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Abstract

This thesis examines the programmatic use of rare Homeric words in the epigrams
of Callimachus. Particular interest is taken in hapax legomena, words that occur only
once in the Homeric corpus. The initial task of the thesis is to establish context for the
epigrams by placing Callimachus in his historical and cultural milieu. Then a detailed
study of five key epigrams, 1, 2, 3, 34 and 54 Gow-Page (AP 12.102, 12.43, 12.150, 7.80
and 7.89), is undertaken. In each of these poems, Callimachus uses allusion to Homer in
order to express his literary aesthetic. Callimachus explores ideas such as the tension
between his role as both a scholar and a love poet. the concept of immortality through
poetry, and the importance of originality and concision in the creation of poetry. These
ideas are more than just themes in Callimachus’ poetry: they also serve as programmatic

statements for his epigrams.
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Introduction

Hellenistic poetry has a reputation for extreme erudition, and it has often been
criticised for sacrificing art and emotion to learning. Callimachus is considered one of
the most accomplished of Hellenistic poets, and his reputation and emulation through
antiquity certainly signify his importance to succeeding generations of authors. He is
also considered to be one of the most refined and punctilious poets of his generation.
This style of writing has led many critics to dismiss his work as nothing more than
exercises in learning, lacking human depths. Recently, several critics have begun to re-
evaluate the poetry of Callimachus, and the study of Hellenistic literature in general has
experienced a resurgence. I hope that this study will encourage readers to enjoy
Callimachus, looking beyond obscure place names and abstruse mythical references, as it
demonstrates how Callimachus provides meaning and context for his poetry by allusion
to Homer.

Hapax legomena are, literally, words that occur only once. Callimachus, like
many other Hellenistic authors, was intimately familiar with the work of Homer.
Callimachus was well aware of Homeric diction, employing both common and rare
words from the epic poet when it suited his needs. Some of these words became common
in later usage, and are thus not significant when used by Callimachus. Others, however,
are extremely rare in the Hellenistic period and in Callimachus” work. This thesis
explores Homeric hapax legomena, and other rare Homeric words, in the Epigrams of
Callimachus. Once identified, the relevant passages in the /liad or the Odyssey are

closely examined for ideas and themes that affect our reading of Callimachus’ epigrams.’



This approach yields important insight not only into individual epigrams, but also into
Callimachus’ epigrams as a group and his overarching literary programme.

A programme is a prescribed plan. In the case of Callimachus, this plan is
literary. In the epigrams discussed in this thesis, we see two major themes: love and
death. These themes are different from Callimachus’ programme in that they recur as
motifs in his work, but do not necessarily direct his creative output. His poetic
programme, on the other hand, is not necessarily presented in all of his work. but the
aesthetic and literary preferences that his programme entails direct his poetic efforts. In
the case of this thesis, T am interested in the manner in which Callimachus uses allusion
to Homer in order to enunciate this poetic plan in the epigrams.

Before the poems can be approached, however, Callimachus and his work must be
placed in their historical and literary context. Chapter One examines Callimachus’
biography, touching on the relevant elements of his life that shaped his poetry. Chapter
Two reviews the literary environment in which Callimachus worked, paying particular
attention to the role of Alexandrian aesthetics in Hellenistic poetry. Chapter Three
concludes the background discussion with an overview of the development of the
Hellenistic literary epigram and its traditions. In Chapter Four, Callimachus’ epigrams
are directly addressed as a group with an investigation into programmatic themes in the
poems. Chapters Five through Nine deal with individual epigrams that rely on Homeric

allusion to fulfil their author’s programmatic intentions.

" All translations are mine with the exception of Homer. translated by Richmond Lattimore.



Chapter 1: The Life and Times of Callimachus

"Ocric éuov maga oiua gégeis moda Kallwuagou pe
irS1 Kuonvaiov maidd e xal yevérmy.

eidelne O Guew xevt 6 wéy mote maTgidos omAwy
Gokev, 6 0" eigey ngéooova Baoxavirg.

You, whoever passes by this monument, know that I
am the son and father of Callimachus of Cyrene.

You must know them both: the one once led the soldiers
of his fatherland, and the other sang beyond envy.

- Callimachus Ep. 29

In the introduction to his book Hellenistic Poetry, Gregory Hutchinson has stern
words for the aspiring scholar who would address Hellenistic literature by establishing its
historical context:

the character of the evidence, and of the literature and of
other aspects of the time, seems to discourage attempts to
approach the literature by constructing the period. Perhaps,
indeed, the very notion of a unified period does not suit a

time so heterogeneous and, one might think, so

unconscious of itself.
(9-10)

He concludes that our approach to Hellenistic literature “cannot be directed by the
context of history” (10). If we abandon the contemporary setting, however, our
interpretation of the texts will inevitably be sadly limited in meaning and scope. An
understanding of the time, place and culture that produced any work, insofar as it can be
ascertained, is essential for further literary study. This is, perhaps, nowhere so true as
when discussing Hellenistic poetry. To deprive Apollonius of his context is to deprive

him of the epic tradition, a rash technique that would negate so much of our



understanding of and appreciation for the Argonautica. Callimachus is no different from
his junior contemporary. Should we encounter the immense learning of Callimachus’
lines while ignoring his familiarity with the great library of Alexandria? No. Our
biographical knowledge of Callimachus is limited and must always be sifted for truth, but
it should not be rejected altogether. The poet and his work are a product of their time;
these elements can not be divorced.

Therefore, before I begin my detailed analysis of his poetry, I consider it crucial
to take a moment to briefly examine Callimachus’ historical background. For the
Hellenistic period I use the convenient and generally accepted dates from the death of
Alexander in 323 BCE to the suicide of Cleopatra in 30 BCE. It was a period of
expanded frontiers for Greek speakers, as Alexander had opened Greece to the cultural,
social and political influences of Asia. It was into this new world that Callimachus was
born.

Aside from terse comments found in scholia and later authors, the most complete
account of Callimachus” life comes from the Suda:

Callimachus, son of Battus and Mesatma, of Cyrene,
grammarian, pupil of Hermacrates of Iasos, the
grammarian, married the daughter of Euphraeus of
Syracuse. His sister had a son, Callimachus the younger,
author of an epic On Islands. He was so industrious that he
wrote poems in every meter as well as a large number of
prose works: the books he wrote add up in all to more than
eight hundred. He lived in the reign of Ptolemy
Philadelphus. Before his introduction to that king he was a
teacher of grammar in Eleusis, a small suburb of
Alexandria. He survived into the reign of Ptolemy named
Euergetes and Olympiad 127, in the second year of which

Ptolemy Euergetes began to reign.’

This entry is both late and unreliable, notably wrong in one element, and likely incorrect



in two others: on the other hand, it provides information we would otherwise be lacking.’
Nonetheless, it provides us with a starting point for better understanding Callimachus’
background. Despite Ferguson’s assertion that “there is no reason to doubt the Suda’s
statement that [Callimachus] spent a period grinding away at the work of school-teaching
in the suburbs of the capital till such time as he was able to attract the emperor’s
attention”.” several scholars consider this to be an unlikely occupation for someone of
Callimachus’ social rank, as the elementary schoolteacher was a very low position
socially.4 As Alan Booth has demonstrated, calling someone an elementary teacher was
actually an insult in both the Greek and Roman periods. In addition, such accusations
were usually false.” Given this evidence, it seems inappropriate that the grandson of a
general (if Callimachus™ Ep. 29 is to be believed) would be reduced to such an
occupation. While the speaker in many of Callimachus’ epigrams professes to poverty,
these revelations invariably occur in amatory poems, where poets often lack money,
having spent it all on gifts for their lovers, and are now left with nothing more to offer
than their verse.® Nonetheless, some scholars have attempted to read biographical detail
into such poetic tropes, suggesting that these claims of poverty reflect his family falling
on hard times, or that Callimachus was attempting to make his own way in Alexandria,
without the aid of his family.” With this example, we can see the difficulties and great
dangers of attempting to extrapolate biographical details from a poet’s work. Certainly in
a poet as learned in the themes and tropes of classical literature, any self-revealing “fact”
must be approached with extreme caution. Even when cross-referenced with other
biographical data, we must still be wary, as ancient biographers were often guilty of

: s s ; . . 8
constructing their lives by relying on literary evidence.



As stated in the Suda and elsewhere, Callimachus appears to have been born in
Cyrene, a town described by Ferguson as being “uneasily in the Egyptian sphere of
influence” due to hostile relations between their respective rulers (23). Estimates of his
birthdate range from 320 to 310 BCE, and there is little evidence to suggest a more
accurate date. His death is usually placed around 235 BCE, meaning that he lived to at
least seventy-five and perhaps even ]onger.9 Most of this life was spent in the cultural
Mecca of the Hellenistic period, Alexandria. The city excelled in size and intellectual
vigour, one anonymous ancient writer stating that *‘the other cities are cities in relation to
the surrounding countryside, but villages in relation to Alexandria, which is the city of
the world.””"? The centre of an Alexandrian academic’s world was, of course, the
Museum and its accompanying library.ll For Callimachus as well the Museum was a
major part of his intellectual life, and we know from the titles of several prose works,
now lost, that he was involved in the cataloguing of the libraries” immense collection."
This type of work was no doubt crucial in the development of the Alexandrian style of
poetry with its constant allusion and ostentatious display of obscure knowledge.
Nonetheless, we should not identify the Museum and the library as necessarily
determining factors on the creation of Callimachus’ poetry. 13 Certainly the environment
there had some influence on his writing, but he undoubtedly drew inspiration from many
different sources. Despite his pre-eminence as a poet and scholar, Callimachus was never
actually the chief librarian in Alexandria. This is clear from the evidence of Oxyrhynchus
1241, which provides a list of the chief librarians through this period. Some scholars see
a conspiracy in this fact, perhaps projecting their experiences as modern academics into

the ancient world, and blame his exclusion on “academic politics” (Ferguson 19). That



Callimachus was deliberately kept from the position reads too much into the scant
evidence. It is surely just as likely that Callimachus had no interest in the position, which
required a large amount of administration, and included the duty of teaching the royal
children. Without such burdens, Callimachus produced a vast number of books both in
prose and verse.

