his specific (and by now unfathomable) intentions, Theocritus
somehow endowed a portion of his work with a sufficiently distinctive literary profile to impress its
unique qualities on later generations of readers”; Hunter 1999, 5: “(...) the ‘bucolic terminology” and
the poems in which it appeared (particularly Idyll 1, which headed all ancient collections) were
presumably felt to represent something distinctive in T.’s work. Moreover, the similarities between all
the poems set in the countryside will have been as clear to ancient scholars as they are to us.” Cf.
Hunter 2002, xviii: “Idylls 1 and 3-7 are distinguished rhythmically in their hexameters from
Theocritus’ other poems, and it is not unreasonable to think that he saw them as a distinct sub-group
within his oeuvre. They are also characterized by symmetries of language, structure, and thought
which suggest, rather than conceal, the artificiality of the ‘natural” world which they depict”. I cannot
believe Halperin's thesis (on which see also n. 206 above), however, that Theocritus denoted “the great
majority of the hexameter Idylls” (p. 254) as bucolic, so including his mythological poems, as the term,
in my opinion, still evokes herdsmen. Cf. Gutzwiller 1991, 7: “It is hard to see (...) how Callimachus’
narrative Hymns (...) differ significantly in these respects from Idylls 22, 24, and 26, or how the Hecale
can be separated in genre from Theocritus’ mythical narratives. It argues against Halperin's view that
a contemporary and acquaintance of Theocritus was writing similar poetry to which the label bucolic
was never applied”.

29 See Gutzwiller 1996, who also argues convincingly that an older third-century edition of
Theocritus’” poems (under the collective title €idVAAwr, “short poems of different types”) can be
detected, “which may have been comprehensive and so included the surviving hexameter poems, the
lost Berenice, the Aeolic poems, perhaps the epigrams, and perhaps as well some of the other titles
listed by the Suda as attributed to Theocritus.” (p. 138).

210 Gutzwiller 1991, 103: “to take “bucolic’ as a generic label for some or all of Theocritus’ Idylls remains
an act of analogical reconstruction, and so inherently uncertain, unauthorized.”
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Bucolic Hylas: Idyll 13 of Theocritus

the poet does self-consciously use this terminology to denote a specific kind of

literature, his “bucolic” poetry, in a well-known passage of Idyll 7.

2.1. 1dyll 7: a meta-bucolic poem?"
In Idyll 7, the narrator Simichidas and the mysterious, godlike goatherd Lycidas meet
on the island of Cos and exchange songs. As Simichidas” address to Lycidas shows,
Lycidas embodies “the essence of the bucolic”:?!?

(...) Avkida Pide, pavti Tv MAVTES

5

TJHEV OLOIKTAV PEY’ UTIE(QOXOV €V TE VOUEVOLY
&v U apateeoot (...) Id. 7.27-9

Lycidas, my friend, all men assert that among herdsmen and reapers you are by
far the best of pipers. (tr. Verity)

The young city poet Simichidas thinks of himself as a bucolic poet and clearly evokes

the poet Theocritus himself.?’* After their exchange of songs, Lycidas smiles and

211 The programmatic aspects of Idyll 7 have received enormous scholarly attention: see e.g. Cataudella
1955 (with references to earlier bibliography); Kiithn 1958; van Groningen 1959; Puelma 1960; Cameron
1963; Lohse 1966; Luck 1966; 186-89; Lawall 1967, 74-117; Giangrande 1968; Ott 1969, 138-73; Serrao
1971, 13-68; Williams 1971; Seeck 1975; Van Sickle 1975; 1976, 23-4; Segal 1981, 110-66; Halperin 19834,
e.g. 120-5; Berger 1984; Bowie 1985; Walsh 1985; Williams 1987; Effe 1988; Goldhill 1991, 225-40; Seiler
1997, 111-51; Hubbard 1998, 22-8; Hunter 1999, 146-51; Payne 2007, 114-45; Klooster 2009, 205-17.

212 Hunter 1999, 148. Cf. Fantuzzi & Hunter 2004, 138, who speak of the “bucolic ‘master’ Lycidas”. See
also e.g. Hubbard 1998, 24 for the identifications of Lycidas that have been proposed. Associations
with Apollo, because of his cult title Avkiog (Williams 1971) and Philitas’ poetry (Bowie 1985,
Hubbard 1998, 24-6) are undeniable, but if Lycidas, as most scholars seem to think, is a kind of
personification of bucolic poetry, it is not surprising that (in accordance with Theocritus’ various
sources) the poetic associations that Lycidas evokes are manifold.

213 See e.g. Bowie 1985, 68: “(...) éyawv in line 1 is to be taken as referring to Theocritus. But this
impression is undermined at line 21, where Lycidas addresses the narrator as Simichidas (...). It
appears, then, that Simichidas both is and is not Theocritus, and that his name Simichidas has been
deliberately held back to allow the presumption to develop that the narrator is Theocritus himself.”
Cf. Hunter 1999, 146: “(...) there is nothing which forbids some kind of identification between
Simichidas and T., and some things positively encourage us to put the two together.” See also Krevans
1983, 219 and Goldhill 1991, 229-30 for the relationship between Theocritus and Simichidas. For a
comparison with the identification between Tityrus and Virgil in the Eclogues, see Hunter 2006, 129-30.
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gives his staff to Simichidas as “a mark of xenia arising from the Muses”?'* (129). As

R. Hunter interprets the encounter:?'®

A central irony of Idyll 7 is that a “bucolic” poet, who inevitably works within
the social networks of the city and for whom ‘being in the countryside’ is
usually part of a code (...), is made to confront a ‘real” creature of the land. The
poem is an exploration of what is at stake in and what are the limits of this
metaphorical code. Lykidas” smile is the poet’s recognition of these limits.

After Lycidas’” song, and before beginning his own song, Simichidas addresses the

goatherd thus:

(...) Avkida Pide, MOAAX HEv AAAa

Nopdat knue ddalav av’ weea PovkoAéovta

€00A4, Td oL kat Znvog €Tt Opovov dyaye papa

AAAX TOY €K MAvTwV pEY’ OmelpoXoV, @ TV YeQalpeLy

ap&ev’s AAN” bmdrovoov, émet Gpidog émAeo Moloalg. Id. 7.91-5

Lycidas, my friend, I too have learned much from the Nymphs as I grazed my
cows on the hills: excellent songs, whose fame perhaps has reached the throne
of Zeus. This is the best of them by far — so listen, please, while I begin to pay
you honour, for you are dear to the Muses. (tr. Verity)
In these lines the (partial) identification of Simichidas with Theocritus is activated,
since line 93, in which Simichidas says that Zeus may have heard of his songs, clearly
refers to the patronage of Ptolemy Philadelphus, “who was born on Cos and whose
assimilation to Zeus was a commonplace of contemporary poetry (e.g. [Idyll] 17.131-
4)” 216 In this context, Simichidas” words in line 92 are closely connected with the poet
Theocritus himself, who ironically comments on himself as a bucolic poet. As Hunter
says, “Simichidas sees ‘bucolic’ song as essentially a matter of rustic reference. He

therefore ‘hyper-bucolicises’ by echoing Hesiod’s investiture as a poet by the Muses,

al vu mo0” Holodov kaAnv £didalav aodnyv | dovag moaivovd” EAtkwvog 0o

214 Hunter 1999, 190 (ad loc.)

215 Hunter 1999, 148.

216 Hunter 1999, 179 (on Id. 7.93). For the association of Ptolemy Philadelphus with Zeus in Idyll 17 as
well as in Callimachus’ Hymn to Zeus, see also e.g. Heerink 2010, 385-99.
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Bucolic Hylas: Idyll 13 of Theocritus

CaB¢owo (Theog. 22-3),%7 but changing Hesiod’s Muses into the more obviously rustic
‘Nymphs’ (...).”?® Theocritus here clearly exploits the so-called bucolic metaphor
(the herdsman as bucolic poet)?!? self-consciously to characterize his bucolic poetry as
a distinct type of poetry; we are dealing with learned poetry about herdsmen-poets
in which the competitive element in the exchange of song is important, and of which

an ancient authority, Hesiod, is claimed as the source.

2.2. Callimachean poetics in Idyll 7

In the passage discussed above (Idyll 7.91-5), Theocritus’ bucolic poetry is also
implicitly associated with Callimachean poetics. In line 95, Simichidas says that
Lycidas is “dear to the Muses” (pidog ... Movoaic), an expression which is
intertextually connected to the prologue of Callimachus’ Aetia, where the poet
declares that his literary adversaries, the Telchines, are “no friends of the Muse”
(Movong ovk eyévovto PpiAot, 2).22° By implication, Callimachus is a friend of the
Muses. This is reinforced at the end of the prologue, where the poet declares that

although he is old, the Muses still favour him:

....... Movoat yap 6covg dov 60uatt madag
ur Ao&w, TMoALoLG oVK aTtéBevTo Gpidovg. Aet. fr. 1.37-8 Pf.

For if the Muses have not looked askance at one in his childhood, they do not
cast him from their friendship when he is grey. (tr. Trypanis)

217 “One time, they [the Muses] taught Hesiod beautiful song while he was pasturing lambs under holy
Helicon.” (tr. Most)

218 Hunter 1999, 178-9 (on Id. 13.91-2). The underlinings are mine.

219 See Gutzwiller 20060 on the history of this metaphor in Greek poetry.

20 See also Ch. 1, pp. 29-30 for a discussion of the problematic relative chronology of Hellenistic poetry
in general, and that between Apollonius and Callimachus in particular. The intertextual contact
between Callimachus and Theocritus is, in my opinion, undeniable (pace Kéhnken 2001). Although I
will regard Theocritus as alluding to Callimachus’ poetological statements, I would like to stress again
that with regard to the poetry of Apollonius, Callimachus and Theocritus I endorse the “work in
progress hypothesis”. Accordingly, the direction of influence can be reversed — as Callimachus
reading Theocritus metapoetically and making his statements explicit — without any implications for
the metapoetical dimension of either intertext.
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In this context, Lycidas also recalls the patron of Callimachus’ poetry, Lycian Apollo,

who gave the poet advice on the kind of poetry he should write:

Kal yaQ 01 mMEWTIOTOV EUOILG €Tl DEATOV EO0MKA
Yovvaowv, ATOAAwv eimev 6 pot Avkiog:
Y ]... &owé, 1o pev Bvog OTTL MTAXLOTOV
OoéPat, v Movoav o wyabe AemtaAény.” Aet. fr. 1.21-4 Pf.

For, when I first placed a writing-tablet on my knees, Lycian Apollo said to me:
“... poet, feed the victim to be as fat as possible, but, my friend, keep the Muse
slender.” (tr. Trypanis)
So Lycidas, the personification of bucolic poetry, resembles Callimachus” Apollo, a
connection that is reinforced by the etymological connection of their names, as
derived from Apollo’s epithet Avx(e)log,?' and their similar expression of
Callimachean poetical ideals, not only in the Aetia, but also at the end of the Hymn to
Apollo. As we have seen in the previous chapter, Apollo there advocates the same
poetic principles, but in relation to Homer and neo-“Homeric” poetry.???
Similarly, Lycidas supports Callimachean poetics by reference to Homer in Idyll 7:

one should not slavishly imitate the great poet from Chios:??*

G poL Kol TékTwVv HéY améxOetat 00TIc €QeLV)

toov 6pevg kopudha teAéoat dopov Qpopédovrtog,

kal Mowoav 6gvixeg 6oot ott Xiov aodov

avtio kokkVCovTeS €tota poxOiCovtL Id. 7.45-8

I hate the craftsman who strives to build his house as high as the topmost peak
of Mount Oromedon, and I hate those Muses” cockerels who crow vainly to no
effect against the singer who comes from Chios. (tr. Verity)

221 For the possible meanings of this epithet, see e.g. Harder 2010, II, on Aet. fr. 1.23.

222 The term is borrowed from Hopkinson 1988, 86, who uses it to denote t0 moinua 16 kKLKAKOV (“the
‘cyclic’ poem”), which Callimachus declares himself to hate in Ep. 28.1. See Ch. 1, par 2.5 for the text
and interpretation, which follows Koster 1970, 119 and Williams 1978, 89.

25 As Dr Cuypers suggests to me, the meta-bucolic statement in these lines is underlined by the
framing lines 35-6 and 49, which employ “bucolic terminology” (on which see p. 71 above).
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Bucolic Hylas: Idyll 13 of Theocritus

And there are more elements in this passage that associate Lycidas with Callimachus.
Lycidas’ polemic stance, and in particular his expressed hatred of the wrong kind of
poetry, brings Callimachus’ famous programmatic statement in Epigram 28 Pf. to
mind: ExOalow 1o motnua 10 kukAucodv. “I hate the “cyclic’ poem.”??* Lycidas” use of
the poetical metaphor of the craftsman (téxktwv) for the poet would recall another

Callimachean passage, Iamb 13, if we had it intact, for the Diegesis states:??°

'Ev 100t MEOS ToUg Katapedopévoug avTOV Tt TN MoAveWEela @V Yoadet
TIOMUATWV Artavtwv ¢notv 0t Tova pipettal Tov toaykov: dAA” ovdé tov
TEKTOVA TIG HEUPETAL TTOAVELDT) OKEVT) TEKTALVOUEVOV.

Dieg. 9.33-8 (Pfeiffer 1949-53, 1, 205)

In this poem Callimachus responds to those who criticize him for the formal
variety (polyeideia) of his poetry by saying that he is following the example of
Ion the tragic poet; he adds that no one faults a craftsman for fashioning various
articles. (tr. Nisetich, adapted)
Furthermore, as we have seen in the previous chapter, Erysichthon’s plan to build an
“epic” banqueting hall in Callimachus’ Hymn to Demeter, with its metapoetical
dimension, is opposed to Callimachus’ poetics.??® Despite its implicit character, the
passage thus provides a striking parallel with Lycidas” poetological statement.
A final point of contact concerns the ugly-sounding animals to denote literary

opponents, which recalls the prologue to the Aetia, where Callimachus rejects the

sound of asses:??”