Although the Suda’s claim that he produced more than 800 books is almost
certainly hyperbole, we do know that he published extensively. As with most ancient
authors, however, we now possess only a small portion of that output. Lombardo
estimates that “perhaps a tenth, no more, of his poetry survives: six hymns (his only work
to survive in an independent manuscript tradition), sixty-four epigrams, and fragments of
elegiac, narrative, lyric, and satiric verse. Some of the fragments can be supplemented by
informed conjecture and comparison with versions done by Roman poets; the rest is in
tatters” (XVII). This concern with poetic detail has caused consternation to generations
of scholars, and has garnered Callimachus a reputation of impenetrable difficulty. More
recently, however, Hellenistic poetry has enjoyed a surge in popularity, at least among
Greek scholars, as the literature yields poetic joys beyond ostentatious erudition. Despite
the fact that Callimachus takes great pains to give his work an air of difficulty with the
use of rare words and challenging periphrasis, it is an increasingly popular opinion that
he is not as difficult to read as his reputation suggests. In fact, his work was already
being published with basic commentaries for mass consumption by readers of limited
education by the end of the third century BCE (Hutchinson 6-7). There is even evidence
that suggests his work was studied in schools, and explanations of poetry by

commentators were nothing new to a generation familiar with scholiastic commemary.]4



Two main pieces of evidence suggest that Callimachus was in Alexandria and
associated with the court from a young age. First, there is his excellent education. There
is nothing to suggest that such a level of literary training was possible in fourth-century
Cyrene.IS In addition, at Alexandria Callimachus would have had the opportunity to
meet the pre-eminent scholars of the day who gathered at the court and toiled in the
Museum. Second, Callimachus’ sister appears to have been married to a man of some
importance in Alexandria. Thus it seems highly probable that Callimachus and his sister
were both members of the Alexandrian court, and that their family was of reasonably
high social rank.'® Although an association with the royal court was an excellent way for
a writer to further his career, it was not without obligations. Unlike the relative freedom
enjoyed by writers such as Aristophanes in democratic Athens, a writer in Hellenistic
Egypt always needed to be conscious of the king’s temperamem.l7 The influence of the
court on Callimachus’ poetry can be seen clearly in Epigram 54, which is discussed in
Chapter Eight.

Having covered the very basics of Callimachus’ life (although it should be noted
that we know little more with any certainty), we must turn our attention to the cultural
climate in which the author worked. The atmosphere in Alexandria has already been
briefly touched upon, but some important cultural elements must be further explored. As
previously mentioned, the great Museum and library in Alexandria attracted many
scholars who created a community where minds could meet and resources were gathered.
The library had the important task of collecting and organising the great texts of the
ancient world, and Callimachus’ Pinakes, a scholarly and ambitious project cataloguing

all of Greek literature in 120 rolls, no doubt was only made possible by his access to the



first serious library in the ancient world."® Not everyone was enamoured of this new
“jvory tower”. Apollonius, who would become chief librarian, left Alexandria for a
period after the initial poor reception of his epic; no doubt his failure was difficult to face
among his learned friends. Another writer, Timon of Phlius, derides the Museum and its
inhabitants: “mellol wéy Bogrovrar & Alyinrw modugidw / BiBliaxol yagaxitar areipra
Srotowvres / Movoéwy v Taddgw”(Many bookish scribblers are fed in populous Egypt,
forever squabbling in the birdcage of the Muses)."” Even modern scholars have
perpetuated this stereotype, with Richard Hunter suggesting that Alexandrian poets were
“a marginal and privileged elite writing for their own amusement” (1992b: 33) and Claire
Préaux writing that “not only the poets but also the readers of their poems™ were only to
be found in the courts and libraries (674-675). Despite this preponderance of opinion, it
is clear, as Cameron states, that “it was certainly not in the library that Callimachus found
his wit, his personal style and the original and influential narrative mode of his longer
poems™ (1995b: 30n.36).

Even if Callimachus found inspiration outside of his academic circle, was it
possible for his difficult style of poetry to find an audience outside the literati? There is
no direct evidence that allows us to identify the original, intended audience of the authors
writing in most Hellenistic genres. Although Cameron argues that there “is abundant
evidence that lesser poets continued to perform their work publicly, and many passages in
the major poets imply that they did the same™ (1995b: 30). The general impression
among scholars has been that poetry this sophisticated could not have been performed
publicly, and that it was, by design and necessity, meant to be read.” In response to this

view, Cameron points out how “countless new agonistic festivals were established both



by and in honour of the Hellenistic kings, and literary and musical events became much
commoner at all sorts of festivals™.?' Tt seems very likely that public performance
remained an extremely important part of poetic production in the Hellenistic period.
Certainly the story of Apollonius above indicates that public approval was important, and
there are several depictions of poetry being performed, such as in Theocritus™ Idyll 15,
where a public festival culminates with a song praising Adonis, or in Callimachus’
Epigram 58, where a poet prays for victory in a competition. Even for works not
presented to the public at large, the symposium was still an important venue for
performance.22 It is also worth noting that the most popular metres in use by Hellenistic
poets were those still suitable for performance in that period. Metres such as Sapphics,
Alcaics and Pindaric strophes, which were no longer employed in public performances,
were no longer being written.”

Nonetheless, most kinds of poetry were still being written in the Hellenistic
period. Epic and drama were produced in large amounts. That we possess only
fragments of these works, however, is undoubtedly an indication of their appeal to the
librarians: while they may have been popular, they were not worthy to be copied through
the generations. In addition to these established genres, new styles emerged in the
Hellenistic period to challenge the traditional modes of artistic expression. The epyllion,
a short epic focused on one less significant part of a greater myth, came to prominence
among the intellectuals.™ Epics more traditional in theme were produced, like the
Argonautica, but these were shorter and much more intensely learned than regular epic
fare. Theocritus more or less invented the genre of pastoral with his Idylls. All manner

of history, aetiology. anthropology and cataloguing was carried out in prose works, some



of incredible length and detail. The period also saw the emergence of literary epigram as
a full-fledged and very popular genre. This is the type of poetry that concerns us in the
present work, and its qualities will be examined in greater detail in a following chapter.
Hellenistic poets were very conscious of their place in literary evolution, perhaps

more so than any preceding generation. Already in the time of Aristophanes there was a
feeling that the golden age of literature had passed:

A waxag, 6TTIc Eny xelvoy yoovoy 1015 GoOIOTK,

Movedwy Segdmwy, 67" axqeatos Hv T Aeipwy:

vy &’ Gre mavra OédaoTal, Eyovat O¢ TelpaTa TERVa,

Uotator Gote dpduov xatalermouey’, oUdé g Tt

navTy TmanTaivoyta veoluyes agua neAaoaal.

Blessed indeed was the man skilled in song in that time,

a servant of the Muses when the meadow was still undefiled.

Now, everything is allotted, and the arts have reached their limits.

We are thus left behind in the race, and one looks everywhere in vain

. . 2

for a place to drive a newly yoked chariot.”
We are sadly lacking in literary material from the fourth century, but it is clear that a
sense of decline persisted in the minds of many ancient scholars from the Classical period
into the Hellenistic, and this view has remained popular among modern academics.”® Yet
this view is overly simplistic. While it is true that we do not have any great playwrights
from the Alexandrians, revered in the manner of Sophocles or Aeschylus, that does not
mean that drama was not being written, only that it was not passed down to us. It may
also mean that the Hellenistic writers did not attempt to copy their predecessors, and
instead chose to produce something different, as mentioned above. This tendency is not a
sign of decline, unless one would also accuse the Classical period of literary poverty

because it failed to produce Homeric-style epics that were preserved for posterity.

Despite these new directions in Hellenistic poetry, however, it is clear from the poets’



engagement with previous works that the older traditions were very much in mind, and
were not intended to be forgotten.

This chapter has touched on some of the important elements that inform an
understanding of Hellenistic literary culture. Putting Callimachus in his historical and
cultural context is a crucial first step towards appreciating his poetry. A modern scholar
can pursue veiled allusions and hidden pieces of knowledge in Callimachus’ work more
confidently knowing that the author’s immediate, contemporary audience of academics
and poets would have been closely attuned to such nuances. Of the influences on, and the
influence of Callimachus’ work, John Ferguson writes that Callimachus was “a man of
many parts, grammarian and teacher, librarian and bibliophile, scholar, poet.... All [his
contemporary] poets made their individual contributions to poetic style, but Callimachus,

more than any other, stands as representative of his age™ (28-29).
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Endnotes Chapter 1

"' See Pfeiffer xcv for the relevant Greek text.

% Cf. Ferguson 23.

* Ferguson 24. Bulloch agrees with this view (549).
* Cf. Cameron 1995b: 5-6.

5 For more on the social rank of school teachers, see Booth. Ancient evidence for this abounds.
Callimachus himself makes a judgmental comment to a school teacher in his fifth lamb: ézzi oz duipwy dhoa
Bila (since Fate [has decreed that] you [teach] the ABCs)” (3-4). Callimachus’ contemporary, Aratus,
expresses similar feelings: “aizlw Aiiripoy, & & nézgaiot xadyrar / T woyagiwy Tty Bira xal dloa Aéywy
(Poor Diotimus, who sits on the rocks teaching the children of Gargara their ABCs)”. There is also a line
from comedy that remarks: “7ror wé%muey 4 Siddoxer yeaupasa” (he’s either dead or teaching grammar)
Com. adesp. 20 (iii. 401 K).

® Cameron 1995b: 5. A similar erroneous biographical tendency is 1o ascribe love poetry 1o a poet’s early
years. Cameron eloquently denounces this custom: “It is also to mistake genre for autobiography to assume
that erotic epigrams are inevitably products of a passionate youth™ (9).

" For example, see Ferguson 24.

¥ On this issue, see Lefkowitz.

? These dates are arrived at through mostly anecdotal evidence (eg. it is mentioned that Callimachus is
slightly younger than Aratus). However, more concrete evidence is found in a decree by Ptolemy Soter that

set up a new constitution for Cyrene. For a discussion, see Cameron 1995b: 7.

' Quoted from Ferguson 17. The original text is found in Berliner Klassikertexte Fasc. 7: 17, 28.
Theocritus offers an insight into the hectic bustle of Alexandria during a festival in his fifteenth Idyll.

"' The Museum was founded by Piolemy Soter in 300 BCE and was maintained by his successors.
12 See Lombardo XVI-XVIL.
¥ Cf. Cameron 1995b: 24.

" See Hutchinson 7n.9 for discussion of a papyrus that appears to have been commercially produced,
perhaps for use in schools.

'> Cameron 1995b: 9. See also Laronde 129.

16 See Cameron 1995b: 8-9. For more on the relationship between poets and patrons. see Gold 1987.

7 Sotades, who was either executed by drowning or imprisoned for many years for his verses criticising
Ptolemy 1. is an example of a writer who was not sufficiently careful (Athenaeus. 620f-621a and Plutarch

Mor. 11a).

'8 Cameron 1995b: 24. Lombardo (XVI-XVII) suggests that is was cataloguing efforts at the library like
that of Callimachus’ that led to the creation of canonical literary texts.



' Timon of Phlius Supplementum Hellenisticum 786. As much as these lines are meant to caricature the
scholars at the Museum., they may also be intended to comment on the style of literature, full of intertextual
references and often with an emphasis on concision, that was being produced there. For more on the style
of poetry being produced. see Chapter Two. For a discussion of Timon’s text. see Cameron 1995b: 311f.

2 Gelzer 144. Grant also sees Hellenistic poetry occurring in a book culture. He argues that by the third
century BCE. people “were reading much more than they were sitting and listening™ (260).

2! Cameron 1995b: 44. Cf. Jones. Ringwood and Sifakis.

2 Cf. Cameron 1995b: 71ff.

23 Cameron 1995b: 46. For more on the Hellenistic audience and performance see Cameron 1995b: 471f.
* An archetypal example can be found in Catullus 64. For more on epyllion, see Merriam.

 Choerilos of Samos. Text from Hopkinson 1.

2 ~ . . . - . . -
26 Cf Lombardo XV. Whether ancient writers actually believed in a decline or merely used it as a literary
topos is uncertain.



Chapter 2: Callimachus and the Alexandrian Aesthetic

EySaiow T0 moiqua T xvxhixoy ovde xelet S
yalow Tic ToAols @O xal @O wéger
wioéw xai megigorToy égwuevoy, ovd’ Ao XOTVNS
W TIXYAV® TAVTa Ta OUorIa.
Avgavin, ov 0¢ vaiy xalos xalos: alla mply eimely
TobT0 Tapdc Ty enoi TS “aMog Exer”.
I hate the circular poem, nor do I rejoice in
the path that carries many people this way and that;
I also hate the wandering beloved, and I don’t
drink from the common spring; I loath all public things.
Lysanias, you are indeed beautiful, beautiful; but before
Echo can say this clearly, someone says “another has you".l

- Callimachus Ep. 2

Having considered the role that Callimachus’ biographical background may have
played in the formation of his poetry, it is important to now examine in more detail the
literary atmosphere in which Callimachus worked, as the new Alexandrian style of poetry
strongly influenced Callimachus’ literary style.

Callimachus, more than any other Greek poet, was excruciatingly “concerned
with matters of style, taste and technical acamen™ (Lombardo XVII). Lombardo says that
Callimachus’ poetry is not “for everyone’s taste, nor is it meant to be. Without the most
prodigious capacity for learning, patience, and complete emotional discrimination, the
general reader is apt to be dismissed with contempt, along with everything else that
smacks of the mass market™ (XX). Carne-Ross goes so far as to say that “Callimachus’ is
a dry poetry, a poetry of the surface..., hinting at no resonant or beguiling deeps™

(Lombardo IX). Some scholars, however, have come to realise that there is more to
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Callimachus than obscure references and precise metre. To properly approach
Callimachus’ work, a reader must appreciate both the minutiae of the poetic art and the
holistic effect of the text. For the modern reader, the approach to Callimachus is filled
with pit-falls: difficult Greek, ostentatious displays of arcane knowledge, fragmentary
texts and frustratingly incomplete insight into the author’s contemporary context.
Nonetheless, the attempt must be made in order to begin understanding the poetry.
Hutchinson feels that there is value in making the effort, and argues that there is more in
Callimachus than “a frivolous pedant, obsessed with the abstrusest details of mythology
and cult, and uninterested in serious human emotions™ (25-26). Certainly, the complaint
of pedantry is easily rebuked, as one would have to reject any work, such as Paradise
Lost or Faust, that displays excessive learning.

We must be cautious that we are not bedazzled by learning and misled into false
interpretations of a given poem or its context. For example, although it is obvious that
the erudite would be able to appreciate certain aspects of Callimachus’ poetry more than
a less learned reader, we cannot assume that only the most well-read understood or
enjoyed his poetry.? It should also be noted that what we consider to be the unnecessary
inclusion of obscure facts may not have seemed that way to the original audience. While
we might only have a scrap of papyrus hinting at a certain ritual mentioned by
Callimachus, that ritual may have been everyday knowledge in the Hellenistic period.’
Although Grant states correctly that Hellenistic poets “ransacked the most recherché
myths and legends, antiquarian histories and obscure points of local topography for
whatever titillating details and psychological angles they might be able to provide™ (261),

this intense interest in history and myth was nothing new.® Aetiology had long been a



feature of ancient poetry, dating back to Homer and no doubt beyond. The only
difference between the Alexandrians and their predecessors is that the more recent
generations had access to the massive collection of works contained in the Library.
Where archaic writers relied on their own extensive knowledge of the oral tradition,
supplemented by written texts when they were available, Callimachus and his colleagues
had a vast store of catalogued works. For example, when Callimachus wanted to find a
suitable topic for an epyllion, he could simply search through books on Athenian myth
until he came across Hecale. All of these stories, at some point, were of sufficient
importance to a group of people that the story survived to be recorded in Alexandria:
Hecale might seem insignificant to us, but surely she wasn’t to the people living in the
deme named after her (the naming of which this story tells).” For the audience, it is
always exciting and pleasing to have one’s land or customs appear in popular culture, and
Callimachus included many different areas and peoples in his work. The result appears
contrived today, and may have even in the ancient world, but it seems safe to assume that
this approach was popular with his contemporary readers.

Thus we can justify Callimachus’ displays of mythical and geographical
erudition, but his poetry is still often charged with dispassionate exactitude of form and
diction. Like many great poets, Callimachus did write poems that are clearly exercises in
playing with conventions or formal ideas. Such work is not, however, the limit of his
writing. Yet if Callimachus is more than just a well-versed scholar, we must ask why he
used a literary style that leads the modern reader to that initial conclusion. To answer this
question, however, we must first discover what Callimachus’ literary tastes are (insofar as

it is possible to reconstruct them from textual evidence). Meleager’s description in this



regard is short and cryptic:
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and the sweet myrtle
of Callimachus, always full of harsh honey.
(1.21-22 G-P)
Some traditional readings might balk at ascribing any redeeming sweetness to his poetry.
Recent scholarship has, however, begun to rescue Callimachus from this impression.
Ferguson initially paints Callimachus’ literary taste in one colour: “Callimachus
stood for a distinctive literary viewpoint. It is familiarly expressed in one of the most
famous anecdotes of antiquity, recorded by Athenaeus (2,72 A): ‘Callimachus the
schoolteacher used to say that a big book is equivalent to a big evil’™ (Ferguson 26-27).
Athenaeus is not, however, a uniformly reliable source for information on Callimachus,’
and there is no real evidence in Callimachus’ own work that suggests that he subscribes
to such an aesthetic. The prologue of the Aetia and end of Callimachus’ second Hymn
are used to substantiate this view. Both of these passages are, of course, crucial to our
understanding of Callimachus’ literary tastes. Unfortunately, commentators have often
been misled by these passages. Let us look first at the Aeria prologue:
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(I know that) the Telchines, who are ignorant and not
friends to the Muse, grumble at my poetry,
because I did not accomplish one continuous poem
of many thousands of lines on ... kings or ...
heroes, but like a child I roll out a short story,
though the decades of my years are not few.

Begone, you baneful race of Jealousy! hereafter judge poetry
by (the canons) of art, and not by the Persian chain.

... Lycian Apollo said to me:
... poet, grow the victim most fat but,
good man, make the Muse slender.
And I command you: tread the path unopened
by wagons; do not drive your chariot upon
the common tracks of others, nor along a wide road,
but on unworn paths, even if your way is more narrow.”
7
(1-28)
Although the aesthetic statement seems clear enough, there has nonetheless been great
debate over the exact meaning of this passage. Ferguson’s interpretation initially appears
correct: “having established his first point, concision, the poet passes to a second,
originality, neatly expressed by imagery from travel” (34). He erroneously equates,
however, concision with length. Callimachus’ preference is for short, good poetry over
long, bad poetry, and he is defending the Aetia on those grounds. Cameron picks up on
this difference, but he takes his interpretation to the opposite extreme, arguing that
Callimachus had nothing against his contemporary epic writers. He suggests that
Callimachus was actually only inveighing against a particular work by a particular writer,

the Lyde of Antimachos (1995b: 303-361). 1Iside with Schmitz, however, in not being

convinced that Callimachus” aesthetic statement in the Prologue can be judged in such a
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narrow fashion (152). I believe that Hutchinson may have the correct approach, as he
finds a very plausible middle ground, seeing a statement about the art of poetry in
general, but not necessarily an indictment of any particular genre. The point of the
passage is to highlight Callimachus’ artistic skill (Hutchinson 79). Originality, then, and
concision, appear to be the guiding principles of Callimachus’ work.

This view is strengthened by the end of Hymn 2 to Apollo:
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Envy spoke secretly in Apollo’s ear:

“T do not admire the poet who sings things unlike the sea.”

Apollo drove off Envy with his foot and spoke thus:

“the stream of the Assyrian river is great, but in its water

it carries much filth from the earth and much refuse.

And not from every water do the Bees carry to Deo,

but from the trickling steam that springs from a holy fountain,

pure and undefiled, the best water.”

(2.105-112)

This passage further defines the literary views of Callimachus. Apollo does not say that a
work equal to the sea or the Euphrates is bad because of its size, but because of its lack of
purity. A long work can achieve such clarity: surely Callimachus would have given
Homer this distinction; but such talent is rare.® Callimachus will instead attempt
something new by writing brief, pure poetry in all genres save epic and drama.” Of
course, originality is itself a common claim, and should not be weighted too strongly. 10

Both the passage from the Aetia and that from the Hymns suggest that Callimachus had

been criticised for his failure to produce a long epic. There is no indication that he was



against epic generally, but simply that he preferred other genres for his own poetry. As
Cameron points out, “but for this obsession with epic, it would have been seen long ago
that Callimachus is comparing styles, not genres™ (1995b: 329). Clearly, Callimachus
wants his worked judged by artistic merit, not great length, nor is there an implication
that brevity should be placed ahead of art."!

The most important element for Callimachus, then, is quality. In the poet’s eyes,
what makes for quality in a poem? A work that spares us unnecessary length, obviously,
and with some claim to originality. Judging by Callimachus’ own writing, careful
attention to metre, diction and allusion are also central concerns. When I discuss his
individual epigrams in Chapters Five through Nine, these poetic concerns are taken as the
starting point for my analyses and should be kept in mind for any reader evaluating
Callimachus’ poetry.