24 Cf. Call. H. Dem. 117: éupot kakoyeitoveg £€x000i, “I hate evil neighbours”.

225 Cf. Hunter 1999, 164 (on Id. 7.45-6).

26 See Ch. 1, Section 3.2.1, where the metapoetical interpretations of Callimachus’ hymn by Miiller
1987 and Murray 2004 are discussed.

27 Although the example of the long flight of the cranes in the Aetia prologue (13-4) is in first instance
used by Callimachus to renounce long poetry, the passage may also suggest criticism of the style of
long (mythological and/or historical) poems, because of the ugly sound that cranes produce, and thus
provide an interesting parallel to Lycidas’ words. See Harder 2010, II, on Aet. fr. 1.13-6, for this
interpretation and for the interesting parallel in Lucr. DRN 4.176ff., “where the short songs of swans
are contrasted with the ugly shouting of the cranes”.
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(...) &viTolg YaQ aeldopev ol Aryvv 1)xov

téttryog, 0]opvBov & ovk EpiAnoav dvawv.

Onot pev oLATOEVTL TAVEIKEAOV OYKT)OALTO

AAAog, €y]w O einv oLA[a]x¥g, O TTeQOELS. Aet. fr. 1.29-30 Pf.

For we sing among those who love the shrill voice of the cicada and not the

noise of asses. Let others bray just like the long-eared brute, but let me be the

small, the winged one. (tr. Trypanis, adapted)
When Lycidas hands over his staff, the suggestion is that he invests Simichidas as a
poet. Although Lycidas here again resembles Apollo, whose role in the Aetia
prologue is somewhat similar, there is a more obvious connection with the Aetia.
Although our information concerning the text of this poem after the prologue is
scanty, the fragments and scholia seem to suggest that Callimachus described how he
was invested as a poet on Mount Helicon by the Muses, who communicated the Aetia
to him. Callimachus is obviously imitating his famous predecessor Hesiod here, who,
as we saw, had a similar experience in the Theogony (22-3), to which Callimachus

explicitly refers:?8

TIOLEVL PNAa VEHOVTL TtaQ” {xviov 0&€og Immov
‘Ho0dw Movoéwv éopog 6t fvtiaoev
m]év ot Xaeog yeveo]|
] émti mtéovng VO
TEVUXWV WG ETEQW TIS £ KAKOV TTIATL TEVXEL Aet. fr. 2.1-5 Pf./4.1-5 M

When the Muses swarmed up to Hesiod the shepherd, grazing his flock where
the swift horse left its print ... [they told him] ... of Chaos born ... [... wa]ter
[bursting] at heel ... and that “Evil devised against another eats the heart of its
deviser”. (tr. Nisetich)

28 For Hesiod as Callimachus” model, see e.g. Reinsch-Werner 1976; Fantuzzi & Hunter 2004, 51-60.
Callimachus’ Aetia seems to have Hesiod’s Theogony as a model for an alternative to heroic poetry
because of its aetiological interest in the Olympian pantheon, for the Aetia can be seen as “a kind of
sequel to Theogony, which takes the story to the next stage” (Fantuzzi & Hunter 2004, 54), by dealing
with the aetiology of the cults and rites of these same gods. Theocritus” bucolic poetry, on the other
hand, by modelling itself on Hesiod as a herdsman, seems to achieve the same anti-heroic objective in
a different way.
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Because of the already established intertextual contact between Idyll 7 and the
beginning of the Aetia, the fact that the encounter between Lycidas and Simichidas is
based on the same passage from Hesiod is very suggestive. We have already seen
that Simichidas portrays himself as a bucolic poet and follower of the shepherd-poet
Hesiod (91ff.), and now, when he is given Lycidas” staff, Simichidas recalls Hesiod

again:?¥

0 d¢ poL To AaywPoAov, adv yeAdooag
WG TAQEOG, ¢k Mowoav Eetvi|lov OTATEV T)ULEV. Id. 7.128-9

And he, with a cheerful laugh as before, gave me the stick, pledging friendship
in the Muses. (tr. Verity)

ws épaoav koval peyaAov AlOg AQTLETTELAL,

Kal ot oknmrov £€dov dadpvng éotOnAéog 6lov

doéaoat, OOV Evémtvevoav d¢ pot avdnv

Oéomwy, tva kAelowL t& T éoo0peva mEo T Eovta,

Kal p EK€AOVO” DUVELY HAKAQWV YEVOS alEV €0VTWY,

odag O’ avTac MEWTOV Te KAl DoTATOV alev deldetv. Th. 29-34

So spoke great Zeus’ ready-speaking daughters, and they plucked a staff, a
branch of luxuriant laurel, a marvel, and gave it to me; and they breathed a
divine voice into me, so that I might glorify what will be and what was before,
and they commanded me to sing of the race of the blessed ones who always are,
but always to sing of themselves first and last. (tr. Most)
Simichidas is now, just like Callimachus in the Aetia prologue, a friend of the Muse,
invested as a bucolic poet by Lycidas, who resembles both Callimachus” Apollo and
his (Hesiodic) Muses. The identification between Simichidas and the poet Theocritus
himself, which was already adumbrated at the beginning of the poem, is thus

reinforced by the link created between Simichidas and the poet Callimachus. At the

same time it is made clear that Theocritus’ bucolic poetry is Callimachean.

229 See also Hunter 1999, 149f. on this allusion.
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2.3. Heroic vs. bucolic poetry in Idyll 1: the ivy cup

In Idyll 7, Theocritus’ bucolic poetry is characterized as Callimachean. Just like
Callimachus, Theocritus (through Simichidas) aligns his poetry with that of the
shepherd-poet Hesiod. The other major ancient authority also comes into play when
Lycidas warns Simichidas not slavishly to follow Homer: the Homeric diction of the
poem?® and the allusions to Homer?! show that Homer is also an important model.
This attitude towards Homer resembles that of Callimachus at the end of his Hymn to
Apollo, where Homer was regarded as the pure source of all poetry, the quality of
which should be emulated, but the nature of which should not be slavishly followed
in every respect. The Callimachean alignment with Hesiod and stance with regard to
Homer are expressed differently, but no less clearly, by Theocritus in the other
important programmatic passage in his oeuvre: the description of the ivy cup in Idyll
1.27-61. Since ecphrasis involves the description of a work of art in art, the
phenomenon is a priori very susceptible to metapoetical reading as a mise en abyme, a
representation in miniature, of the work which contains it.?*> Moreover, apart from
the ecphrasis, Idyll 1 is already considered a very programmatic, “meta-bucolic”
poem by scholars. “In particular, the form of the poem - a dialogue between two
herdsmen - has been seen as paradigmatic of Theocritus’ representation of
shepherds’ song”.?® Furthermore, the greater part of the poem (64-145) consists of a
song by the shepherd Thyrsis on the foudAog Daphnis, “variously the first “bucolic’
singer and the original subject of ‘bucolic song’”.23* The song also clearly defines itself
as bucolic through the varied one-line refrain featuring bucolic terminology, for

example at the beginning of the poem:?%

20 Cf. e.g. Hunter 1999, 150, who notes that “the style of Idyll 7 is more ‘Homeric’ than almost any
other ‘bucolic’ poem”.

21 See e.g. Ott 1972, 134-49; Goldhill 1987, 3-4; Hunter 1999, 150 (with 199, on Id. 7.156): “The journey
of Idyll 7 ends with an evocation of the promised end of Odysseus” wanderings.”

22 See also Introduction, p. 9 with n. 30 and Ch. 1, Section 2.4 for this phenomenon.

233 Goldhill 1991, 240. Cf. Halperin 19834, 162.

24 Hunter 1999, 60. For the programmatic dimension of Thyrsis’ song in Idyll 1, see also e.g. Halperin
19834, 161-7; Cairns 1984; Goldhill 1991, 240-6; Hunter 2006, 60-8.

25 Cf. Goldhill 1991, 240-1.
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apxete PouvkoAkac, Motoat Gidatl, &oxet aoldag. Id. 1.1

Begin, my Muses, begin the herdsman’s song. (tr. Verity)

The ivy cup is the prize for Thyrsis’ song, and as Hunter comments: “In the bucolic
world of reciprocal exchange rather than financial transaction, cup is to be exchanged
for song: both are of an equal value.”?** Because of this parallelism between Thyrsis’
meta-bucolic song and the ivy cup, the ecphrasis is very likely to be a mise en abyme of
Theocritus” bucolic poetry in general, and it has often been interpreted as such.>” As
in Idyll 7, bucolic poetry is defined in relation to the epic genre, to which it formally
belongs because of the metre, the ancient criterion to define epic, and as in Idyll 7 this
relationship to epic is very Callimachean. First of all, Theocritus again aligns himself
with Hesiod, the paradigmatic Callimachean shepherd-poet, for the cup, given to
Thyrsis in exchange for a song, brings to mind the tripod Hesiod won in a poetry
competition (WD 656).2%

The most important model for the cup is the famous description of Achilles’ shield
in Iliad 18. Through his engagement with this ecphrasis, Theocritus again defines his
poetry in relation to Homer, the source of (heroic) epic. Theocritus — and the same
can be said for Callimachus - focuses on Homeric leftovers, on the non-heroic
material that Homer touched upon, but which was not hackneyed in the subsequent

epic tradition. As Hunter puts it: “The world of the bucolic poems is, from one

26 Hunter 1999, 76. See especially Halperin 19834, 163-7 for the relation between the ecphrasis of the
cup and Thyrsis’ song (“Whether the relation of cup to song is interpreted as one of parallelism,
expansion, or contrast, there can be no doubt that Theocritus intended each artefact to be set against
the other as complementary illustrations of the bucolic ‘genre’.”)

27 See e.g. Goldhill 1987, 2: “Each of the scenes on the cup has been thought indicative both of the
nature of the pastoral world described by Theocritus and of the Aemttog style of his Hellenistic poetry
— especially in the way that the depiction of the cup (in contrast with the shield of Achilles) offers a
series of small-scale, unheroic fragments with no pretensions to a holistic picture of the world”. For
the programmatic aspects of the ecphrasis, see also e.g. Lawall 1967, 28-30; Segal 1974a; Halperin
19834, 167-89; 218-9; Cairns 1984; Goldhill 1991, 243-4; Seiler 1997, 217-29; Hubbard 1998, 21-2; Hunter
1999, 76 (on Id. 13.27-61); extensive earlier bibliography at Halperin 19834, 161, n. 50.

28 Hunter 1999, 76 (on Id. 1.27-61).
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perspective, the world which epic forgot”.?** Accordingly, Theocritus” ecphrasis is on
the one hand clearly based on Homer’s Shield, as the three scenes depicted on the cup
“all have analogues on the Shield of Achilles”.?* On the other hand, however,
Theocritus describes a kiloovPov, an “ivy cup” (27), a rare word which only occurs
twice in Homer, in the Odyssey, referring to the cups of the herdsmen Polyphemus
(Odyssey 9.346) and Eumaeus (Odyssey 16.52). Thus, “it is clear that the cup is to be
seen as a ‘bucolicisation” of the Shield, where the first “bucolic poets” of literature
appear”.?! From Theocritus’ point of view, the Shield can be read as creating a
contrast between heroic and bucolic epic, for in the description of the city at war
(Iliad 18.509-40), the besieged inhabitants, who leave the city armed in an attempt to

ambush the besiegers, are contrasted with the shepherds encountered by their scouts:

oL 0’ Ote d1) O’ tkaxvov 601 oPplowy elke Aoxnoai, 520

&v motapw, 601 T &EdUOC ENV TAVTETOL BoTOLOLY,

EvO’ &oa tol v’ Covt elAvpévol albomt xaAkq.

oot O émelt’ andvevde dLW OKOTOL JATO Aawy,

déypevol oOmmdte pnAa Wolato kal EAtcag Poug.

ol d¢ Tdxa mEoYévovTto, dVw O A’ ETTOVTO VO EG 525

TeETOHEVOL OVOLYEL DOAOV O 0V TL TOVOT|oAV.

Ol HEV Ta TIEODOVTEG ETEDQAOV, WK O Emelta

TApVOVT Al Powv AyEAG Kal twea KaAx

AQYEVVEWYV OV, KTEVOV O €Tl unAofotnoac. 11. 18.520-9

But when they had come to the place where it seemed good to them to set their
ambush, in a riverbed where there was a watering place for all herds alike,
there they sat down, clothed about with ruddy bronze. Then two scouts were
by them set apart from the army, waiting till they should have sight of the
sheep and sleek cattle. And these came soon, and two herdsmen followed with
them playing on pipes; and of the guile they had no foreknowledge at all. But
the ambushers, when they saw them coming on, rushed out against them and
speedily cut off the herds of cattle and fair flocks of white-fleeced sheep and
slew the herdsmen. (tr. Murray & Wyatt)

239 Hunter 2002, xvi.
240 Hunter 1999, 76 (on Id. 1.27-61).
241 Hunter 1999, 76 (on Id. 1.27-61).
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This passage can be read as an aetiology of Theocritus’ poetry, which is on the one
hand contrasted with Homer’s heroic epic (as the city at war can thematically be seen
as a mise en abyme of the Iliad), but on the other hand licensed as an alternative kind
of epic by Homer, who does incorporate the herdsmen in his Iliad.>?