So what genre could fit all of these requirements? What sort of poetry demands a
concise, intense manner, where every word must be selected and placed with exacting
precision, and allusion is of paramount importance for fleshing-out stark bones sketched
in a few lines? What genre could still make claim to some modicum of originality, and

provide a medium not yet muddied by centuries of use?



Endnotes Chapter 2

" Although this poem obviously has bearing on the current discussion, I will delay a thorough examination
of it until later in this work.

2 Cf. Hutchinson 7.

* There are countless modern parallels. Consider the image evoked by the Bee Gees. An entire
phenomenon, disco, can be imagined by reference to that single group. Now imagine a poem referencing
the Bee Gees being read 2000 years from now. People might wonder how an entire festival could be
conducted on roller-skates and what part the disco ball played in the sacrifice. What is nothing more than
contemporary common knowledge has become obscure through the passage of time.

* Cf. Cameron 1995b: 42ff.

3 For a brief discussion of the plot of the Hecale and Callimachus’ source, see Trypanis 176-179.

®See Ch. 1, where I have argued against the view that Callimachus was a school-teacher.

7 For a narratological assessment of this poem, see Harder.

& Cf. Cameron 1995b: 358. One is reminded of Horace's Satire 1.1.54-60. where the poet advises against
drinking from a raging river when a small stream will serve just as well.

? Although written in dactylic hexameter, the Hecale cannot be considered an epic in the traditional sense.
Tt is quite clearly an example of epyllion. One should consider the evidence of lambus fr. 203, in which it
appears as though Callimachus is discussing the mixture of various genres and styles.

10 Cf. Hutchinson 81ff.

"' Cf. Cameron 1995b: 357. It should be noted that many Roman writers adhereing to neo-Callimachean
aesthetics do place epic in opposition to small-scale poetry in the name of Callimachus.



Chapter 3: The Hellenistic Literary Epigram
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The stranger was brief, and the verse describing him not long:
“Theris, son of Aristaios, a Cretan” — this is lengthy for me.

- Callimachus Ep. 34

Having examined the Alexandrian aesthetic and its influence on Callimachus’
poetry, a brief study of the evolution of the literary genre of epigram and its conventions
should complete our investigation into the historical and literary contexts necessary to
begin understanding Callimachus’ epigrams.

The epigram’s origins are evident in its name; the genre began with inscriptions
of various types." Although epitaph is the most obvious predecessor of the literary
epigram, inscriptions on offerings, statues and walls could all be considered of the same
lineage. Over time these epigraphs became more complex and the art of the message
became almost as important as the content. Eventually, professional poets were being
hired to write epitaphs for the dearly departed.2 At this point, the evolution of epigraph
into literary epigram was the next logical step. By the end of the fifth century and down
through the fourth, it became increasingly common to copy inscriptions into various
documents. These copied epigrams were separated from their original function and
location, and began to be seen as texts of literary value in their own right.’

Although the groundwork for epigram as a literary genre was laid during this period, it

was not until the Hellenistic age that the form came into its own.
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As mentioned in the previous two chapters, the Hellenistic poets were searching
for a new means to express themselves, a medium whose possibilities had not yet been
fully explored by previous generations. This desire for novelty coupled with a new
aesthetic favouring artistic concision over length, at least in the case of Callimachus and
those who shared his tastes, led to an explosion in the popularity of the literary epigram.
Richard Hunter succinctly states the importance of this style of poetry in the Hellenistic
period: “kein literarischer Genos ist fiir das hellenistische Zeitalter kennzeichnender als
das Epigramm” (1997b: 265).

The genre of epigram can be divided into three main categories: erotic, sepulchral
and dedicatory. I would, however, agree with Gutzwiller that a fourth division would be
useful for describing certain of the epigrams that deal with literary matters, and do not fit
easily into the three standard partitions.® Often a poet would attempt to maintain the
illusion that his poem is actually written on an object, using the convention as a template,
and employing his poetic abilities to work within the traditional restrictions of the genre.
It was also common to play deliberately with the conventions in order to achieve certain
effects. At times, even the pretence of inscription was entirely set aside. This deviation
from tradition is particularly obvious in amatory epigrams, where such simulation was
often tenuous to begin with. Nonetheless, it is usually important for the discerning reader
to consider the traditions of the genre, even with poems that do not overtly appear to
maintain epigraphic conventions.”

Most epigrams were written in elegiac couplets although there are exceptions,
such as Callimachus’ 17", 19" and 20" epigrams, which were written in other metres.’

This is, of course, the metre of elegy, and the influence of that genre has been mentioned
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by Gutzwiller, among others.” There is also a marked influence of lyric, although there

has been no substantial work done on the topic.®

Funerary

Ranging from the sublime, for example Callimachus’ farewell to Heraclitus (Ep.
34, discussed in Chapter Eight), to the amusingly ridiculous, such as Anyte’s mock-
epitaph for a cock killed by a predator (AP 7.202), the funerary epigram has a long and
rich history.9 As mentioned above, it must always be kept in the reader’s mind that these
poems should be read as though on a tombstone. In 1991, George Walsh published a
very important article discussing the influence of epitaph on Callimachus’ funerary
epigrams. He persuasively argues that “Callimachean epigram captures thought in
motion, often unfolding the elements of mental life one by one in a dramatic
progression”, and that the poet “was strongly influenced by the rhetorical constraints and
the contrivances of epitaph™. Ultimately, Walsh concludes, all styles of Callimachean
epigram “make the acquisition of knowledge both a topic and a structural principle” (77-
78). 1certainly agree with Walsh regarding the importance of epitaph to Callimachus’
work, but I am not convinced that we can paint all of his epigrams with such a broad
brush. Nonetheless. I have difficulty with Gutzwiller’s complaint regarding the article.
She argues that Walsh places too great an emphasis on inscribed epitaph, and fails to
account for the difference between the “fictive reader (the imaginary reader of the stone)
and the implied reader (a construct based upon the author’s evident assumptions about
the circumstances of reading), who, for Callimachus’ epigrams in their collected form,

was clearly a book reader”.'”
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While the connection between epigram and epitaph is quite secure, the argument
that these poems were only read in a book form is contentious, and will be discussed later
in more detail. Still, the literary aspect of the epigrams is worth considering. Gutzwiller
points out that although Callimachus’ epigrams were based on epitaphic conventions,
“the majority of Callimachus” epigrams do assume a reading context in which both the
stone and its reader belong to the fictive realm of literature™ (196). Several of his poems,
in fact, rely upon this play between fictive and actual setting. Cameron, among others,
has strenuously (and persuasively in my opinion) argued that “the principal forum for the
epigram in the early third century...was the symposium”, going so far as to call epigram
“the new sympotic poetry of the age™.!' T believe that the intended audience of the poet
must have included both book readers and people enjoying live performances.

Unfortunately, we have no certain evidence to resolve the matter one way or the other."?

Dedicatory

These epigrams are similar to their sepulchral genre-mates in that they grew out
of a strong tradition of physical inscription. Prayers, curses and vows were all commonly
incised in various materials ranging from potsherds to statues for almost every reason
imaginable. Like epitaphs, these inscriptions often had certain formulae that were
followed. In some cases, these conventions were more closely followed then in epitaphic
writing, as a prayer or vow needed to be recorded perfectly in order to be effective.
Within this sub-genre as well, the epigrammatists took liberties with conventions.
Callimachus’™ Epigrams 16 and 25, for example, feature speakers who are dedicated

objects, and plays with the traditional rhetoric of this type of epigram.'”® That the



dedicated objects speak is not strange; a very early Greek epigram on a bronze statuette
reads, “Manticlus dedicated me to the Far-Darter” (326 CEG). Svenbro disputes an
animist explanation for these speaking objects, arguing that the ego in the poem lacks
“any psychological depth”. He suggests that this style of dedication displays the
“hereness” of the inscribed object as opposed to the “thereness™ or absence of the
inscriber (41-43). With Callimachus, Gutzwiller sees a similar effect in play, but one
altered by the nature of literary epigram versus inscribed object. She suggests that
Callimachus, by having his dedication speak, makes the audience aware of its absence,
and in turn brings their attention to the absence of the epigrammatist’s own voice in the
poem (192-193). I do not, however, believe that that these dedications were only ever
read off the page, but it is likely that they were also performed. As in reading one of
these poems from a book, a performance of a dedicatory epigram would also be lacking
the object being dedicated, so Gutzwiller’s approach is still valid. In addition, the poet
may actually be present at the performance, further enhancing his presence in the poem at

the expense of the absent object.

Amatory

This is, perhaps, the type of epigram that is least related to the genre’s
epigraphical beginnings, although it may be linked to short notes written by lovers
(assuming they could read) or to dedications asking a deity’s aide in obtaining the object
of one’s affection. In many ways, this type of poem has more in common with elegy than
with inscriptions, but here I think that length is a deciding factor. Most epigrams are

fewer than ten lines long, but it is rare to find such brevity in elegy. In addition, there are
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certain conventional differences between the two genres, and stylistic differences also
separate the two forms." Although these seem the most likely style of epigram to have
been performed regularly in convivial company, it would be rash to suggest that the other
types of epigrams were less frequently performed in such settings due to their subject
matter."

Gutzwiller pushes for a common theme in this style of epigram, stating that the
amatory poems “form a coherent group in which Callimachus represents himself as a
lover of boys. In doing so, he inscribes himself within the Theognidean tradition of
erotic elegy” (213-214). I am again troubled by an interpretation that relies on the poems
being in an author-ordered or collected unit. Gutzwiller goes on to suggest that
“Callimachus’ erotic epigrams, addressed to an ever-changing series of boys, are marked
by the individualized voice of a distinct poetic ego™ (214). She argues that the speaker in
these poems represents Callimachus’ rational side. He is not consumed by passion, but is
reflecting upon passion. Tension within the poems can be found in the interaction of
passion with reason, as each one struggles with the other. In this way, Callimachus unites
and explores his poetic role as a scholar and a lover.'®

While I can agree that Callimachus does not always present himself as a lover
bereft of all rational thought, Gutzwiller’s idea that Callimachus was attempting to
provide his collection with unity through a persistent poetic voice is less convincing.]7
Why would an author who so consciously and meticulously varies his subject matter,
metre and style throughout his corpus limit himself to one persona in his amatory
epigrams? The extant texts do not support such a reading, and we do not know what sort

of voices Callimachus may have adopted in the epigrams that are now lost. Gutzwiller’s
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conclusion that “the reserve that defines Callimachus as lover is also characteristic of
Callimachean poetics, and it is this unity of Callimachus’ artistic and erotic selves that
helps to integrate the amatory section with the other portions of the Epigrammata” (218)
is too strong for the available evidence. Nonetheless, I do believe that there is a broader
poetic programme at work in Callimachus’ poetry that can also be detected in certain of
his erotic epigrams, such as epigrams One, Two and Three, which are discussed in

Chapters Five, Six and Seven respectively.

The Epigrams of Callimachus

I would now like to turn more specifically to the epigrams of Callimachus, an
author who Ferguson describes as “the real creator of the Hellenistic epigram™ (138).
There are 64 surviving epigrams of Callimachus and a few desultory fragments.18 Tt will
suffice to say here that what text we have is generally good, but problems do exist and
they will be treated when they arise. While it is likely that Callimachus made a collection
of his works at some point, it is by no means certain that he did so with all of his poems.
There is no discussion in the ancient sources of the position of a book of Callimachean
epigrams in his corpus, and there are no epigrams in the papyri of Callimachus.'” All our
epigrams by Callimachus come from later anthologies, whose selections were subject to
the whims of their editors. The order of the epigrams is also highly suspect.”” In light of
these difficulties, Gow and Page see no reason to adhere to this random order and instead
group the poems according to their subjects: “ Egwrixa (1-XIIT), Avadquartixa (XIV-
XXV, Emracia (XXIX-LI), Emdeixrixa (LIV-LXI) ” (153). Although Gutzwiller

argues that “Callimachus uses arrangement to suggest his own poetic presence within the



heterogeneity of the collection™ (179), I must agree with Gow and Page that there is little

2]

evidence to support our reading the poems in any particular order.” While I agree that an
author-ordered collection would be a joy to analyse, I do not believe that Callimachus’
epigrams as we have them is such a collection. This is not to say that we should ignore
the intertextual play among his epigrams, but that we should avoid making arguments and
drawing conclusions that rely upon an uncertain ordering of the poems.

In Callimachus epigrams, we find the brevity that is a trademark of the genre.
This concision makes each change in subject, speaker or theme marked.” This is one
reason why Callimachus uses allusion to expand his work, since the generic brevity of
epigram demands that the poet establish social, historical or literary contexts in his
epigrams in order to flesh-out the poems.23 Callimachus managed to apply a combination

of variety, brevity, allusion and wit that came to characterise the literary epigram.”® Tt is

on allusion to Homeric themes in the Epigrams of Callimachus that this paper will focus.
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Endnotes Chapter 3

"If the reader wishes to pursue the evolution of epigram as an art form in more depth than I can provide
here, I highly recommend Kathryn Gutzwiller’s Poetic Garlands: Hellenistic Epigrams in Context (1998).
This book covers a great deal of material ranging from a discussion on manuscript traditions to the
performance settings of epigrams. Also extremely useful and very recent is Doris Meyer’s Inszeniertes
Lesevergniigen (2005).

% See Lattimore 17-20 for a discussion of authorship and inscription methods in epitaph.
3 Cf. Gutzwiller 47. For more on the movement from stone to book. see Gutzwiller 471f.

* Taran also uses four categories, calling the fourth “epideictic”. I think that such a title is too restrictive to
encompass all the subject matter covered by poems not included in the traditional three sub-genres. See
Tarédn 1979: 3.

3 For an excellent example of the manipulation of epigraphic convention in Callimachus, see Walsh 1991.

® Poems 17 and 19 are in catalectic iambic dimeter, and poem 20 has two catalectic iambic dimeters
followed by a dactylic tetrapody + ithyphallicus.

7 Cf. Gutzwiller 5. The line between epigram and elegy in love poetry is fluid and depends mostly on
length. An amatory epigram written in elegiacs could be considered a short elegy intended for a sympotic
setting. Dedicatory and funerary epigrams often maintain the illusion that they are written on objects, and
may be thus distinguished from elegy. which usually appears designed for performance.

# For a brief account, see Cameron 1992: 305-12.
? See Lattimore for common themes in epitaph.
10 Gutzwiller 196. Giagrande also subscribes to this view (1968: 93n.1).

' Cameron 1995b: 79 and 76. He states quite emphatically that “there is no ancient literary form of which
it can be said with less plausibility that it was written for the book™ than Hellenistic epigram (76-77).

2 The question of audience in Hellenistic literature and art is addressed by Zanker 2004, and Cameron
1995b: 24-70. With the advent of book publication, the question of reading epitaphs becomes more
complex. Traditionally. a single epitaph would be read from a single stone. A book presents the reader
with several poems, and may therefore affect their approach to individual epigrams. The performance
context of literary epigrams should also be considered, as hearing an epigram performed is an experience
distinct from reading one. Further deliberation of these issues is beyond the scope of the current project,
but such considerations should not be entirely ignored when reading Callimachus’ epigrams.

B Cf. Gutzwiller 192.
4 Cf. Cameron 1992.

'* Lyric poetry, most certainly performed in friendly settings, draws inspiration from all manner of subject,
including love and death. Tt should be stressed that all three types of epigram should not be taken as
presenting any historical fact, despite the seemingly personal nature of the subjects used and the factual
nature of actual epitaphs and dedications. One common error, for example. is to assume that erotic
epigrams were produced during a writer’s youth, when such feelings are supposedly more intensely



present. Cameron argues strongly against this, however, pointing out that “it is also to mistake genre for
autobiography to assume that erotic epigrams are inevitably products of a passionate youth™ (1995b: 9).

16 Cf. Gutzwiller 214.

17 “the speaker’s reflection about his erotic experience works to associate Callimachus the lover with
Callimachus the scholar-poet, and so, once again, to integrate the collection as a whole™ (Gutzwiller 214).

'® For a detailed description of the manuscript tradition of the Garland of Meleager, see Gow and Page
(xiii-xliv) and Gutzwiller (15-46).

' Cf. Gow and Page 153.

** The order of the epigrams is the result of “the accident that the epigrams numbered 1-25 by Pfeiffer were
collected by Nicodemus Frischlin in 1577, and successive additions were placed after this collection as
more epigrams became known from the Palatine ms of the Anthology and its apographa. Frischlin’s
arrangement left something to be desired: the order resulting from the subsequent accretions was chaotic,
and though retained by Wilamowitz, Cahen, and Pfeiffer, as with minor variations it had been by Schneider
and Meineke, it was admitted by them to be so” (Gow and Page 153).

I Cf. Gow and Page 153-154 and Gutzwiller 183ff.

*2 Cf. Hutchinson 75.

¥ Cf. Cameron 1995b: 77.

* Cf. Cameron 1995b: 77-79. The ability to find variation in a well defined genre was a chief

characteristic of Hellenistic epigram and has received attention from several scholars including Tardn (1979
and 1985) and Gutzwiller (227ff.).
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Chapter 4: On the Programme of Callimachus’ Epigrams: Cohesion and Collection
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For the happily successful poet, Dionysus, is the short speech:
at the most he says, ‘I win’.

But on whom you do not breathe favourably, if someone asks,
‘How did you fare?’ He says ‘things are going badly’.

For him brooding unjust things let this be the phrase,
But for me, o lord, the short syllable.

- Callimachus Ep. 58

Recent Views
In the following chapters, I will examine Homeric allusion in individual epigrams
by Callimachus that inform our understanding of Callimachus’ aesthetic programme.
Before adding my voice to the discussion of programs in the particular epigrams that
appear in the following chapters, however, it is important to discuss the various stances
taken by modern scholars regarding the programmatic theme, or lack thereof, in
Callimachus’ epigrams.
The first opinion to review is that of Gregory Hutchinson. For him, the greatest
concern in Callimachus’ epigrams is their allusive, intertextual play:
Callimachus’ Epigrams are strongly connected with the
brief tradition of literary epigram, and show many links
with Asclepiades in particular. But they also look behind,
to the conventions and concepts of the inscriptional poems
and the love-poetry from which literary epigram derives.

With these conventions Callimachus plays more
continually and more disconcertingly than his predecessors
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and contemporaries. The play is made possible by the
genre; but the effects fit the nature of the poet.
(71)

Using Epigram 37 as an example, Hutchinson argues that even the most heartfelt of these
poems find much of their expression in their relation to traditional forms (74). The
epigrammatic convention of brevity is also important, where the author plays self-
consciously and even explicitly with the length restraints of the genre.l Due to their short
length, movements within a poem can often seem drastic. It is the skill of the author that
turns these potentially disconcerting shifts into poetic emotion.” In the epigrams,
Hutchinson sees the involvement of Callimachus’ larger poetical “concerns™ through
recurring themes, including “play with genre and with personality, the exploitation of
scholarship and of religion, [and] the handling of different levels of poetry and different
levels of narrative™ (77). Attention to form is also a central element for Callimachus.
Hutchinson believes that all of these factors shape Callimachus’ poetry and are enhanced
by the limiting features of the epigrammatic genre (77).

Although he identifies these recurring themes and mentions Callimachus’
overarching literary interests, Hutchinson denies the existence of a programme in the
epigrams. He argues that Callimachus was merely guided by “instinct™ to write in the
manner that appealed to him, and that the author had no set programme that guided his
writing. Hutchinson even doubts that a clearly defined programme would illuminate the
poems very much at all, and he considers Callimachus’ remarks on his own poetry to be
detrimental to our interpretation rather than an important element to be considered (77).
Despite his own argument, however, Hutchinson nonetheless falls into the same trap as

other scholars, taking evidence from Callimachus’ other work and extrapolating those



themes into the epigrams. As do many others, Hutchinson uses the evidence of the Aetia
and the Hymn to Apollo to discuss themes found in the epigrams, and his reading of the
Epigrams is biased by the themes he identifies in these other poems. This approach must
be taken cautiously. It is dangerous to assume that a theme or programme crosses genre
or is carried from poem to poem. When there are common themes, these should certainly
be pointed out, but one must not identify themes in one poem simply because another
poem suggests a certain idea. In short, Hutchinson argues that the epigrams have no
programme, only recurrent themes, but he still pursues a single unifying theme in the
epigrams, Callimachus’ literary aesthetic, through evidence from other genres (771f.).

Marco Fantuzzi and Richard Hunter examine the history of epigrams being
produced in book format. They suggest that collections of inscriptions in book form may
have acted as models for later collections by authors such as Callimachus (or those who
collected his work after his death), but they do not specifically address the question of a
programme for Callimachus’ epigrams (289). Instead, they focus their attention on
themes more specific to the different sub-genres of epigrams and do not address the
poems as a group.