The way Theocritus deals with Homer’s Shield can be described as Callimachean,
because it resembles Apollo’s programmatic statement concerning his relationship
with Homer at the end of the Hymn to Apollo, but also because Callimachus alludes to
the Shield in a similar fashion. After the cities of peace and war, more poetical worlds
are depicted on Homer’s Shield, which can be seen as alternatives to Homer’s epic on
war. In particular the description of a boy making music amidst people working on a

vineyard is susceptible to metapoetical reading:?+*

Toloy O év péooolotL maig POQULY YL ALyein
(Heoev kBapLle, Atvov O’ VIO KAAOV &elde
Aemtalén Gav) 11. 18.569-71

And in their midst a child made pleasant music with a clear-toned lyre, and to it

he sang sweetly the Linos song with his delicate voice. (tr. Murray & Wyatt)
Callimachus reads these lines metapoetically. Stephens interprets the clear
intertextual contact between this passage and the Aetia prologue (marked in bold) as

follows:2#4

We (...) find compressed into these three lines the values most often associated
with Callimachean aesthetics as adumbrated in the Aetia prologue: a child or
youth as bard (fr. 1.6 Pf.: maig &te);**® delicacy of sound whether of instrument

2422 Cf. Stephens 2002/3, 13 (quoted below).

24 This metapoetical dimension is reinforced by the mention of “woven baskets” (mAextoig &v
taAdgowol) a line earlier (II. 18.568), as weaving is a common poetical metaphor (on which see
Introduction, n. 31). Cf. Hunter 1999, 82 (on Id. 1.45-54).

24 Stephens 2002/3, 13; 16; the bold markings are mine.

25 Cf. Stephens 2002/3, 16: “(...) Homer’s singer, the light-voiced pais, conforms to Callimachus’
formulation of his poetic persona as child-like, or young in the face of his critics, the old-fashioned
Telchines (fr. 1.16Pf.). As the prologue unfolds, the importance of the child’s voice is underscored by
the moment of poetic initiation — childhood (fr. 1.21-22 Pf.) - when Callimachus first ‘sings’. The small
voice of the child, like the ‘slender Muse’ and the thin-voiced and disembodied cicada that is the
essence of song (fr. 1.29-34 Pf.), is an emblem of Callimachus’ poetics.”
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or voice (fr. 1.24 Pf.: AemtaAény; fr. 1.29 Pf.: Aryvv); and the description of the
creative action as singing (fr. 1.1: &owdr); 23: aowd¢; 33: deldw). In fact, these
three Homeric lines provide not only a distillation but also a validation of
Callimachean aesthetics: they set out a poetic agenda that runs counter to epic,
while at the same time appearing side-by-side with and in epic, and it thus
seems authorized by Homer himself. (...)

In Callimachus these elements of Homer’s vignette have been elaborated and
diffused throughout the prologue; and their Homeric context — the Trojan war —
is no longer visible. In this way, Callimachus reverses Homer’s original gesture
as he adapts ‘Homer’ to fit his own poetic space.

So the boy on Homer’s Shield resembles Callimachus” own poetic persona and the

Linus song of the boy accords with Callimachus’ poetics. In relation to the

interpretation of Theocritus’ Hylas poem, it is interesting that Callimachus deals with

the Linus song himself later in the first book of the Aetia, in the context of the

adventures of Heracles (fragments 22-25 Pf./24-27 M). A farmer from Lindus

reproaches Heracles for killing his ox, but the hero does not listen:

w]c 0 pev EvO’ noarto, o O WS AAOS T)XOV AKOVEL
LleAAog évi Tpuaplowg ovpeov Tkaping,
N0V wg HaxAa pLATopoc wta eEVLXQOU,
WG AdIKOL TATEQWV LLEES, WS OL AVENG
— €001] Y&Q o0 HAA” EAad0g, & kal Atvog ob 0’ Exe AéEar 24
Av]yowv @g éméwv ovdev [omt]Cop[ev]og Aet. fr. 23.2-7 Pf./25.2-7 M

So he [the farmer] cursed then, but you [Heracles] did not listen, as the Selloi on
Mt. Tmarus hear the sound of the Icarian sea, as the wanton ears of youth hear
needy lovers, as unjust sons their fathers, as you the lyre — for you were not
easy and Linus could not tell you anything — respecting not at all the dire words

(tr. Stephens 2002/3, 20)

Linus occurs here in his role as Heracles’ musical instructor, to whom the hero did

not listen.?” In lines 5-6, Callimachus seems to refer to the “proverbial example of the

lack of musicality — an ass listening to the lyre”.?*® This reminds us of the prologue of

26 Pfeiffer 1949-53 prints the end of line 6 as AL og ovoexeAéE..—, but approves of the restoration of
Wilamowitz in his apparatus; Massimilla (1996) prints the text with restoration, as it stands here.

247 Stephens 2002/3, 20. See p. 17 of this article for the several identities of Linus.

28 Stephens 2002/3, 20.
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the Aetia, where Callimachus associates his own poetry with the “clear sound of the
cicada” (Aryvv nxov | téttryog, 29-30), which he contrasts with the braying of asses
(6opvPov ... ovawv, 30). Heracles is thus associated with the un-Callimachean sound
of asses, heroic poetry, which is reinforced by his characterization as o0 HAA’
EAadog (6), the opposite of the Callimachean poetical ideal Aemttotnc.?* By analogy,
Linus is a Callimachean singer, a message reinforced by the intertextual nexus that
connects the passage to the Aetia prologue (Awryvv, 29) and Iliad 18.569, where the
Callimachus-like boy was playing a “clear-toned lyre” (¢poouryyt Avyein).

Theocritus reacts to the boy on Homer’s Shield in similar metapoetical fashion. The

third scene on the ivy cup depicts a small boy guarding a vineyard:?°

TTOoV O’ 6000V ATWOEV AALTEUTOLO YEQOVTOG

Tegkvalol otaduAaiot kaAov BéBofev aAwd,

TV OALYOG TIS KWQEOG €’ alpaoixiot puAdooeL

THEVOS™ AUPLOE ViV DV AAWTEKES, & HEV AV OQXWS

doutr) owvopéva Tav TEWELHoV, & O €T Ttrjoa

TIAvTa OOAOV TELXOLOA TO AoV OV TOLV Avnoety

datl ety 1) axpaTioToVv €Tl ENolot KaOLEn.

avta 0y’ avOepikolot kaAav mAékeL akpLooOnpav

oXolvw EPaguocdwv HéAeTat ¢ ol oUTe TL MNEAG

oUTe PUTOV TOoOTVOV OO0V TeQL MAEYpATL YaOeL Id. 1.45-54

Not far from this sea-beaten old man there is a vineyard, heavily laden with
dark ripe grape-clusters. A little boy watches over it, perched on a drystone
wall. Two foxes lurk nearby; one prowls down the vine rows, stealing the ripe
fruit, while the other pits all her cunning against the boy’s satchel. No respite
for him, she reckons, till he has nothing left for breakfast but dry bread. But he
is twisting a pretty trap for grasshoppers of asphodel, plaiting it with rushes,
with never a thought for satchel and vines, absorbed as he is in his weaving
task. (tr. Verity, adapted)

Through an “unusually close reworking”,?! Theocritus immediately makes clear that

Homer’s vineyard scene with the boy making music is his main model:

249 Stephens 2002/3, 20.
250 For the programmatic aspects of this scene in general, see Ott 1969, 99-109; Halperin 19834, 176-81;
Goldhill 1987, 2-3; Hubbard 1998, 22; Hunter 1999, ad loc.
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év 0t ti0eL otaduAnot puéya Bolbovoav AAwnv
KAV xovoemyv ... 11. 18.561-2

On it he [Hephaistos] set also a vineyard heavily laden with clusters, a

vineyard fair and golden ... (tr. Murray & Wyatt)
Just as Callimachus did, Theocritus has interpreted Homer’s boy in a metapoetical
way and has made him a symbol of the bucolic poet/himself. Whereas Callimachus’
poetical persona became Homer’s maig, however, singing the same kind of refined
song, Theocritus does something different. By depicting the boy as engaged in
“weaving” (mAéxet, 52), Theocritus activates the potential poetical metaphor of
weaving in Homer, where the boy’s bystanders were carrying fruit “in woven
baskets” (mAextolg év taAagowot, II. 18.568).%2 Probably, the fact that the boy is
making a trap for grasshoppers is in this context metapoetically significant as well,
for in Idyll 7.41 Simichidas, speaking to Lycidas about his own poetic qualities,

associates this insect with good poets:

Kal Yoo €yw Moloav kamugov otoua, ke Aéyovtt

TLAVTEG A0V AQLOTOV* EYw O TIC OV TaXLTtelOn|g,

oL Aav: 0V YA&Q Tw KAt €U0V VOOV 0UTe TOV €00AOV

ZikeAdav viknut tov €k Lapuw ovte DA itav

aeldwv, PATEoX0G 0 TOT AKQOWAC WG TIC £QI0dW. Id. 7.37-41

I have a clear voice too, you know, the gift of the Muses. Men call me the best of
singers, though I'm not one to be quickly persuaded, I assure you. I certainly
don’t believe I am yet a rival to mighty Sicelidas of Samos in song, not to
Philitas. I'm but a frog competing with grasshoppers. (tr. Verity)

Moreover, this poetical association of the small animal also brings to mind the cicada,

with which Callimachus explicitly associates himself in the Aetia prologue (29-32),

and to which Thyrsis is compared later in Idyll 1 by the anonymous goatherd because

251 Hunter 1999, 82 (on Id. 1.46).
252 Segal 1974a, 3 already noticed that the boy constructing the grasshopper trap is an image for a poet.
For weaving as a common poetical metaphor, see Introduction, n. 31 above.
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of his archetypically bucolic song about Daphnis.?>

The grasshopper-trap that the boy is making can be seen as a “symbol of the
poem”?* and, as a further mise en abyme, as an emblem of Theocritus’ bucolic poetry.
For the basket is made in part of reed (oxotvw, 53),>° the same material of which that
other symbol of Theocritus” poetry, Daphnis’” panpipe is made.?** The programmatic
dimension of the boy’s basket is reinforced later by Virgil, who clearly uses weaving

a basket as a symbol for the writing of a bucolic poem:%”

haec sat erit, divae, vestrum cecinisse poetam,
dum sedet et gracili fiscellam texit hibisco,
Pierides ... Ecl. 10.70-2

To have sung of these things, goddesses, while he sat and wove | a frail of slim
hibiscus, will suffice your poet. (tr. Lee)
To speak through Hunter, “the boy on the cup is an image of the bucolic poet,
constructing something beautiful from ‘natural materials” (52-3)”,%® and Theocritus’

poetical persona is thus, like that of Callimachus, a playing child.?”

253 Jd. 1.148: téttryog €mel toya Péptegov adelg, “for you sing more sweetly than the cicada” (tr.
Verity).

254 Cairns 1984, 104.

25 See Goldhill 1987, 3-6 for the possible metapoetical associations of the word through the
intertextual contact with Callimachus’ Aetia prologue, where oyxotvog occurs in the sense “land-
measure” in a poetological context.

2% Cairns 1984, 102.

257 Cairns 1984, 103, who also adduces Servius’ comment (on gracili): allegoricos significant se composuisse
hunc libellum tenuissimo stilo. “He allegorically says that he has composed a poetry booklet in the most
refined style.” See also Ch. 3, Section 5.2 for the metapoetical significance of Virgil’s basket.

258 Hunter 1999, 82 (on Id. 1.45-54).

2% Cf. Halperin 19834, 181: “The playful child came to be a fitting figure for the Alexandrian poet
dedicated to upholding standards of artistic modesty and avoiding the grand themes of ‘serious’
literature. The most famous instance is Callimachus’ self-characterization in the Aetia prologue (...).
The import of Theocritus’ miniature was not lost on Virgil, who portrays himself at the end of his
Bucolics engaged in an occupation resembling that of the boy on the ivy-cup — similarly combining
novog and matyviov, meditari and ludere, work and play — and almost as irresponsibly absorbed
(10.71)”. See also Halperin 1983a, 181 for other aspects of the passage that are programmatic for
Theocritus’ poetry, such as the “concentration on a single humorous incident” and the “sense of
unencumbered delight”. An interesting question, which I cannot address here, is whether the foxes,
who steal away the boy’s food while he is weaving, can also be interpreted metapoetically as rival
poets.
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So in the ecphrasis of the ivy cup Theocritus describes his bucolic poetry in very
Callimachean terms as playful, refined, sophisticated and original with regard to the
heroic epic tradition by means of a “technique of inversion”, as Halperin calls is,

through which he turns heroic epic inside-out.2

3. Bucolic Hylas, epic Heracles

In Idylls 1 and 7, Theocritus defines, or comments on, his own bucolic poetry in very
Callimachean terms. But the poems differ in their approach. Idyll 7 deals more clearly
and explicitly with poetry than the ecphrasis in Idyll 1, which is only implicitly about
poetry. I will now argue that Theocritus’ Hylas also defines bucolic poetry in
Callimachean terms, in yet another way, for Idyll 13 is not a bucolic poem. Whereas
in Idylls 1 and 7 the “technique of inversion” is used to define bucolic in relation to
heroic poetry from within a bucolic poem, Idyll 13 does so from outside, for the story
that Theocritus tells Nicias is not about a herdsman, but about the epic hero Heracles
participating in the epic expedition of the Argo. At first sight, the poem thus seems a
mythological, heroic-epic episode. Accordingly, the poem is generally denoted as an
epyllion, a “little epic” in Hellenistic fashion.?! This is reinforced by the occasional
epic language®? and the fact that it summarizes half an epic Argonautica in lines 16-

2429 Apart from the problems with the modern concept “epyllion” itself, which is

260 Halperin 19834, 219: “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.” Cf. Bing 1988, 47; DeForest
1994, 25: “[Theocritus’] Idylls are essentially epic poems turned inside-out.”

201 E.g. Crump 1931; Gutzwiller 1981; 1996, 132-3; Hunter 1999, 262, who, however, also notes on Id. 13
that “in length and scope (...) it is well short of what are traditionally regarded as Hellenistic ‘epyllia’,
poems such as Moschus’ Europa and the Megara ...”. Cf. Hollis 1990, 23-4, who doubts “whether
‘Hylas’ should be considered an epyllion” (24, n. 4).

262 Cf. Hunter 1999, 262.

263 In fact, as e.g. Hunter 1999, 271 (on Id. 13.16-24) points out, these lines correspond to the first half of
Apollonius’ Argonautica. See also Section 3.3.1 for this intertextual contact.