Sonya Tardn also does not directly address the question of programme. She does
describe one aspect concerning the provenance of Callimachus’ epigrams that has bearing
on Gutzwiller’s argument (which I will discuss in more detail shortly) that one should
approach Callimachus’ epigrams as an author-ordered collection. Tardn points out that
Meleager’s Garland is arranged to indicate links between earlier epigrams and later
variations. Planudes’ later Anthology also appears to follow this convention (1979: 2).

Therefore, it is useless to use the order of poems in these sources to suggest a certain



order of Callimachus’ poems in an author-published book of epigrams.

John Ferguson also sees difficulty in using poem sequence as evidence: it is
“fairly certain that the anthologists were — ultimately, since the Anthology grew out of
earlier anthologies — using selectively a collection of the poet’s epigrams. We cannot be
certain that these formed a section of his corpus of works as he planned to publish them,
or whether he regarded them as trivial and some pious disciple brought them together”
(138). Looking at the poems as a group, Ferguson sees Callimachus’ literary views,
favouring brevity and originality, as the uniting, even programmatic, feature of the
epigrams, although he does not use the word programme (131ff.).

Stanley Lombardo, on the other hand, speaks explicitly of “Callimachus’s literary
program” (XVIII). He identifies Callimachus as *“a poet who values most what is most
likely to escape ordinary notice, the small and recondite, the nuances of peripheral vision,
and the fine cords of attention that try to keep them in place™ (XIX). Lombardo takes a
theme that occurs several times in Callimachus’ poems and applies it as a blanket
programme for all of the poet’s work. This approach is obviously flawed. The order and
intent of Callimachus’ poems in different genres makes such generalisations difficult
from the very outset. It is also demonstrable that not every poem is intended to comment
on a fixed programme. Callimachus wrote in a learned, concise style, but this is a far
different thing from a literary programme.

Alan Cameron argues that

a published book was...an extension of the poet’s
performance rather than something entirely different. It
was aimed at essentially the same audience and arose out of

the same social circumstances. In effect poets continued to
write for people they knew, not strangers. Since books had
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been a fixture of intellectual life for centuries and live
performance continued unabated, there is little reason to
believe that books would in themselves provoke or foster a
different sort of poetry.
(1995b: 78)
He further argues that early in the third century BCE, the publication of epigram books
was secondary to performance, and was intended more for the preservation of the poems
than as a medium for which epigrams were written.” Despite this view, Cameron does
believe that the collection of poems into book form resulted in important literary effects,
as the poet would no doubt attempt to arrange his work as artfully as possible.
Nonetheless, he maintains that it is a “pure assumption™ to think that the poems were
originally composed for book publication.” Like Fantuzzi and Hunter, Cameron does not
identify a programme in Callimachus’ epigrams. He does suggest that thematic variation
is central concern to the epigrammatists, and he stresses the influence of the symposiastic
venue for performance on these themes and their variations in epigram (1995b: 79).
Instead of a programme, Cameron identifies “organizational devices” employed by book
forms, such as grouping similar or contrasting poems together, that would alter the
manner in which individual poems were read (1995b: 103). So, Cameron agrees with
Gutzwiller that the collection of epigrams into a book can inform a reader’s experience,
but he is hesitant to push this conclusion to the extremes taken by Gutzwiller.
The final author whose views I would like to examine at some length is Kathryn
Gutzwiller.” For Gutzwiller, everything revolves around the epigram book, for she
believes that Hellenistic poets were “self-consciously aware that their epigrams would

ultimately reside with other poetry in a written context™ (6). Thus, she argues, the study

of Hellenistic epigram is the study of epigrammatic books. She acknowledges the



difficulties posed by anthologising for the scholar who wishes to approach Callimachus'
epigrams as a book, and she points out how classicists have tended to avoid discussions
dependent on the order of the poems (6). Despite these reservations, Gutzwiller believes
that the literary epigram’s close association with its inscribed model suggests that authors
were very conscious of these poems as written, rather than recited, works (3). Unlike
inscribed poems being read in isolation, Gutzwiller suggests that literary epigrams were
meant to be read in the book context, along with other epigrams. In order to grasp their
significance, we should approach the poems “as if we knew their place in historical
collections™ (Gutzwiller 6-7). Despite this claim, however, Gutzwiller must admit that
there is no way in which these lost poetry books can be reconstituted. The collections
that we now possess are anthologies of anthologies with random additions from other
sources. Our main early source, Meleager, probably only selected a small percentage of
Greek epigrams, and only those that he personally felt were worth retaining. Gutzwiller
believes that Meleager would have anthologised key poems from earlier collections,
including unique themes and programmatic pieces, but she admits that his goal was to
illustrate similarities and interconnections between different poems and poets, not to
maintain the order of any of the original collections (X). Even with this intellectual
caveat, Gutzwiller nonetheless wants to reconstruct Hellenistic epigram books, arguing
that “to comprehend more fully the appeal of epigram for Hellenistic readers, we need to
reconstruct the historical contexts in which these poems were read — above all, the
collections compiled or approved by the authors themselves™ (6). T question this
approach, however, as I find it difficult to read Callimachus’ epigrams as if in a

collection when we know nothing of the original collection; we are not even certain that
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one existed.

The question of a book of Callimachus” epigrams aside, Gutzwiller does identify
some important elements that should be considered for short poetry produced in book
form. She points out that reading a book of poetry is very different from reading an
individual poem. The reader would be dealing with different themes within each poem,
but would also be confronted with the cohesive design of the book as a whole.
Gutzwiller believes that such structural tension was a “hallmark of the Hellenistic literary
aesthetic™ (8-9). I believe that Gutzwiller goes too far when she suggests that the persona
of the Hellenistic epigrammatist fully emerged as “a direct result of the collection of
epigrams into books™ (11). Although consistent “personalities” often seem apparent in
any group of similar poems by an author, I think that Gutzwiller gives too little credit to
the poet’s ability to create a persona within a single poem, even if it is of epigrammatic
length. She argues that this effect can only be encountered through collections of poetry:
“the reader tends to synthesize a collection’s themes, tonalities, and principles of order
into a conception of the author’s poetic message, heard in no one poem but perceivable
by reading across the boundaries of individual poems™ (12). Certainly, recurrent themes
may give an overall impression of a particular poet’s work, but the importance of the
individual poem must not be discounted. When reading Gutzwiller, one gains the
impression that a// meaning in epigrams comes from their role in a collection:

Hellenistic epigram books encouraged a variety of
interpretative approaches: as indices of poets’ conceptions
about their personal experiences and social relationships; as
a means of focusing on certain classes of individuals and
modes of living so as to make ideological statements; as

vehicles for conveying a poet’s literary personality and for
placing the poet’s achievements within the context of
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literary tradition. Once we recognize that such larger
messages may be conveyed by the briefest of poems when
gathered into collections, we can see that part of the
attraction of the epigram book for early Hellenistic poets
was to rival in length and function traditionally longer
works while yet working within a genre of brief compass
and low rank.
(12-13)
These insights would be very useful if the existence and ordering of a book of epigrams
organised by Callimachus could be conclusively demonstrated. Even if the author had
collected his epigrams at some point, they would very likely have been collected long
after composition. Far from conceiving the idea of a book and writing a hundred or so
poems for it, the text, even one artfully arranged, would have consisted of poems written
separately from one another. Gutzwiller recognises this, and backs off from her more
extreme position that order imparts all meaning: “even if the editor did little to create
cohesiveness beyond organizing the epigrams into sections, the reader may yet find a
unifying focus in the peculiarities of the author’s style and tone™ (28). She does not,
however, succeed in demonstrating that Callimachus was responsible for an ordered
collection of epigrams. A later editor might have any manner of selection criteria or
personal bias resulting in a skewed representation of poems being passed onto us.
Gutzwiller speaks of how the “surviving sequences from the epigram books of
Callimachus...show the presentation of individual epigrams, each of which is by nature
specific and final, not as a repetitive catalogue, but in associative patterns that point up
similarities and contrasts and so encourage the reader to extract larger poetic meanings”

(46). She assumes this sequence demonstrates the existence of a Callimachean epigram

book, and that its ordering was maintained, at least partially, by Meleager in his Garland.
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She then employs this assumption in order to tease meaning out of a run of 5 poems by
Callimachus that occur one after the other in the Garland. This approach is dangerously
circular.

Gutzwiller provides a few examples of these sequences, and here I would like to
engage briefly with her arguments regarding them. 7.515-519 are interesting due to the
speaker(s) being mourners, but there is nothing to indicate that Callimachus ordered these
poems.6 It is just as reasonable (if not more so) that an anthologist (Meleager or a
predecessor) put these poems together because they had similar speakers, and not because
they were together in any original collection. Gutzwiller also identifies another sequence
of sepulchral epigrams, but there are problems here as well. She finds meaning in the
shifting series of speakers in a run of five epigrams:

7.520 tombstone (or poet?) speaks
7.521 tombstone speaks
7.522 passerby speaks
7.523 tombstone speaks
7.524 tombstone and passerby hold a dialogue

(39)
As Gutzwiller points out, 7.523 is a simple couplet that holds little interest for the literary
reader. She suggests that Callimachus deliberately alternates the passerby and tombstone
as speakers in this sequence, culminating in 7.524, where the two converse with each
other. There are three main difficulties with this interpretation. First, one would expect
7.520 to be a passerby speaking, so that the sequence would possess symmetry.
Otherwise, the sequence is a mere three poems long, and 7.523, the tombstone’s solo

speech, is a simple inscription, nothing more. If one could show that 7.523 is an

interpolation, and the actual sequence should be 7.521, 7.522, 7.524, then this would be a



much more interesting theory. As it is, Gutzwiller can only suggest that 7.523 is a place-
holder designed to highlight the dialogue of 7.524. The second difficulty is Gutzwiller’s
view that 7.524 is a dialogue between a passerby and a tombstone. The passerby does
ask the tombstone if Charidas lies beneath it, and the tombstone replies affimatively, but
after this exchange the tombstone is silent while the passerby converses with Charidas.
To say that this poem is a dialogue between a passerby and a tombstone is inexact when
four of its six lines are actually dialogue between the passerby and Charidas. Finally, it is
difficult to say how this possible sequence informs our reading of these poems. If
Gutzwiller means simply to highlight Callimachus’ use of variation within his sepulchral
epigrams, I do not think that a discussion of sequence is necessary to make her point.
One simply needs to look at any selection of the poet’s epigrams to see evidence of
variation within his work. In conclusion, I see no convincing evidence that these poems
should be considered a sequence produced by Callimachus rather than by the
anthologists.

Gutzwiller’s argument that all Hellenistic epigrammatists were book writers may
be influenced by her identification of Anyte as a producer of epigram collections who
Gutzwiller believes may have been one of the first epigrammatists to present a distinct
literary persona.” Gutzwiller identifies Anyte as the inventor of epigram books, and she
also points out Nossis as an early producer of the same.®

Gutzwiller argues that the male epigrammatists were influenced by Anyte’s model
to produce epigram books themselves. As she acknowledges, however, the female
experience was quite different from the male experience in the Hellenistic period. While

men had other, long-established avenues for the presentation of their work (symposia,
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competitions, command performances), the ability of women to reach wider audiences
was restricted. It certainly stands to reason that popular female poets reached their
audience through the written word more than through public performance, but the same
should not be assumed for men of the period. This is not to say that these female poets
were not innovators nor influential, merely that a direct comparison (Anyte wrote books
of epigrams so Callimachus must have too) must be substantiated by literary or historical
evidence to be fully convincing.

Gutzwiller’s approach is not without appeal. Certainly, it appears as if the Aetia
and the Jambi were ordered by Callimachus, so it is possible that he did the same for the
epigrams. I would, however, argue that it is a different type of poetry from the outset.
The genre requires such short poems that in a single book one could easily have hundreds
of epigrams. It seems unlikely that they would all be written and organised in the same
manner as a poem such as the Aetia that is conceived from its inception as a longer,
connected piece. Even the Jambi come in forms and number that lend themselves more
easily to careful ordering. Obviously a poet could carefully order 100 epigrams, but to
conceive of such a project from the beginning seems unlikely. In addition, it should be
noted that we only have 64 of Callimachus” epigrams out of possible hundreds. There is
no reason to assume that the anthologists made any effort to keep sequences of
Callimachus’ epigrams together. Gutzwiller takes the evidence of these other works and
projects their structure onto the epigrams. She argues that there is an “observable
connection™ between the genre of epigram and Callimachus’ other poetry books, and that
these links allow us to uncover aesthetic statements and structural principles in the

epigrams based upon those found in the Aetia and the Jambi (188). Gutzwiller sums up
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her approach: “while Callimachus” epigrams run the gamut from what appear to be
simple inscriptions to overt statements of poetic creed, it is largely through arrangement,
the juxtaposition of poem with poem, that Callimachus melds theory with practice and
brings to bear the force of his personality, his self-reflection on himself and his art, to the
epigram book as whole™ (189-190). The major flaw with her argument, however, is that
it predicates an epigram book for which we have very little evidence. If the simple
existence of such a book is questionable, then the structure and content of that book must
remain purely hypothetical.

Using this approach, Gutzwiller feels confident enough to identify Epigram 54 as
the programmatic, first poem in Callimachus’ collection. I will discuss her arguments in
more detail in Chapter Nine. For the time being, I will simply suggest that Gutzwiller has

made an interesting and educated guess, but I fear it can be considered nothing more.

Conclusion

Most interpretations of Callimachus’ epigrams depend on a contextual frame of
some kind. This list shows a few of the different approaches taken by scholars to the
question of context for the epigrams of Callimachus:’

Allusion to previous literature (e.g. Homer)

Allusion to contemporary literature or performance context

Allusion to author’s own work

Author’s work as presented in book form

Allusion to author’s biography or current events

As T have already discussed, I cannot subscribe to Gutzwiller’s approach without

more concrete evidence for an author-ordered collection of epigrams. Even if I could be

swayed by her arguments for the existence of such a book, I cannot believe that the order
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of that book is at all accessible to us. Hutchinson, although he denies the existence of a
programme specifically for the epigrams, nonetheless identifies recurrent themes
throughout Callimachus’ work that he believes inform our reading of the epigrams. 1 like
this approach much more than Gutzwiller’s, as we actually possess other work by
Callimachus, and we even know something of the order in which some of these works
were produced. Cameron has taken another approach by looking for intertextual play
between the poems of Callimachus and those of his contemporaries. Again, this
approach is reasonably sound, as we possess a fair amount of other Hellenistic literature
with which to conduct such a comparison. Other scholars have approached Callimachus’
poetry by searching for context in the poet’s life. This approach can occasionally reveal
useful insight or an amusing anecdote, but it is usually a flawed method of reading
ancient poetry. Too little is known with certainty of the biographies of ancient authors,
Callimachus being no exception, for this technique to be consistently useful. Scholars
who use this approach are also often guilty of creating biographical fact out of poetic
fiction, then taking that “fact” and using it to argue for their interpretation of a poet’s
work. '

All of these scholars are attempting to place Callimachus’ epigrams in context
through various means. For poems of this brevity, context can be of great importance to
interpretation, and all of these studies have added something to our understanding of
Callimachus’ epigrams.

I would now like to offer my contribution to this project of placing Callimachus
and his poetry in context, but I would like to do so by examining the literary heritage of

his work. For the present project, I will focus on the earliest tradition for which we still
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have substantial evidence: Homeric epic. It has long been remarked that the Hellenistic
poets, and Callimachus in particular, saw Homer as their most important predecessor.”
His influence can be detected throughout all periods and genres of Greek poetry. 1
propose to examine the influence of Homer in Callimachus’ epigrams, with the specific
aim of extracting elements in the epigrams that seem to support the author’s poetic
programme (insofar as a programme can be discerned).

First and foremost, I must state that I do not believe that we can identify a
programme specific to the epigrams as a defined collection. If we had an author-ordered
book of epigrams, such a task might be possible. As the poems stand, though, we must
approach the epigrams as having disparate origins. When I speak of a programme, then, I
mean a broader, poetic programme that is discerned by looking at Callimachus’ epigrams
and finding common, recurrent themes. I want to examine key epigrams individually,
and discover if a poem has themes that link it with themes in other poems. I do not want
to approach the epigrams with a preconceived notion of what programme I am searching
for, as that would undoubtedly colour my interpretation. I am of the opinion that
throughout his work, Callimachus maintains a poetic programme. This programme is not
always evident in every poem he writes, but he comments on it often enough to create a
framework with which the reader can approach Callimachus’ poetry. The exact nature of
this programme will be made clear in the following chapters, as I examine individual
epigrams. My task is to see how that programme manifests itself in the epigrams through
allusion to Homeric epic. Ibelieve that this approach will not only allow for a close,
perhaps even novel, reading of specific epigrams, but will also, by focussing on the

application of this poetic programme within a single genre, provide insight into the



programme and its relation to the Callimachean corpus.
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Endnotes Chapter 4

' Cf. Hutchinson 75. He cites Ep. 6 and 35 as examples.
? Cf. Hutchinson 75. He provides Ep. 4 as an example.

3 Cameron 1995b: 78. See Lattimore 17-20 for a discussion of professional inscribers using books of stock
poems from which clients could select appropriate sentiments for their dedication or dearly departed.

* Cameron 1995b: 78. Cameron uses Callimachus’ self-epitaphs as an example where modern scholars
have read much into the ordering of the two epigrams without being able to prove that either poem was
composed with the other in mind .

3 For a recent survey of the scholarship on the possibility of a Callimachean epigram book and the role of
performance and reading in his poetry, including a discussion of Gutzwiller’s views, see Meyer 127-224.

® Cf. Gutzwiller 39. T use the AP numbering here in order to maintain the order on which Gutzwiller is
basing her examination. I would again point out, however, that this ordering is not maintained by editors
such as Gow and Page. 7.520-7.524 = GP 33, 43, 40, 39 and 31.

" Guizwiller 55. In Anyte’s collection, Gutzwiller believes that “Anyte 16 and 18 seem to have functioned
programmatically, by inviting the reader, figured as a weary traveler. to experience an epigram book,
represented as a cool and enticing grove™ (73).

¥ For Anyte see Gutzwiller 54ff. For Nossis see 74fF.

° Laurel Bowman, private communication. These categories and the ascription of different authors to them
are not intended to be absolute. as both approaches and scholars often incorporate multiple methods.

' One classic example is the common view that Sappho was a lesbian because some of her poetry appears
to suggest that orientation. Over time. however, this view has become so prevalent that people take it for
fact and begin to see homoerotic references in poems that do not ostensibly submit to such a reading. This
is not to say that she may not have had a lesbian poetic persona, or that some of her poetry isn’t
homoerotic. but one must be very careful not to take such ideas as biographical fact when looking at her
poetry. Another example is the supposed feud between Apollonius and Callimachus that resulted in the
former leaving Alexandria to revise the Argonautica. See Lombardo XIV-XV.

"' Cf. Hopkinson 7-10.
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Chapter 5: Hunting for Homer

Epigram 1

wipevtrc, Emixvdes, év olgeat mavra Aaywoy
010G xal maons iyvia dogxalidos

oTiBy xal vieeTd xeypnuivest My 0¢ Tig iy
‘7, Tooe BéBAyTar Smpiov’, ovx élafey.

LOUUOS QWS TOIOTOE" T WWEY YEUYOVTA DIWHELY
oide Ta 0’ év uéoow xeiueva magmiTaTal.

The hunter, Epikudes, in hills all over searches after the hare
and the footprints of every deer, exposed

to the hoarfrost and the snowstorm; but lo, when someone says,
“Take it, this beast is struck™, he does not take it.

My love, too, is such a kind; although it knows how to pursue
fleeing things, it flies past the goods in hand.

I will begin my analysis of the poems proper with Epigram 1. This discussion is
reasonably brief, but it will admirably demonstrate the effect that Callimachus’ use of
rare Homeric words can have on our understanding of a poem and its aesthetic statement.

In Callimachus 1, the speaker is lamenting his fickle heart: the moment he wins
the object of his affections, he begins to look elsewhere.! This poem has several links to
Homer. Aaywig (hare), an epic form of Aayweg, occurs three times in Homer. In liad 10,
Dolon dresses in a wolf skin and spies on the Greek camp. Odysseus is wise to the plot,
and having enlisted the help of Diomedes, the pair harry the man like hounds after prey:

we 0 0Te xagyapodovTe dUw xuve EidoTe oS

7 xewad’ 0é Aaywoy EmeiyeToy EuuEves alel

yivgoy av’ UAnevY .

just as two dogs that have sighted a wild beast,

a young deer, or a hare (Aaywov), and go after it, eagerly, always

through the spaces of the woods.
(Iliad 10.360-362)
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Although describing dogs hunting rather than humans, there are several ties between this
passage and Callimachus” epigram. The words “beast™ (3ngiov / $7¢7¢) and “deer”
(Qugraridog / xewad’) occur in both Homer and Callimachus. The next occurrence of
“hare” comes in Iliad 22.310. In this passage, Hector charges Achilles for the last time,
and he is likened to an eagle that is swooping down to snatch a “shivering hare™:

olumoey 0¢ alels s T aieTos vdimeTess,

oc T’ eloty mediovde Oia vepéwy égeBevvioy

aomalwy 7 agyv’ dualiny 7 TT@xa Aaywoy.

and gathering

himself together, he made his swoop, like a high-flown eagle

who launches himself out of the murk of the clouds on the flat land

to catch away a tender lamb or a shivering hare.