88



Bucolic Hylas: Idyll 13 of Theocritus

not used in antiquity as a technical term and is quite vague,?* it is misleading to call
Idyll 13 an epyllion, because the poem contains elements that can be called bucolic,

such as the motif of the echo, to which I will turn first.

3.1. Reading Hylas’ echo

As we have seen in Chapter 1, the answer of Theocritus” Hylas to Heracles’ cry (59-
60) resembles an echo, and it has interpreted as such by Virgil, Propertius and
Valerius Flaccus.?® As was also pointed out, and as the underlinings below indicate,

line 59, describing Hylas” answer, “echoes” line 58 on a textual and phonic level:

1olc pev “YAav dvoev, 60ov Pabuig fipvye Aauog:
1olg O &’ O Tl UTTAKOLOEY, ARalax O TkeTo dpwva
¢€ Bdatog, magewv d¢ pAAa oxedOV €ideTO MOQOW Id. 13.58-60

“Hylas!” he bellowed, as loud as his deep throat could cry, three times. Three
times the boy replied, but his voice rose faint from the pool; though close, it
sounded far away. (tr. Verity)

264 The use of the term epyllion to denote a short mythological narrative in hexameters was invented in
the 19t century (see Reilly 1953 for this origin). Allen 1940 has convincingly argued that émOAAOV
was not used to denote a literary category in antiquity, and he also shows that the characteristics
commonly ascribed to the modern concept of epyllion (long speeches, dreams, prophecies,
digressions, ecphrasis), do not appear in all the epyllia and, furthermore, occur in other genres.
Although Gutzwiller 1981 still thinks the term can be useful to denote “short mythological poems”,
length remains a problematic criterion, particularly in the case of Id. 13, because both poems of 1000 or
more lines (Callimachus’” Hecale) and poems of about 100 lines (such as Id. 13: 75 lines; Id. 25: 84 lines)
are usually regarded as epyllia. The modern term thus conceals the fact that in antiquity the word epos
was used to denote a hexameter poem or hexameter verse, which could vary from a small poem to a
full-blown epic. Nevertheless, with respect to those poems labelled “epyllia” by scholars, I agree with
Hollis 1990, 25 that “the category is a genuine one. Roman poets who composed such works as Catul.
64 or the pseudo-Virgilian Ciris (...) must surely have believed that they were using a recognizable
form inherited from the Greeks; and the traces of Callimachus’ Hecale which may be found in both
these works, as well as in several episodes of Ovid’s Metamorphoses, suggest that our poem [the Hecale]
was given an honoured place in the evolution of the genre”. As with bucolic poetry as a genre,
however, for which Virgil was crucial, may it not be the case that epyllion (or whatever one would like
to call it) became a strictly demarcated literary category, which comes closer to what we understand as
a genre, in Roman times?

265 See Introduction, Section 2 for a survey of the echo motif in these authors.
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But the echo phenomenon also features in another way in these lines, through an

allusion to three lines from the Iliad, which deal with a wounded Odysseus:2

avtaQ 0 V' éfomiow avexaleto, ave O Etalpoug.

To1¢ pev Emelt’ JUoev 600V KePaAT) x&de pwtog

ToIG O &iev tdxovtog donipiroc MevéAaog. Il. 11.461-3
But he [Odysseus] gave ground, and shouted to his comrades; thrice then he
uttered a shout as great as his head could hold, and thrice did Menelaos, dear to
Ares, hear his call. (tr. Murray & Wyatt)

As the underlinings show, this allusion is triggered by words which also constitute
the textual echo within Theocritus’ text. This suggests that Theocritus, like the Latin
poets who read and interpreted him, used the phenomenon of echo as a trope to
describe the intertextual relationship with his predecessor: Theocritus “echoes”
Homer.?” There is yet another intertextual echo involved, as Hylas’ reply in line 59

alludes to Menelaus’ reaction to Odysseus’ cry (as the bold markings in the

Theocritean text above show):268

aipa O aQ” Alavta moooedhwveev Eyyvg Eéovta

“Alav doyeveg TeAapwvie, kolpave Aawv,

apdt p’ 'Odvoonog taAacidpovog tketo dpwvn*,

T KEAT) @G el € PLaTo povvov Eovta

Towec amotunavteg évi kpater) Lopivn.” 1l. 11.464-8

* v vulg.: &utr| Aristarchus

And immediately he [Menelaus] spoke to Aias who was near at hand: “Aias,
sprung from Zeus, Telamon’s son, lord of men, in my ears rang the cry of
Odysseus of the steadfast heart, as though the Trojans had cut him off in the
mighty combat and were overpowering him alone as he is.” (tr. Murray &
Wyatt)

266 See also Gow 1950, II, 242 (on Id. 13.58); Hunter 1999, 282-3 (on Id. 13.58-60) for this and the
following allusion.

27 See Hinds 1998, 5-8 and Barchiesi 2001, 139-40 for the echo as a “trope of intertextuality”. See
Introduction, Section 2 for this phenomenon in the Hylas versions of Virgil, Propertius and Valerius
Flaccus.

268 Hunter 1999, 283 (on Id. 13.58-60).
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Theocritus seems to allude to the “vulgate” text of Homer, which reads ¢pwvr] in line
466.2° However, Aristarchus’ “emendation” &vt — it “echoes” fjuoev in 462?70 — is
very seductive, as this word is echoed in Theocritus” poem as well. The origin and
status of Aristarchus’ reading (which postdates Theocritus) cannot be determined,
and so we do not know if Theocritus was familiar with it. If he was, he could be
reflecting a scholarly debate on the correct reading of a line of the Iliad. In typically
playful Hellenistic fashion, Theocritus would then reject the variant, but at the same
time Idyll 13 would reproduce the echoing effect (kvoev — UTtdkovoev) that the text
of the Iliad would have with this reading (fjooev — avtr)) if it were to be adapted.

I think, however, that there is another, metapoetical explanation for Theocritus’
use of pwva. Through the allusion to Iliad 11, Theocritus clearly associates Heracles

with Odysseus, who is involved in a typically epic situation on the battlefield:

Toig pev “YAav &voev, 60ov Pabuig rjovye Aapog Id. 13.58
TEIiG pev Emelt ffioev 600V kKePaAr) xade Gpwtog 1. 11.462

We are reminded of the archetypically heroic status of Heracles, but the difference of
the situation in Idyll 13 is immediately made clear in the next line, for it is not a
Homeric hero who replies to Heracles’ epic roar, as Menelaos reacts to Odysseus’ cry,
but a boy with a thin voice. The epic associations of Heracles, both in general and in
these lines specifically, already suggest that the contrast between him and Hylas has
a metapoetical dimension, but this is reinforced by the terminology associated with
Hylas. His voice is described as doaix (“thin, faint”), a word which is regularly
glossed as Aemttr| (“slender, refined”),?”! one of the keywords of Callimachus” poetical

programme.?? But doaud itself also occurs in a metapoetical context in Callimachus’

269 On which see Nagy 1997, 114-22. I have printed the text of van Thiel 1996.

270 Hainsworth 1993, 274 (on II. 11.466);

271 Hunter 1999, 283 (on Id. 13.59)

272 See e.g. Call. Aet. fr. 1.21-24 Pf. (Movoav ... AemtaAényv, “slender Muse”). Cf. Call. Ep. 27.3-4 Pf.
(xaipete Aemtal | grjoteg, “hail, subtle words”) and H. Art. 242-3: Omrjetoav d¢ Atyewat | AemtaAéov
ovoryyec. . The programmatic use of the Latin translation of Aemttdg, tenuis, to express Callimachean
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Hymn to Delos. As scholars have argued, the small island celebrated in this poem, the
birthplace of Callimachus’ patron deity Apollo, can be seen as a symbol of his

poetry.?” Line 191 is one of the elements that constitute the “partial allegory”:2*

£oTL dLetdopévn Tic &v VOATL VI|oog dQaur H. Delos 191
There is an island on the water, shining, slender. (tr. Nisetich)

As S. Slings has pointed out,?” the application of the word to an island suggests a
metapoetical meaning, for the island is not particularly “slender”, and oo is not
elsewhere in Greek literature applied to an island. Furthermore, the island is also
called dtewouévn, “clear”, “shining”, an allusion to the etymology of the name of the
island (< dnA0g). In this context it is interesting that Callimachus calls Antimachus’
Lyde, a work which he also seems to attack in his Aetia prologue,?® “both fat and not
clear” (kat moaxL yodppa xat ov topdv (fr. 398 Pf.). The two characteristics
mentioned here are diametrically opposed to the characterization of Delos, in terms
that are each other’s antonyms.?”” So apaur), which at first sight seems a somewhat
strange combination with vijoog, has a strong metapoetical dimension.?”®

In Idyll 13 the metapoetical dimension of dpaix is reinforced through the

combination with ¢pwva (59), which recalls the already discussed Callimachean boy

allegiance is widespread. See e.g. Virg. Ecl. 6.8 (in a Callimachean context): agrestem tenui meditabor
harundine Musam (“I now will meditate the rustic Muse on slender reed”; tr. Lee); cf. Ecl. 1.2, also in a
programmatic position (cf. also n. 257 above, on Servius’ interpretation of Ecl. 10.71). Hor. Epist.
2.1.224-5 makes the poetological metaphor very explicit and parodies its hackneyed use by
Callimachus-followers: cum lamentamur non apparere labores | nostros et tenui deducta poemata filo.
“When we complain that that men lose sight of our labours , and of our poems so finely spun.” (tr.
Fairclough) Cf. Feeney 1991, 323, n. 34 on this quotation: “the last phrase is, as it were, in inverted
commas.” See also e.g. Reitzenstein 1931, 34-7; Clausen 1964; 1987, 3; Schmidt 1972, 21-6; Ross 1975,
26-7; Hubbard 1998, 101 on tenuis as translation of Aemttoc.

273 See notably Slings 2004 (what follows takes a cue from his discussion at pp. 283-4). See also notably
Bing 1988, 110-28 on the metapoetical aspects of Callimachus’ Hymn to Delos.

274 The term (on which see also Introduction, Section 3) is borrowed from Slings 2004.

275 Slings 2004, 283.

276 See Harder 2010, II, on Aet. fr. 1.9-12.

277 See Slings 2004, 283 for an example from Homer.

278 As with other aspects of Callimachus’ poetics, the poetological dimension of doau] may go back to
Philitas, who seems to have used the word in a poem (fragment 17 P), in which a man is described on
which, as Hubbard 1998, 25-6 suggests, Theocritus could have based his Lycidas.
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(maig) on Homer’s Shield, singing the Linus song with “delicate voice” (AemtaAén
dwvm); see p. 83 above). Callimachus had made Homer’s boy his own poetic persona,
and in the ecphrasis of the ivy cup, the boy became a symbol for Theocritus’
Callimachean bucolic poetry, indeed for Theocritus himself. Hylas, who is of course
also a maic (and described as such in the same line in which oo pwvd features),
becomes a similar symbol for Callimachean poetry. As in Idyll 1, this poetry is
characterized in relation to Homer, for Hylas resembles Homer’s boy, the symbol of
the poetical alternative to heroic epic, licensed by the master himself. The allusions to
the Iliad in lines 58-60 underline this: whereas Heracles resembles Odysseus, Hylas’

Callimachean ¢pwva (59) reply is unlike Menelaus’ epic ¢pwvr) (II. 11.466).2

3.2. The bucolic echo

But Hylas is not just Callimachean. Apart from its other meanings, Hylas” echo also
touches upon an essential feature of Theocritus” bucolic poetry, because of its natural
and musical associations.?®® Already in the first lines of Theocritus” programmatic
first Idyll an essential link is created between bucolic song and the sound of nature:

both are “sweet” (adV):2%

adL TL TO PLOvELOoUA KAl & TTTLG AlmoAe THva
& TOTL TALG TTAyAloL peAlodeTatL. adv O¢ Kkal TU
ovplodec. (...) Id. 1.1-3

There is sweet music in that pine tree’s whisper, goatherd, there by the spring.
Sweet too is the music of your pipe. (tr. Verity)

This link also lurks behind the metaphors of, for instance, the cicada and the

grasshopper for the bucolic poet, which are so prominent in Theocritus’ poetry.

279 Perhaps we can see Theocritus metapoetically summing up his relationship to Homer when he
describes Hylas’ (intertextual) echo as magewv 8¢ paAa oxedov eideto mogow, “though close, it
sounded far away” (60).

280 Cf. Hunter 1999, 282 (on Id. 13.58-60), who points out that “the origins of Echo, the extreme case of a
‘natural’ sound requiring human agency and thus a mythic model for bucolic poetry, is one of the
central bucolic myths”.

281 For more examples of this link, see Hunter 1999, 68-70.
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Hylas” echo can be seen to symbolize this harmony between bucolic song and nature.
This conception of echo is further developed by Virgil in his Eclogues, “where echo is
the sign of nature’s sympathy with man”,?? and the later pastoral tradition, where
the origin of the natural phenomenon becomes one of the central myths.?®® Virgil, for
instance, makes it very clear that for successful bucolic poetry, an echo of the woods,
silvae — with which Hylas is associated because of his name?* — is essential as a kind
of “sounding board”.?®> The beginning of Eclogue 1, which reworks the beginning of
Theocritus’ first Idyll quoted above, is a very clear and programmatic example of this

bucolic echo, which is emphasized by the textual echo Amaryllida silvas:*

(...) tu, Tityre, lentus in umbra
formosam resonare doces Amaryllida silvas. Ecl. 1.4-5

(...) you, Tityrus, cool in shade,| are teaching woods to echo lovely Amaryllis.
(tr. Lee)

282 Hardie 1998, 11. On the the importance of “pastoral echo” in the Eclogues, see also Desport 1952, 63-
9; Damon 1961, 281-90; Boyle 1977; Hardie 2002, 123-4. See also Ch. 3, Section 7.2 for an interpretation
of Hylas’ echo in Ecl. 6.43-4 as an aetiology of bucolic poetry, and Ch. 4, n. 539 for other ways in which
nature expresses its sympathy with man in the bucolic world of Virgil's Eclogues.

283 See e.g. Longus, D&C 3.23, where the aetiological myth of Echo is told, which closely associates the
echo with bucolic poetry. The bucolic patron god Pan, jealous of Echo’s music, is responsible for the
nymph’s death (by letting herdsmen rip her to pieces), and thus for creating imitative music (note the
etymological play on uéAn, both “limbs” and “melodies”): kat ot puéAn I'n xaowouévn Nopdaig
giQue TAVTA KAl ETNEETE TNV HOLOLKIV Kal yvoun Movowv adinot Gpwviv kal HpEelTal mavta
kaBOdmeQ totTe 1) KOEN, AavOpwmovg, doyava, Onolar pipettat kat avtov ovplttovta tov ITava. “For
love of the nymphs, Earth hid all her limbs, still singing and kept their music, and now, by will of the
Muses, she emits a voice and mimics everything, just as the girl once did: gods, men, musical
instruments, animals. She even mimics Pan playing his pipes.” (3.23.4-5; tr. Morgan) The bucolic
association is reinforced by the close parallels between Echo and Syrinx (2.33.3-34), another victim of
Pan, who will transform into the bucolic instrument par excellence (kai 1) T0Te MAEOEVOC KAAT) VOV
¢oti ovory€ povoikr). “And what was once a beautiful girl is now these tuneful pipes” (tr. Morgan).
See also Borgeaud 1988 on the close affinities between the myths of Echo and syrinx. This parallel also
suggests that the myth of Echo/echo (as told by Longus) concerns the origin of bucolic poetry. See
further e.g. Damon 1961, 291-8 on the “pastoral echo” in the later pastoral tradition.

284 See Introduction, Section 2.

285 Damon 1961, 283, who also discusses examples.

266 Clausen 1994, ad loc. See also Hardie 2002, 204 for the programmatic dimension of the lines:
“Amaryllis’ name embodies ‘love in the woods, love in the pastoral world’; she is almost a
personification of satisfied pastoral desire.”
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Just like the boy on the ivy cup, Hylas, who is transformed into an echo and thus
produces a natural sound, becomes a symbol of the bucolic poet, in fact of Theocritus
himself. As Hylas’ transformation is the aetiology of the echo phenomenon, Idyll 13
can also be read as an allegory of the emergence of bucolic poetry, and that of
Theocritus in particular. As I will argue in the next chapter, Virgil takes Theocritus’
cue in Eclogue 6, employing Hylas” echo to describe the origin of his own bucolic

world.28”

3.3. Hylas and Daphnis

The connection between Hylas and Theocritus himself is reinforced by the parallels
between Hylas and the Daphnis, “variously the first ‘bucolic’ singer and the original
subject of ‘bucolic song’”,?® whose fate is sung by Thyrsis in Idyll 1. It is hard to see
what exactly is happening to Daphnis, which is at least in part due to the impression
given by Theocritus that the story about Daphnis is well-known.?®* What is clear is
that Daphnis in Idyll 1 is wasting away with a violent passion for a girl, who is called
Xenea by Lycidas in Idyll 7.73, where a similar situation is described.”* As the words
of Aphrodite, who visits Daphnis in his agony, seem to suggest, Daphnis’ passion

was instilled in him by the goddess as punishment (for his rejection of her?):

287 Ch. 3, Section 7.2.

288 Hunter 1999, 60.

289 See also Section 2.3 above.

290 Id. 1.19: &AA& 0 yap 01, ®Vpot, & Addvidog aAye’ deldec. “But look, Thyrsis, you have sung of
The Sufferings of Daphnis.” (tr. Verity). See Hunter 1999, 61 on these and other ways in which a “sense
of tradition is written into the poem”.

21 ]Jd. 1.66: maq mox” &g’ No®’, Ok Aadvic étaxeto, ma ok, Noudar, “Where were you, Nymphs,
when Daphnis wasted away, where were you?” (tr. Verity); Id. 1.77-8 (Hermes addressing Daphnis):
Aadvy | Tl TV kKatatELXeL Tivos, wyabé, téooov Egaoat, “Daphnis, who is it that torments you?
Who do you long for so much?” ~ Id. 7.72-7: (...) 6 8¢ Ti{tvgog &yyv0ev awoet | ¢ moka tag Eevéag
nodooato Addvic 6 Bovtag (...) katetaketo ... “Nearby Tityrus will sing how once Daphnis the
cowherd fell in love with Xenea (...). He was wasting away ...” (tr. Verity).
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NvOe ye poav adeta kat & Komoig yeAdowoa,
AdBon pév yeAdowoa, Baguv & dva Bupov éxoloq,
kelme “10 Onv 1oV "Bowta katevxeo, Addvi, Avyi€etv:

5

1 ¢’ ovk avtog Epwtog O agyaréw EAvyixOng;” Id. 1.95-8

And Cypris too came to see him, laughing with delight, but laughing in secret,

feigning a heavy heart. She said: “Did you really boast that you could give Love

a fall? Is it not your yourself who are thrown by cruel Love?” (tr. Verity)
Daphnis’” proud answer to the goddess shows that instead of giving in to his love —
which would be easy, as Priapus tells Daphnis that the girl he loves is looking for
him and wants to be with him?? — Daphnis has decided to resist his passion, and thus

Aphrodite, at the expense of his own life:

tav O doa xw Aadvic motapePetor “Komot fagela,

Kvmot vepeooata, Komot Ovartoiow anexOng,

non yao ¢poaodn mave” &Aov dppt dedvKeLy;

Aadvic kv Ada kaxov éooetat dAyog "Eowtt Id. 1.100-3

Then Daphnis answered: “Hard Cypris, vengeful Cypris, Cypris hated by
mortals; so you really believe that my last sun has set? I tell you, even from
Hades Daphnis will prove to be a source of painful grief to Love.” (tr. Verity)

So what about the parallels between Hylas and Daphnis? Love, an important theme
in Theocritus’ bucolic poetry,?® of course plays an essential role in the stories about

both Hylas and Daphnis, but the latter’s death, as described in Idyll 1, specifically

recalls that of Hylas:

XW HEV TOOO” elmwV anenavoato” tov O Adodita

NoeA” avogbwoar ta ye pav Atva mavta AeAoimet

&k Mowav, xw Addvic €Ba goov. ékAvoe diva

tov Moloaig Gpidov avdoa, tov ov NUovdarowy amexon. Id. 1.138-41

22 Jd. 1.81-3; 85: (...) vO’ 6 Ipoinmoc | kfdpa “Aadvv tdAav, ti T Tdkeay & d¢ v KWEa | mdoag
ava kpavag, mavt dAoea mooot dpogettat | ... | Latelo” & dVOEQWS TIS dyav Kal durxavog éootl.”
Priapus came and asked: “Poor Daphnis, why are you wasting away? Your girl is scouring
everywhere, woodland and spring (...) seeking you. Love is surely cruel to you, helpless man.” (tr.
Verity).

23 See e.g. Halperin 19834, 121-4; 129-31; 178f.; 233-5.
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So much he [Daphnis] said, and ended; and Aphrodite would have raised him
up again, but all the thread the Fates assigned was run, and Daphnis went to
the stream. The waters closed over him whom the Muses loved, nor did the
Nymphs mislike him. (tr. Verity)
These lines are much discussed. Generally speaking, there are two interpretations.
According to the first (which is also that of the scholiast), Daphnis goes to the river
(060v) of the Underworld. The lines would thus metaphorically present Daphnis as
dying.?** According to the other explanation, Daphnis literally drowns.?* I agree with
Hunter, however, that the two interpretations of these mysterious lines do not
exclude each other: “The emphasis on the watery nature of his end — whether it is
understood literally or metaphorically (...) — seems to point to a specific narrative
and not simply to be an elaborate way of saying ‘went to the Underworld’, though
the words must also evoke such an idea.” So lines 140-1 at least suggest that Daphnis
drowns, and the combination of love, death and water brings to mind Hylas’ rape.?®
The link with Hylas is reinforced by a further suggestion in Apollonius’ version of
the story that Daphnis drowns in Hylas” spring. There Hylas is also said to go to a
000¢: topoa O “YAag XaAkén oLy kAATOL voopv Opidov | dilnTto kErvng teQov
ooov. “In the meantime, Hylas went off from the crew with a bronze pitcher in
search of a spring’s sacred flow.” (Arg. 1.1207-8; tr. Race). A few lines later another
parallel with Daphnis” account in Theocritus presents itself, for dtvn (“whirlpool”) is
the word used by Apollonius to describe the water into which Hylas is pulled by the
nymph:?7 péon & évkappPare divn. “And she [the nymph] plunged him into the
midst of the swirling water.” (Arg. 1.1239; tr. Race)
Another parallel between Hylas and Daphnis is provided by the girl who loves
Daphnis (Xenea), for in her search she resembles Theocritus’ Heracles, whose

“crazed search and wandering place him in the role (...) of the kwpa in Priapos’

24 See e.g. Gow 1950, II, ad loc.; van Erp Taalman Kip 1987 for arguments in favour of this view.

25 See e.g. Prescott 1913; Ogilvie 1962; Williams 1969; White 1977; Segal 1974b, 23-4; Halperin 19830,
193 for this interpretation.

26 Segal 1974b, 27.

27 Segal 1974b, 24.
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account of Daphnis’ situation at 1.82-85”.28 This link and the intertextual connections
between Idylls 1 and 13 in general are further developed by Bion, whose account of
Aphrodite’s search for the wounded Adonis drew up on both poems.?”

Although the precise extent to which Theocritus’ Hylas and Daphnis, the
archetypal bucolic poet, resemble each other cannot be determined, it is clear that
there is intertextual contact between the two characters, which strengthens the
identification of Hylas with the bucolic poet Theocritus and his conception of bucolic

poetry —regardless of the priority of the two poems involved.3

3.4. The bucolic landscape of Idyll 13

Hylas” echo of Heracles” cry can, then, be read metapoetically as a metaphor
describing the Callimachean relationship between Theocritus” bucolic poetry and the
heroic, epic tradition, the Iliad in particular. In what follows I will argue that the
elaborately described landscape in which Hylas disappears contributes to the
opposition between the heroic Heracles and the tender, Callimachean Hylas,

allowing the poem to be read as a metapoetical allegory of Theocritus” bucolic

poetry.

3.4.1. The landing in Mysia: Theocritus and Apollonius

Already at the beginning of the mythological episode, it is suggested that Mysia,
where the Argonauts land, is a metapoetical landscape, for it is contrasted with the
heroic world of the Argonautic expedition, half of which is summarized in only one

sentence in lines 16-24.3"" The sentence also corresponds to the first half of

298 Hunter 1999, 284 (on Id. 13.64-71). See n. 292 above for the text and translation of these lines.

29 See e.g. Hunter 1999, 92 (on Id. 1.82-3).

300 Cf. Hunter 1999, 263: “T.’s version of Herakles and Hylas is (...) assimilated to the story of Daphnis,
as part of the bucolicisation of epic”.

301 Jd. 16-24: &AA’ Ote 10 XpUVOewov EmAet peta kwag Taowv | Alcovidag, ot d avT@® AQLOTHES
ovvénovto | maoav ék moAiwv mEoAeAeypévor @V OpeAog T, | liketo Xw TAAaEQYOS Avho €
adveov TwAkov, | AAkunvag viog Mweatdog fowivag, | ovv 8 adte katéBavev “YAag ebedoov &g
Agyw, | dtic kvaveav ovy dpato LuvdQopddwv vavg, | dAAX dieEaiée Pabiv d eioédoape Daowy, |
aletog g, pHéya Aattua, ad’ od tote xowpades éotav. “And so, when Jason, son Aeson, sailed in
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Apollonius” Argonautica, which suggests intertextual contact.®> Already the first line
(16) makes an allusion very likely, as it closely resembles the fourth line of

Apollonius’ epic:3%

AAA” Ote T0 XULOoeoV ETtAEL peta kwag Tdowv Id. 13.16
And so, when Jason sailed in search of the Golden Fleece  (tr. Verity, adapted)
XOVOEloV HeTa kwag EVCvYoV NAaoav AQyw. Arg. 1.4
They sailed the well-benched Argo in search of the Golden Fleece.

Furthermore, Apollonius’ é0Cvyov ... Agyw (“well-benched Argo”) is paralleled by
Theocritus” ebedgov ... Apgyw (“well-benched Argo”) a few lines later (21). I cannot
but read these parallels as an allusion of Theocritus to Apollonius,®** and the
implications of this become clear in what follows.

Immediately after Theocritus” epic, Argonautic sentence, the narrative is restarted.
The reader is taken back to the beginning of the expedition, but this time the pace
and thematic focus are quite different, which suggests that Theocritus will now start

a different kind of “epic”:

search of the Golden Fleece, and noble heroes from every city went with him, a picked company with
skills to offer, there also came to wealthy Iolcus the man of many labours, the son of Alcmena, who
was princess of Midea, and with him Hylas went down to the strong-benched Argo, the ship which
sped past the gloomy clashing rocks ungrazed, and shot between to the huge expanse of the deep gulf
of Phasis, just like an eagle, and from that day till now the rocks have stood unmoved.” (tr. Verity,
adapted). Cf. Mastronarde 1968, 282, who speaks of an “epic tenor” in the passage. See also van Erp
Taalman Kip 1994, 161-2 for the epic language of the passage, created by allusions to Homer. See,
however, Gutzwiller 1981, 22-3, who denies the epic tone and argues for a “lyric tint”, through
allusions to Pindar’s Pythian Ode 4. The arguments that she mentions, however, do not undercut the
clear heroic-epic tone of these lines, ironic as it may be.

302 Hunter 1999, 271 (on Id. 13.16-24): “These lines take the Argonautic expedition all the way to the
Phasis, i.e. they offer one Theocritean sentence to match the whole of Arg. 1-2.”

303 This allusion is strengthened by the significance of Apollonius’ line as one of the few iterated
formules in the entire epic (Fantuzzi 1988, 24, n. 35).

304 Cf. Cuypers 1997, 24-5. Di Marco 1995 interestingly suggests that Theocritus’ wg €dokevueg (“as
once we thought”; tr. Verity) in Id. 13.1 already triggers the intertextual contact with the Argonautica at
the start of the poem (cf. the paraphraae of Hunter 1999, 266: “before we read Argonautica 1”). See Ch.
1, pp. 29-30 and n. 220 above for the problematic relative chronology of the poetry of Apollonius,
Callimachus and Theocritus. Although I generally endorse the “work in progress hypothesis”, I find it
very hard to see Apollonius as alluding to Id. 13 here (contra e.g. Kéhnken 2001).
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apog O avtéAdovtiITeAeadeg, éoxatial dé

AQVa VEOV BOOKOVTL, TETOAUEVOL elQOg 1O,

TAHOG VALTIALAG pvaokeTo Oelog dwtog

Nowwv, koldav d¢ kabwEvOévteg ég Aoy

‘EAAdomovtov tkovto vOTw TOITOV AUAQ AEVTL,

elow O 6opov €0evto Ilpomovtidog, évOa Kiavawv

avAaxag evpvvovTL Boeg TiBovTteg dpoToa. 1d.13.25-31

It was at the Pleiads’ rising, at the time when lambs graze on the margin land
and spring has turned into summer, that the godlike band of heroes turned
their minds to their voyage. They took their seats in the hollow Argo, and with
three days’ south wind astern reached the Hellespont, and anchored in
Propontis, where the Cianian people’s oxen trace broad furrows with the bright
ploughshare. (tr. Verity)
As is suggested by the almost immediate arrival of the Argonauts in Mysia after their
start suggests, Theocritus” “epic” is about Hylas and Heracles. Furthermore, the
seemingly unchanged rural landscape seems an essential part of Theocritus” story.
As Gutzwiller has shown, this landscape, and in fact the passage as a whole,
describing the time of the year when the Argonauts set sail and arrived in Mysia,
clearly recalls Hesiod.*® Not only do the shepherds and farmers recall the Works and
Days, but the language also points in the direction of the Boeotian poet. The
expression NHog ... TNHo¢ , for instance, “is common in Hesiod to express the proper
season for a certain task or natural occurrence”, line 25 recalls fr. 290 (tnpog
amokpvumTovot [TeAeidkdec), and the genitive absolute construction, which Theocritus
uses in line 26 (elapog TeTEappévov), points in the direction of Hesiod, where this
type frequently occurs (e.g. Theogony 58-9: meot & E€tpamov woal, HUNVQV
$OwovTwv), whereas this construction is very rare in Homer.
As we have seen, Hellenistic poets recognized in Hesiod an alternative to Homer’s
heroic, epic poetry. Accordingly, Theocritus also aligned himself with the herdsman-

poet, whom he regarded as archetypal for his bucolic poetry. The allusions to Hesiod

305 See Gutzwiller 1981, 23-4, from whose detailed analysis much of what follows is derived. Cf. van
Erp Taalman Kip 1994, 162; Hunter 1999, 273 (on Id. 13.25-8), who refers to the “Hesiodic flavour of
both form and substance”.
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in this passage, and in particular the emphasis on the rural scenery, thus
immediately give Theocritus’ version of the Argonautica, the Hylas episode, a bucolic
ring, which contrasts it with the traditionally epic narrative in the preceding lines
(16-24).

But that is not all. Theocritus” “restart” of the Argonautica clearly recalls
Apollonius’” beginning of the Hylas episode, which also uses the fuog ... Tuog
construction, but to describe the time of the day when the Argonauts arrive in

Mysia:3%

NHog & dypo0ev elot puTOOoKADOG 1] TIG XAQOTEEVLS

aomaolwg elg aALY €1V d0ETOL0 Xatilwv,

avTOL O’ €V TTEOUOAT) TeTEUHEVA YouvaT Ekappev

avoTaA€og kovinot, TeQLTOBEnC Oé Te XELOAG

€l00QOWV KaKX TMOAAX €1) )oNjOATO Yoot

tpog &g’ ol v’ adicovto Kuavidog f0ea yaing

aud” ApyavOwvelov 6pog mpoxoag te Kioto. Arg. 1.1172-8

At the hour when a gardener or plowman gladly leaves the field for his hut,
longing for dinner, and there on the doorstep, caked with dust, he bends his
weary knees and stares at his worn-out hands and heaps curses on his belly,
then it was that they reached the homesteads of the Cianian land near the
Arganthonian mountain and the mouth of the Cius river. (tr. Race)
The most important difference between the two beginnings is that Apollonius’
passage constitutes the beginning of his Hylas episode, whereas that of Theocritus
marks the beginning of the Argonautic expedition, and the almost immediate
transition to Mysia suggests that Theocritus” “bucolic” Argonautica is about Hylas
and Heracles.
As I have argued in the previous chapter, Apollonius used the Hylas episode,
crucially placed at the end of the first book, to distance himself from the heroic-epic

tradition, as symbolized by Heracles whose presence dominated the first book, and

to align himself with Callimachean poetics, as symbolized by Hylas, thus revealing

306 Hunter 1999, 273 (on Id. 13.25-8).
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the way the epic was destined to go. As Theocritus” bucolic poetry, which is also
symbolized by Hylas, is Callimachean as well, the contrast between lines 16-24,
dealing with Apollonius” Argonautica, and Theocritus” own version of the Argonautica
in what follows does not, in my opinion, reveal an opposition, but rather a difference
in focus between the two poets: Theocritus and Apollonius both have a Callimachean
attitude towards heroic-epic poetry, but although the paths of both poets are
“untrodden”, they are nevertheless different, just as Apollonius” Argonautica and
Callimachus’” Aetin had different ways of obtaining the same goal.?” This
interpretation of the intertextual contact between Apollonius” Hylas episode and Idyll
13 also explains why Theocritus would want to write a metapoetical commentary on
his bucolic poetry in the form of a mythological “little epic”, and not a bucolic poem:
Theocritus shows his colleague and poetic rival Apollonius another way of writing
Callimachean poetry by rewriting his Hylas episode and revealing its bucolic

potential 3%

3.4.2. The bucolic preparations
Theocritus” focus on landscape persists in the lines following the landing, which

describe the preparation of the Argonauts for the night:

gxPdvtec O €mi Otva katax Cuya dattar TTEVOVTO
deteAwvol, ToAAOL ¢ Hlav 0OTORE0AVTO XAUEVVAV.

AELUWV YA oDV €KeELTO Py OTBADETTLY OVELAQ,
é€vOev PovTtopov 0EL PabVV T ETAUOVTO KUTIELQOV. Id. 13.32-5

They disembarked, and made their evening meal on the beach in pairs; but they
prepared one sleeping-place for all, because there was a great store of stuff for
their beds: a meadow, where they cut sharp sedge and ample galingale.

(tr. Verity)

307 See Ch. 1, Section 3.5.

308 The intertextual contact between Id. 22 and Apollonius’ Amycus episode, which opens Arg. 2 and
immediately follows the Hylas episode, may point to a similar metapoetical dimension, especially
because both passages are intertextually connected with both Apollonius” Hylas episode and Id. 13
(see Cuypers 1997, 22-8 for a survey). I hope to pursue this metapoetical dimension of Id. 22 elsewhere.
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As Trankle has shown, the meadow as a place to rest recalls passages from
Theocritus” bucolic poems.*” In Idyll 5, Lacon proposes a meadow as the site for a

singing competition to Comatas:

(...) adlov domn

TEW’ VO TV KOTLVOV Kol TdAcex tabta kO Eac.

Puxoov VOwE TovTel KataeiBetar wde mePukel

molx, X otBag &de, Kal dkpidec wde AaAevvTL. Id. 5.31-4

Come and sit here in this grove, under this olive tree, and sing in more comfort.
Here water drips cool, there is grass for our couch, and grasshoppers sing.
The locus amoenus where Simichidas and his friends arrive at the end of Idyll 7 also

features a meadow:310

(...) avtap éyawv te kat EVkottog ég Poaoddpw

otoadpOévteg xw KaAog Apovtixog €v te Pabelalg

adelag oxolvolo xapevviow EkAtvOnueg

£V Te VEOTUATOLOL YEYOOTeC olvapéoLot. Id. 7.131-4

Eucritus and I and pretty Amyntas turned aside to the farm of Phrasidamus,
where we sank down with pleasure on deep-piled couches of sweet rushes, and
vine leaves freshly stripped from the bush.
So the scene is very reminiscent of Theocritus’ bucolic poems, and the narrative so far
suggests that Theocritus has read the epic Argonautica through a bucolic lens. The

metapoetical significance of this move will reveal itself in the following scene, where

Heracles and Hylas are brought into contact with the meta-bucolic landscape.

30 Trankle 1963b, 505. Cf. van Erp Taalman Kip 1994, 162, who speaks of a “bucolic style”, and Hunter
1999, 275 (on Id. 13.32-3), who speaks of “bucolic preparations”.

310 See also below for the metapoetical landscape at the end of Idyll 7, which, incidentally, resembles
the passage in Id. 5, as they both feature meadows (see above), trees (Id. 5.32 ~ Id. 7.135-6), water from
a spring (Id. 533 ~ Id. 7.136-7) and singing insects (dkoideg ... AaAevvty, Id. 534 ~ téttryeg
AcAayevvteg, Id. 7.139).
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3.4.3. Hylas, Heracles and the bucolic landscape

When Hylas dips his pitcher in the spring, the nymphs grab him by the hand. The
expression used to describe this event is noteworthy: tai & év xeot maocat épvoav,
“they grew upon his hand” (47). Hunter remarks that although the phrase is a
common epicism, Theocritus, triggering an etymological play between “YAac and
VAN (“wood”),’!! “gives a literal weight to the verb”, evoking “rationalising
interpretations” of the myth, according to which Hylas is not really abducted by
nymphs, but, for instance, lies “concealed in the vegetation”.’'? Theocritus’ phrase
thus suggests that Hylas lives up to his etymology and becomes part of a world in
which he is very much at home. This is underlined at the end of the poem, where it is
stated that Hylas” drowning has made him divine (72). So is Hylas again contrasted
with Heracles, who is not at all at home in the world of Idyll 13. This becomes
painfully clear when, after Hylas has been abducted, transformed into a bucolic echo,

the crazed Heracles wanders through the countryside in search of him:

vePooL pOeyEapévag Tic €v oVEEoLV WHOPAYOS Alg

¢€ evvac éomevoev EToloTATAV ETTL dalta

‘HoakAéng tolovtog év dtolntoloy dkavOaig

niada oV dedOVNTO, TOALV O EmeAApPave XwEOV.

oX£tAoL ol PLAéovteg, aAwpevog 000" EUoOynoeV

ovEea Kal dguuovg, T O’ Taoovog Votepar mAvVT 1)G. Id. 13.62-7

The flesh-eating lion hears a fawn calling in the hills and bounds from its lair to
seek out a ready feast; so did Heracles rampage through untrodden thorn-
brakes, covering vast tracts of land, in longing for the boy. How reckless lovers
are! How he suffered, as he roamed over hills and through forests, and Jason’s
expedition went clean from his mind. (tr. Verity)

In the light of the Callimachean context of these lines, the wording of this passage

suggests that the landscape inhospitable to Heracles is also a metapoetical landscape.

311 See also Introduction, Section 2 for this etymological play on “YAac and OAn.

312 Hunter 1999, 279 (on Id. 13.47), who mentions as a parallel for this kind of rationalisation of the
myth the version of the story by a certain Onasos (FGrHist 41) which triggered the common
metonomy of vOudn for “water” by making Hylas literally drown.
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The untrodden thorns, for instance, recall the prologue to the Aetia, where Apollo
concludes his advice to the young poet Callimachus with an appeal for originality

and the hard work which it requires:

dicpoov éA]av und’ oipov ava mAaTOv, dAAX keAgevBovg
atointoJug, el kal OTEWVOTEQNV EAROELS. Aet. fr. 1.27-8 Pf.

Do not drive your chariot upon the common tracks of others, nor along a wide

road, but on untrodden paths, though your course be more narrow.

(tr. Nisetich)
Apollo here combines the metaphor of the easy versus the difficult road with that of
the paths of (original) poetry to characterize Callimachus’ poetic aesthetics.’'> This
combination of metaphors can also be found in Idyll 13. Although Heracles there
takes the untrodden path of original, Callimachean poetry, he is also having a hard
time, albeit not in the Callimachean sense: Heracles” path consists of thorns, which
cause him pain and only emphasize his incongruity with Theocritus’ poetical
world.?** This metapoetical dimension is underlined at the end of the description of
Heracles’ suffering, where it is stated that he should be somewhere else, helping

Jason on his epic quest (67). A similar contrast was created a few lines earlier:

Apdrrovviadag d¢ TapaooopeVog eQl madi
wxeto, Mawwtiott AaBwv evkapméa to&a
Kal QOTaA0V, T ot alév exavdave deEltepa Xelo. Id. 13.55-7

313 See Harder 2010, II, on Aet. fr. 1.25-8, who also discusses Callimachus’ model, Pindar’s Paean 7b
11ff., where Pindar may use the metaphor to claim originality by reference to Homer (see also
Rutherford 2001, 247-9), which would imply that Callimachus, in accordance with the end of the
Hymn to Apollo, is doing the same.

314 Cf. Mastronarde 1968, 279. See Seiler 1997, 19-20 for the Callimachean ideal of poetic mdvog in
general, and 146 for an example in Theocritus (Id. 7). This metapoetical interpretation of Heracles’
(ironically Callimachean) suffering is reinforced by the fact that the hero is the prototypical example of
someone making the choice between the easy and the difficult road. See e.g. Harder 2010, I, on Aet. fr.
1.25-8, discussing Xen. Mem. 2.1.21ff., the story of Heracles at the cross-roads. Heracles seems to make
a similarly painful, metapoetical journey at the beginning of Aetia 3, by seemingly passing through “a
wilderness of thorns” (SH 257.13: okwAog pot ...; tr. Nisetich) to reach Molorcus’ farm, in an episode
that can be seen as very “Callimachean”, as it constitutes the climax of Heracles’ gradual
transformation into a Callimachean hero (see Ambiihl 2004, quoted on p. 67 above). This interesting
parallel was brought to my attention my Professor Harder.
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But Amphitryon’s son, disturbed at the boy’s delay, set off holding his bow
with the Scythian curve and the club he always grasped in his right hand.
(tr. Verity)

Immediately after the abduction of Hylas, Heracles, introduced with the epic-
sounding epithet/patronymic Audrrovwviddag, arms himself for his usual kind of
epic fight, but the weapons will be of no avail in this world.3!®

As with Hylas himself, the landscape in which Heracles is suffering is not only
Callimachean, but also more specifically bucolic. The thorns (axavOaic, 64), as well
as the spring and the nymphs, recall the description of the locus amoenus at the end of

Idyll 7, which can be read as an allegory of Theocritus’ bucolic poetry:3°

TOAAaL O appy UrtepBe KAt KQATOS DOVEOVTO

atyewpot mreAéat e 10 O €yyvOev Legov BdWE

Nvoudav ¢€ avtoolo katelBopevov keAdule.

Tol O¢ TOTL OKLAQALS 0QOdANVIOLY atbaAiwveg

TETTLIYEG AaAaryevvTeg £XOV TOVOV: & O OAOALYWV

™AOOev &v mukvaiot Batwv Tovleokev akavOals:

Aeldov kKOQLOOL kal AkavOdeg, Eé0TeVE TQUYWY,

nwtwvto Eovdat mept Tdakag aApudt péAlooat Id. 7.135-42

Above us was the constant quiet movement of elm and poplar, and from the
cave of the Nymphs nearby the sacred water ran with a bubbling sound as it
fell. Soot-black cicadas chattered relentlessly on shady branches, and the
muttering of tree-frogs rose far off from the impenetrable thorn bush. Lark and
finches were singing, the turtle-dove moaned, and bees hummed and darted
about the springs. (tr. Verity)

This landscape features animals, trees, a spring and nymphs with clear Callimachean
and bucolic associations through allusion to programmatic passages elsewhere in

Theocritus and Callimachus.?”” Because of their presence in this metapoetical

315 As Dr. Cuypers suggests to me, the patronymic here emphasizes Heracles’ mortality by reference to
his mortal father. Thus, although the epic word associates him with the heroic world in which he is at
home, in this context it also ironically reveals that Heracles is not his heroic self in this poem, but has
become an ordinary human being.

316 See e.g. Pearce 1988; Hunter 1999, 192-3.

317 Animals: For the cicada (139) as an emblem of the Callimachean poet, see n. 245 above. The standard
interpretation of & 0AoAvywv (139) is that it concerns a frog (see Gow 1950, II, 165, ad loc.). For frogs
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landscape, the thorns (drdvOaig, 140) also acquire a metapoetical meaning, which is
underlined by the etymological play with the dxavOidec (“finches” or “linnets”) in
the next line, which evoke Callimachean poetics.*'® The meta-bucolic ring of the
thorns in Idyll 13 is further reinforced by their presence — along with the mountains
(obgea, 67) and thickets (doupovg, 67) through which Heracles is wandering — in
another landscape with similar metapoetical associations, that of the dying Daphnis

in Idyll 1:

@ AVKoL, @ Oweg, @ AV’ wEea PwAAdES KoL,

xaipe0’ 6 PovkoAog Dup Eyw Aadvig ovkét av’ DAav,

OUKET ava dQUUWG, OVK dAoex, X', Apéboloq,

KAl TOTa oL Tol XelTe KAAOV Kata OUBodog HOwo.

(...)

VOV (o pév pooéotte Patol, pogéotte O dravOou

& 0& KaAAX VAQKLOOO0G €T dpkevOOLOL Kop&oat Id. 1.115-8; 132-3

in a programmatic context, see also Id. 7.41 (discussed on p. 86 above). See, however, White 1979, 9-16
and Hunter 1999, 194 (on Id. 7.139), who argue that by 6AoAvywv a nightingale is meant, a bird which
is associated with beautiful sound and is thus probably a better candidate in this Callimachean
context. The song of the k6pvdog, “(crested) lark”, is usually not commented on in a positive way, but
Marcellus Empiricus (quoted by Gow 1950, II, ad loc.) says that the corydalus avis “pleases people’s
minds with the sweetness of its voice” (animos hominum dulcedine vocis oblectat). For the axavOig
(“finch”/“linnet”), see the next note. Trees: The poplar is a symbol of Callimachean poetics in Call. H.
Dem. (Miiller 1987, Murray 2004, discussed in Ch. 1, Section 3.2.1). Springs and bees: The iegov VdwE
(136), mdaxag (142) and péAcoar (142) acquire metapoetical meaning through the intertextual
contact with Callimachus’ poetic manifesto at the end of the Hymn to Apollo (néAooat, 110), mtidarog
¢ teong, 112). For the nymphs who are invoked a few lines later (148) and who act as Theocritus’
“bucolic Muses”, see Section 3.4.4 below. See also e.g. Lawall 1967, 102-6, Kyriakou 1995, 216-31 and
Seiler 1997, 145-51 for the metapoetical dimension of the scene.

318 The voice of the dkavOic, “finch”/“linnet” is Atyvod according to Aristotle (HA 616°32), a word
which also has Callimachean associations (cf. pp. 83-5 above). The metapoetical dimension of the
thorns may be reinforced by a poem (AP 11.321) of Philip of Thessalonica (1st or 2 cent. AD), in
which he attacks learned grammatikoi, “picking up Callimachus’ literary terms and images and
hammering them into weapons” (DeForest 1994, 33). The poem, for instance, parodies the Aetia
prologue, by denoting the “Callimachean” grammatikoi as Telchines and describing them as
“grumbling” at the works of others (katatovlovteg, 7 ~ émitgvlovowy, Aetia, fr. 1.1 Pf.), but also
associates them with thorns: yoappatikot Mopov, otvyiov tékva, onteg axavOwv, | teAxiveg
BBAowv ... (“Grammatikoi, children of Stygian Momus, worms feeding on thorns, Telchines of
books.”; tr. DeForest 1994). As DeForest 1994, 33 explains: “Callimachus likens his poetry to the the
song of the cricket (Ait. 1.29), which was proverbially sweet. His contemporary, Leonidas of
Tarentum, describes the cricket as ‘treading on the thorn” (AP 7.198). Philip changes the insect from
cricket to book-worm and gives it the diet of thorns because scholars busy themselves with ‘thorny’
problems.”
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Farewell you wolves and jackals, farewell you bears that lurk in the mountains.
No more will Daphnis the cowherd haunt your thickets, woods and groves.
Farewell, Arethusa, and you streams whose bright waters pour down Thybris’
side. (...) Now, you thorns and brambles, bring forth violets, and let the lovely
narcissus flower on the juniper. (tr. Verity)
These similarities in landscape and the parallels between Hylas and Daphnis already
discussed reinforce the intertextual contact between Idylls 1 and 13, through which
the mention of VAav (1.116) becomes very suggestive. Has what was only hinted at in
Idyll 13 here reality? Is Hylas actually a piece of wood and thus part of Theocritus’
bucolic landscape? This interpretation is supported by the mention of the narcissus in
line 133. The mythological figure with the same name is very similar to Daphnis in
his self-absorption, and his myth is a subtext in Thryrsis’ song in Idyll 1.3 The flower
mentioned thus clearly evokes its mythological counterpart. This context suggests

that OAav a few lines earlier evokes Hylas, a figure similar to both Daphnis and

Narcissus.?20

3.4.4. Bucolic nymphs and Callimachean springs

The nymphs in Idyll 13 can also be read in a metapoetical way, although there are no
allusions to any programmatic passage to support this. In Theocritus’ bucolic Idyll 7,
however, as we have already seen, Theocritus” poetical alter ego Simichidas replaces
Hesiod’s Muses with “rustic” nymphs (92). A few lines later in the same poem, in the
metapoetical locus amoenus, Simichidas again regards the nymphs as his (and
Theocritus’) “bucolic Muses”, by invoking the nymphs of the Castalian spring in
Delphi because of their association with Apollo (148).32! Given the status of the

Nymphs in this meta-bucolic poem as well as in Idyll 1,°2 and given the bucolic

319 See Zimmerman 1994 for the way in which Idyll 1 evokes the Narcissus myth.

320 See Ch. 3, Section 6.2 for Propertius’ Narcissus-like Hylas, and Ch. 4, Section 5.1 for the similarities
between Valerius’ Hylas and Ovid’s Narcissus.

321 Hunter 1999, 197 (on Id. 7.148). See also Fantuzzi 2000 for the way in which Theocritus associates
his mythological poetry with the Muses and his bucolic poetry with the nymphs.

322 See Hunter 1999, 87-8 on Id. 1.66-9. See also p. 106 with n. 317 above.
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character of the landscape of Idyll 13 already established by the intertextual contact
with these poems, it is reasonable to extend the metapoetical dimension of the
landscape of Idyll 13 to the nymphs. That these goddesses also function as Muses of
Theocritus’ poetry in the Hylas poem is reinforced by their rural designation as
dewval Oeat ayoowwtalg (“feared by countryfolk”, 44).323

As in the case of the nymphs, there are no obvious allusions to suggest a
metapoetical reading of the abode of the nymphes, i.e. the spring. Nevertheless, in the
context of the anti-heroic, Callimachean character of the landscape already
established in lines 25-35 (see above), no further hint is needed to associate the water
of the secluded spring, inhabited by bucolic nymphs, with Callimachean poetics, for
the association of water with poetry is very common in antiquity, and Callimachus
had of course famously symbolized his poetics in terms of the pure water from a
secluded spring in his Hymn to Apollo and Epigram 283 A hint is to be found,
however; for in the locus amoenus of Idyll 7, with which the meta-bucolic landscape of
Idyll 13 is intertextually connected, Theocritus clearly associates the water (and the
nymphs) with Callimachean poetics.’® The iepov Vdwo (“holy water”) that flows
from the cave of the nymphs (136-7, quoted above),??¢ as well as the bees flying round
the springs a few lines later (mwtwvto LovBal mept midaxag apdpt péAwooatl, 142)

recall the already discussed programmatic ending of Callimachus” Hymn to Apollo:3*

Anot ¥’ ok Ao MAVTOG VOWE Popéoval péAlooat,

AAA” 1T KABapT) Te KAl AXOAAVTOG AVEQTIEL
TiOAKOG €& LeQNG OALyN APag dxpov dwTtov. H. Ap. 110-12

323 The name of only one of the three nymph, MaAig (“apple-tree”) also fits the bucolic landscape. As
Hunter 1999,278 (on Id. 13.45) notes, “It is not unlikely that T. had some source for these three names”.
Could this be Callimachus” On Nymphs?

324 See Ch. 1, Section 2.5 for text, translation and interpretation of Callimachus” H. Ap. and Ep. 28.

325 See also pp. 106-7 with n. 317 above.

326 Cf. Idyll 1.66-9, where iegov Vdwp (69) is also associated with nymphs, as a place where they are
used to dwell.

327 Cf. also Hunter 1999, 195 (on Id. 7.142): “this unparalleled use of the double preposition both evokes
the apparently random darting of the bees around the spring, and again calls attention to its own
artifice”.
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The bees bring water to Deo not from every source but where it bubbles up

pure and undefiled from a holy spring, its very essence. (tr. Nisetich)
The suggestion of remoteness of the spring in Idyll 13 (pévw €v XwWEw, “in a low-
lying place”, 40) in this context also recalls the holy spring from the Hymn to Apollo,
but in particular Callimachus’ rejection of the public fountain in Epigram 28.3-4: o0vd’
amo konvng | mivw (“and I do not drink from the public fountain”). This implicit
metapoetical significance seen in the spring in Idyll 13 is supported by at least one
ancient reading, which will be discussed in detail in the next chapter.’?® In his elegiac
Hylas poem, which is modelled on Idyll 13, Propertius clearly alludes to Callimachus’
“pure” and “undefiled” water/poetry in the Hymn to Apollo (compare the
underlinings), as well as to the secluded spring preferred by Callimachus,
particularly in Epigram 28.3-4 (cf. sepositi, in bold below),*” interpreting Theocritus’

spring as symbolic of Callimachean poetics:

at comes invicti iuvenis processerat ultra
raram sepositi quaerere fontis aquam. Prop. 1.20.23-4

The squire of the invincible hero had gone further afield, to seek the choice
water of a secluded spring. (tr. Heyworth)

The Callimachean nature of Theocritus’ spring is reinforced by the way Hylas’ fall in

the spring is described:

(...) katoime & éc péAav HdWE
&0000¢, wg dTe TLEOOG AT OLEAVOD TOLTTEV XOTNQ
a0000g, €V movtw (...) Id. 13.49-51

Down he fell with a rush into the dark pool, just as a shooting star falls with a
rush into the sea. (tr. Verity)

328 Ch. 3, Section 7.1. Cf. Ch. 1, Section 3.3.
329 Petrain 2000, 413-4.
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This passage seems to allude to a Homeric simile that occurs twice in the Iliad,

comparing the deaths on the battlefield of Asius and Sarpedon respectively:3*

noturne O, wg Ote TG dEUGS NOLTTEV 1) A EQWIG
ne mitug PAwOET), TV T 0VEEOL TEKTOVES AVOQES
EEETaOV TTEAEKEOOL VET)KETL VIOV ElvaL. 11. 13.389-91 = 16.482-4

And he fell, as an oak falls or a poplar or a tall pine, that among the mountains
shipwrights fell with wetted axes to be a ship's timber. (tr. Murray & Wyatt)

As Hylas” abduction can be regarded as a kind of death, the allusion at first sight
seems very apt. As with the allusions to the Iliad a few lines later (58-9; see Section 3.1
above), however, which associate Heracles with Odysseus, wounded on the
battlefield, the allusion only highlights the difference between the Homeric and the
Theocritean situations. Contrary to the dying epic warriors, the unheroic, bucolic

Hylas, who is united with the Callimachean spring, is deified.

3.5. Heracles and Polyphemus

The meta-bucolic reading of Idyll 13 proposed here is reinforced by the clear
intertextual contact between this poem and the other love poem addressed to Nicias,
Idyll 11.3 On the one hand, the love song of the shepherd-singer Polyphemus has
clear affinities with Theocritus’ bucolic poems.**? On the other hand, the poem, which
did not feature in the early ancient collections of Theocritus’” bucolic poems, does
not use bucolic terminology and deals with an epic mythological character.®*
Theocritus’ focusing on the “bucolic” aspects of Homer and taking a Homeric

element out of the heroic-epic context and placing it in the bucolic world of love is

3% See also Campbell 1990, 115-6; van Erp Taalman Kip 1994, 164-5 for this allusion.

31 See e.g. Gutzwiller 1991, 107- 8 on this contact.

32 Cf. Hunter 1999, 218: “(...) many aspects of the poem (e.g. the claim to skill on the syrinx in 38, the
remarkable mixture of animals in 40-1) gain added point if viewed in the light of ‘bucolic
conventions’, and Damoitas and Daphnis in Idyll 6 treat Polyphemus and Galateia as a mythical story
with parallels to their own situation.”

333 See Gutzwiller 1996 for a thorough analysis of the evidence for ancient collections of Theocritus.

34 See e.g. Gutzwiller 1991, 105-15 and Hunter 1999, 217-8 on the bucolic status of Idyll 11.
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characteristic of his Callimachean bucolic poetry. In Theocritus’ bucolic poems,
however, this “heroic inversion” is handled in an allusive way from within the
bucolic world, which is sealed off from the heroic-epic world of Homer. The
elaborately described ivy cup in Idyll 1, for instance, clearly alludes to the Iliad, but
the object belongs to the bucolic world in which it features. The Cyclops in Idyll 11,
however, is clearly not part of the bucolic world. As in Idyll 13, the poem’s
protagonist is torn out his usual epic context and placed in an unfamiliar, bucolic
context of love. It is therefore appropriate enough that the displaced heroic
characters of Heracles and Polyphemus are intertextually related, and that the points
of contact highlight the contrast with their poetic context. When Heracles, for
instance, is said to love a boy (joato mawdc, 6), the contrast with his usual, heroic
activities is immediately made clear, because the first part of the line mentions the
hero defeating the Nemean lion (¢ tov Atv Omépetve tov ayoplov). At the beginning
of Idyll 11, something similar occurs. Polyphemus is said to love a girl (joato tag
F'aAarteiag, 8), which is at odds with the behaviour of Polyphemus “of old times”, as
is stated in the first part of the line (woxaioc IToAVpapoc).33 Later in Idyll 13, the
presence of Heracles in an unfamiliar poetical world is emphasized by the mention of
his neglected epic duties (botepa mavt’ 1)¢, 67). Similarly, the Cyclops is also not
fulfilling his usual duties in this new poetic context:33¢ ayeito d¢ mavta mdoeQya

(“he regarded everything as secondary”, 11).3

35 Cf. Mastronarde 1968, 289; Gutzwiller 1991, 107.

3% Jt seems somewhat ironic that by the very neglect of his activities as a shepherd, Polyphemus
resembles a bucolic poet. This only serves to underline the difference between Theocritus’
Callimachean bucolic poetry and Homer’s bucolic elements, however, which are just “leftovers” of his
heroic poetry. Cf. Ch. 1, Section 3.2.3, where Heracles is also associated with Polyphemus to reveal
that he does not fit Apollonius’ Callimachean epic.

37 Heracles is also associated with the Polyphemus of the Odyssey through allusion. In line 58, for
instance, fjouye, recalls Polyphemus, who after his final meal “vomited in his drunken sleep” (6 ®’
£gevyeto oivoPageiwv, Od. 9.374). As Hunter 1999, 283 (on Id. 13.58) argues: “Lexica distinguish two
senses of épevyeoBal, ‘belch’, ‘disgorge’ and ‘bellow’, ‘roar, but here both are relevant: Herakles’
gluttonous throat was notoriously deep (...), and although the verb is not necessarily coarse in
Hellenistic Greek, here it may suggest a likeness between Herakles and the Cyclops (...).” See also
Hunter 1999, 276 (on Id. 13.36), 282 (on Id. 13.56-7), 283 (on Id. 13.58) for parallels. It is interesting,
incidentally, that Simichidas mentions both Heracles and Polyphemus when addressing the nymphs
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So, both poems seem to comment metapoetically on Theocritus” bucolic poetry.
The fact that both poems are framed by addresses by Theocritus’ poetic persona to
his fellow poet Nicias also suggests that two poets are discussing poetry in these two
poems. That this metapoetical similarity between these poems has escaped the
attention of scholars, is probably due to the different narratological situations of the
poems, and the different effects these create.’*® Because Polyphemus’ song, the main
part of Idyll 11, is presented in direct speech, the effect that the poem creates is
dramatic irony. The mythological narrative of Heracles and Hylas, however, is told
entirely by Theocritus’ poetical persona. Although Heracles is also made ridiculous
in this poem because of his unfamiliarity with love, the humour has a different, less

prominent, but more mordent in tone.

3.6. Hylas, Polyphemus and Theocritus
Through the direct speech in Idyll 11, the personae of the bucolic poets Theocritus
and Polyphemus merge; Polyphemus’ song, with its ironical allusions to the Odyssey,

is also Theocritus” song, and this identification can also be read metapoetically:

(...) [TThe 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 (...). He is a pathetic victim of poetic tradition, who
functions as a (comic) paradigm for the position of the dactylic poet in a post-
Homeric world; T. too is ‘trapped” by the weight of tradition which
accompanies his verse, and he too is bound to ‘lose” to Homer, as Polyphemus
does to Odysseus.?*

in the highly meta-bucolic context at the end of Id. 7 (150, 152). After analysing Id. 11 and Id. 13, I have
the impression that these epic characters are mentioned to illustrate the power of bucolic poetry,
which can even subdue them. This seems most clear in the case of Polyphemus: see Id. 7.151-2: &oa& vé
T TAVOV TOV Motpéva tov 1ot Avamw, | Tov koatepov IToAvdpapov, 6¢ woeot vaag épaAle, with
the translation/interpretation of Gow 1950, I: “Was it such nectar that set that shepherd by the Anapus
dancing among his sheepfolds, even the mighty Polyphemus, who pelted ships with mountains?” (the italics
are mine).

338 See Payne 2007, 82-91 for an analysis of the different narratological strategies in these poems.

339 Hunter 1999, 219.
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Although the metapoetical messages of Idylls 11 and 13 are similar in many respects,
the different narratological situation of the Hylas poem creates a different
identification of poet and character. Through the allusions to the Iliad, Heracles is
associated with Homer, or rather his heroic-epic poetry, and the unfamiliar, bucolic
situation in which the hero ends up symbolizes the distance between Theocritus’
bucolic poetry and Homer’s heroic epic. But whereas Idyll 11 suggests a comical
identification between Theocritus and the Cyclops, Theocritus associates himself
with the Callimachean, bucolic maic Hylas in Idyll 13. As in Idyll 11, however, the
contrast set up between Homer and Theocritus does not imply opposition.
Theocritus” bucolic poetry has its origin in Homer, which seems to be acknowledged

early in the poem:

Kal viv avt’ €ddaoke, math)o woel Gpidov vidv,

6ooa pabwv dyabog kal dodiog avtog €yevto

XwOLG O’ ovdEéMOK’ TG, 0UT el HéTOV A GEOLTO,

o000’ 0moX’ & AevkITtTiog Avatéxot €¢ Alog Awg,

000" OTOK” OPTAALXOL ULVLQOL TTOTL KOLTOV OQWEV,

OELOAUEVAS TITEQA UATEOG ETU alBaAdeVTL MeTEVEW,

WS VT Kata OVUOV O TS TTEMOVAUEVOG €ln),

avTe O el EAkwV €6 aAaBvov avdo” amoPadn. Id. 13.8-15

Just as father to son, Heracles taught him the lessons which had brought him
nobility and renown in song. They were never apart, neither at noonday nor
when Dawn’s white horses flew up into the sky, or when clucking chickens
looked to their rest while their mother shook her wings on her soot-black perch.
Thus he hoped they boy would be trained after his own mind, and by his efforts
reach the state of true manhood. (tr. Verity)

The relationship between Heracles and Hylas is like that between a father and a son,

a teacher and a pupil. A metapoetical reading of these lines is not just made possible

after a complete reading of the poem, for, as we have seen, the preceding lines 5-7

(quoted in Section 1) already set up a contrast between Heracles and Hylas, which

opens the meta-bucolic dimension of the poem. But the passage itself also suggests a
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metaliterary interpretation of the relationship.?*’ As Hunter comments, dotdwog (9)
“suggests that Herakles” intention was to make Hylas the ‘subject of song’, as he
himself was; (...) T. showed that, in this at least, Herakles was successful, though not
in the way he planned”.?*! Heracles wants Hylas to become an epic hero, like himself,
but in fact, by virtue of being deified, he will become an at least not inferior, bucolic
hero.

The possibility of reading these lines in terms of the relationship between
Theocritus and Homer is strengthened by an allusion to Iliad 6.358, the only
occurrence of dodwog in Homer, where Helen speaks of Paris and herself as
aoidwpot, “subjects of song”. As the scholia note, Homer here “subtly glorifies his
poem” .32 Theocritus aptly uses the same word (Id. 13.9) to express the wish of
Heracles (= Homer) for Hylas (= Theocritus), but although heavily influenced by the

great epic poet, the bucolic poet will in fact go his own way.*

3.7. From heroic to bucolic: the separation of Heracles and Hylas

Theocritus’ statement that Heracles and Hylas were never apart (Id. 13.10), is
elaborated in a tricolon that, from a metapoetical point of view, undercuts the
statement itself. Whereas the lengthy division of the day into three parts, as well as
the wording of the first two parts, sounds very epic, and Homeric in particular,* the
un-Homeric longest third part, describing a rustic scene with the hen and her

chickens, comes as a surprise and constitutes a separation from Homer’s heroic

340 Cf. Ch. 4, Sections 6 and 7, where I argue that Valerius Flaccus and Statius also use the relationship
of Hylas and Hercules metapoetically to describe their own poetry in relation to a great epic
predecessor, in this case the Roman Homer: Virgil.

31 Hunter 1999, 269 (on Id. 13.9).

32 [bidem.

33 This interpretation is strengthened by the pervasive importance of the theme of “poetic succession”
in Theocritus” bucolic poetry, on which see Hubbard 1998, 19-44 (Ch. 1: “Poetic succession and the
genesis of Alexandrian bucolic”).

3 Cf. e.g. . 21.111f.: é00etaL N Nwg 1) deiAn 1) péoov Npag, | onmote ... (“There shall come a dawn or
eve or midday, when...”). See also Hunter 1999, 269-70 (on Id. 13.10b-13).

115



Chapter 2

world.> Ironically, the words xwolc 0 ovdémoxr’ 1)¢ (“and he was never separated
from him”, 10) thus already suggest that Heracles and Hylas will not be together
much longer.

Hylas/Theocritus” separation from the heroic world continues in the rest of the
poem. After describing half of Apollonius’ Argonautica in lines 16-24, Theocritus
continues to write his own Callimachean, bucolic “epic” in what follows; it
culminates in Hylas” abduction by the nymphs, which ends his relationship with
Heracles. Although this relationship is described as one between father and son, and
teacher and pupil, the poem also clearly suggests that Heracles loves Hylas as an
erastes, which, of course, also includes the roles of parent and teacher. This love can
also be interpreted metapoetically. In his meta-bucolic Idylls 1 and 7, Theocritus,
following Callimachus, states that he wants to write un-heroic poetry that distances
itself from Homer, but is nevertheless sanctioned by the poet (see Sections 2.2 and 2.3
above). Homer can thus be said to love his poetic “offspring”. But the difference
between the two kinds of poetry is great. It would only become greater as it
developed, and there comes a moment when a pederastic relationship has to end. As
we have seen in the previous chapter, Apollonius associated the pederastic
relationship between Heracles and Hylas with Achilles and Patroclus, and thus with
the Homeric world, which he regarded as outdated. Theocritus seems to take over
this idea from his Callimachean colleague. When Hylas is metamorphosed into an
echo, is deified and has left his heroic erastes Heracles behind for good in exchange
for bucolic nymphs, and when the heroic Heracles is mocked as a “ship deserter”,3

the separation between Heracles and Hylas is complete. So the poem, which can be

35 Cf. Gow 1950, 1II, 234 (on Id. 13.13): “The homely picture of the hen settling for the night and the
chickens about to follow her to roost has charm, but is consorts somewhat oddly both with its heroic
setting and with the chariot of Dawn in the preceding line.”

346 Cf. Hunter 1999, 288 (on Id.13.74): “The word-play HoakAényv ... fjoweg ... ownoe seems to ‘mock’
Herakles, just as the Argonauts did”. According to my interpretation, this play would also mock the
incongruity of the heroic poetry that Heracles stands for within Theocritus’ Callimachean bucolic
world.
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read as Hylas’ initiation into manhood,*” can also be seen as an allegory of
Theocritus’ origin and development as a bucolic poet, finding his own poetic,

Callimachean niche in relation to Homer’s heroic-epic poetry.

347 See Introduction, 2, with n. 5.
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