(Iliad 22.308-310)
Unfortunately for the Trojans, Achilles is the victor of this final clash between the two
heroes. It is worth noting that this time Azjwoy occurs in the same position in Homer’s
line as it does in Callimachus’ epigram.
The final occurrence of Azywds in Homer is at Odyssey 17.295, part of a

description of Argos, the dog that has waited 20 long years for his master, Odysseus, to
return home. Although the word is again in the ultimate position in the line, it is now a

plural accusative:

Tov 0¢ magoSey aniveaioy véor avipes
alyac én’ dyootépac MOE mooras GO Aaywous.

In the days before, the young men had taken him
out to follow goats of the wild, and deer, and rabbits.
(Odyssey 17.294-295)
We are told that in his heyday, Argos chased not only hares, but also deer (mgoxag - 295).

Argos is also described as “very clever at tracking”, and “never / could any wild animal,

in the profound depths of the forest, escape, once he pursued™ (315-317). Unfortunately
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for the old hound, “now he had been put aside, with his master absent / and lay on the
deep pile of dung” (296-297). The message for the lover is a warning: if he continues to
throw away lovers as soon as he gets them, he will end up alone when his youth and
beauty fade.

The next link to Homer involves the word wger@, which appears twice in the
Homeric epics.2 In four words (ot xai viget@p xeyomuévog) Callimachus attempts to
capture an image of the intense weather conditions through which the hunter will
persevere in order to make his kill. This image is insufficient, however, and Callimachus
in effect provides his audience with the full version by referring to /liad 10, where
Agamemnon is described as having a “beating turmoil in his bosom / from the deep heart,
and all his wits were shaken within him™ (9-10), an emotion strikingly similar to that felt
by a lover. This feeling is further illustrated by comparison with a storm:

3 Ne & 3 0N > ’ ’ er ) ’

wes 0 o1’ av aotganTy moos Hyms muxouoto,

relgwy 7 moAvy uBeov aSéagatoy e yaralay

7 VIQETOY, OTE Tép TE WY Emalvvey agougas,

0é oS wrodéuoto uéya oToua meuxedavoio.

as when the lord of Hera the lovely-haired flashes his lightning

as he brings on a great rainstorm, or a hail incessant,

or a blizzard (vigeTov), at such time when the snowfall scatters on

ploughlands,
or drives on somewhere on earth the huge edge of tearing battle.
(Iliad 10.5-8)

Like a lover, Agamemnon cannot sleep due to his anguish: “oli.../ Umveg Eye yAvxegd,
nodha gpeaiy opuaivovta (no sweet sleep held [him], as he pondered much in his mind)”
(Iliad 10.3-4. My translation).

Continuing this theme of a hunter (or lover) who struggles through all kinds of

anguish to reach his goal, the second occurrence of vigeréc in Homer comes in Odyssey
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4.566. Here the ideal outcome for the hunter/lover is presented. Menelaus, having gone
across the seas hunting for Helen (his love) and having endured the storm of war, is
promised everlasting happiness in the Elysian Field after he dies. This paradise is
perfect:

~ ’ \ ’ s’ ’
i) mep omioTy Bloty méler avSgwnoioy
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ol vigeTog, obT’ Ao yeywwy ToAVS otte ot ouBgos.

there is made the easiest life for all mortals,
for there is no snow (mgeToc), nor much winter there, nor is there ever
rain.
(Odyssey 4.565-566)
Callimachus, having established through this allusion that the ideal outcome for a lover
who wins his love is to then spend eternity with that person, comes to the heart of his
problem: once the beast is slain, he no longer wants it (Ep. 1.4).

So what does it all mean? What we see in this epigram is Callimachus using
Homeric references to flesh out what is a necessarily bare-bones account of hunting.
This use of allusion to provide context for the events in an epigram is commonly
employed by Callimachus. Alluding in this manner provides fuller details in a genre that
is characterised by brief details and scenes painted with minimal brush strokes. These
allusions also cleverly warn the lover of the penalties for inconstancy, and the rewards for
the steadfast, loyal lover. In literary terms, Callimachus suggests that the poet who is
faithful to his craft and perfects one genre will be successful and win eternal fame. As
this sentiment occurs in an epigram, the reader would assume that Callimachus has
chosen this genre for his mastery. The slightly better-read audience would know,

however, that Callimachus wrote in several genres. Perhaps he felt like the lover, moving

on to the next thing as soon as he grasped the previous interest.
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Endnotes Chapter 5

" Although it is by no means necessary that the speaker of this poem and the poems discussed in the
following chapters is Callimachus, I will refer to the speaker by his name. However, it is always important
to remember that this poetic persona should not be confused with the historic Callimachus. Given the short
nature and variable content of the epigrammatic form, it is also difficult to assume that Callimachus adopts
any single persona throughout the poems. Indeed. it is clear in several poems (most obviously in the
dedicatory and funerary styles) that Callimachus does not intend his audience to consider him the speaker,
but instead the speaker is another person, perhaps named in the poem, or is an inanimate object such as a
tombstone or a dedicated object. Sometimes a poem has two speakers engaged in conversation.
Nonetheless. it is worth considering the poet’s voice in the poems, especially if Gutzwiller is correct in
suggesting that the epigrams were published as a book by Callimachus. In this circumstance, the reader
would be very aware that the was reading the poet’s words and not someone else’s.

? The word also occurs in Simonides (6.217 line 1), but that poem does not appear to be related to
Callimachus’ epigram. It is also found twice in Apollonius (3.69 and 3.1359). neither occurrence is
significant to Epigram 1. Otherwise. wgetoc appears rarely in poetry.
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Chapter 6: Against the Commonplace

Epigram 2

EzS a,/'ga) TO TOIUG TO HUAAIXOY 0535' xeAeUIw
,{azgw -zg ro)JLoug @0z xal Woe gasga/

/um:-w xal rcglwo/'roy egwp,eyou, ou3 AT XEHVTS
W o-:x;mww ray-a, Ta OqUoTia.

Avoavin, ov 02 vaiy xalis xalos alda moly eimeiy
ToUT0 Taphs qyw enoil Tic ‘aAog Exet’.

I hate the circular poem and I do not rejoice in

the path that carries many people this way and that;
I also hate the wandering beloved, and I don’t

drink from the common spring; I loath all public things.
Lysanias, you are indeed beautiful, beautiful; but before Echo

says this clearly, someone says “another has him™.

Epigram 2 is much more obviously linked with literary criticism than Epigram 1.

The ostensible point of this epigram is the speaker’s distaste for sharing a lover, but many
commentators see a statement of literary aesthetics being made. Some scholars have had
difficulty with the lines, and have suggested various emendations. Giangrande is one
such critic, stating that “we cannot be so uncritically blind as not to see that the epigram,
in its present textual state, is meaningless, or...that the final couplet is irrelevant to the
previous statements made by Callimachus™ (1969: 34). Cameron, on the other hand,
argues that “the poem must be studied as a whole. For it is much more than a statement
of Callimachus’s poetic creed. It is a subtle erotic poem — too subtle indeed for most
critics and commentators, who (when they do not ignore) make heavy weather of the last
couplet, some actually deleting it as an interpolation™ (1995b: 388). Recently, Henrichs’

reading of the poem as a negative priamel has formed the basis of most interpretation.'

He suggests that Callimachus’ does not ask what he likes best, but rather what is worst.
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Seen in this way, the pattern is easy to follow:

I dislike (égSaigw) “cyclic” (bad) epic poetry

I dislike (oud%...zaipw) the trodden path

I dislike (wiréw) the male prostitute

I dislike (000%...mivw) the public well

I dislike (guxaivw) “pleasures shared by the mob™

But I do like Lysanias, however.. =
Although Henrichs was the first to label this progression as a priamel, he acknowledges
that previous scholars employed the structure subconsciously in their analyses of the
poem (212). He concludes his examination of Callimachus 2 by saying with certainty
“that in writing this epigram Callimachus wrote his personal credo, which is that of an
extremely self-conscious man who cultivated his privacy and exclusive taste™ (212). But
what is this “personal credo” of which Henrichs speaks?

Gutzwiller, an adherent to Henrichs® negative priamel theory, suggests that
Callimachus exercises reserve both as a lover and as a poet. She believes that this erotic
and artistic unity integrates the amatory epigrams with the other sections of Callimachus’
collection. She also suggests that Epigram 2 is programmatic in this way, and possibly
stood at the beginning of the amatory section (218). She goes on to say that the poem’s
message lies in the imperfect echo of line six. Having just made an aesthetic judgement
of Lysanias’ beauty, Callimachus is thrown into doubt over the boy’s fidelity by an echo
of his words. Through this shift, the audience can see the manner in which Callimachus’
refinement affects his amatory relationships. In this case, Callimachus” doubts obstruct
his ability to enjoy his love of Lysanias.3

Many scholars see a more pointed statement of aesthetics than Gutzwiller. Most

commonly, commentators have seen this poem as evidence that Callimachus completely
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rejects the imitation of Homeric poetry.4 Thomas agrees with this view, but finds
evidence to include another genre against which Callimachus allegedly inveighs. In this
poem he sees “a summary of the poet’s major polemical poetic theory; the genres of epic
and drama were those which he found most unacceptable™ (187). Goldhill also sees a
rejection, but believes it is a more general statement. He calls this poem a “(public)
turning away from the public poetry of the fifth century” and a “a gesture of withdrawal
from the persona of the public sophos, who speaks out to the citizen body™ (223).
Goldhill is thus in general agreement with Thomas, for drama and epic are certainly
among the most public of genres.

Cameron rejects the idea that this poem involves drama, although he does see a
statement made about cyclic poetry (1995b: 388-389). His comments are brief on the
topic, however, and limited to the idea that Callimachus does not like cyclic poetry, and
“that he was as fastidious about literature as he was about love™ (1995b: 393).
Cameron’s view is that this epigram begins by “misdirecting us to literature™ when it is
actually about love.” He agrees with Henrichs that the first four lines are a negative
priamel, with the final couplet stating what the speaker does like. The twist, however, is
that Lysanias too is a common commodity, and he becomes another example of what
Callimachus does not like. For those who would still condemn the final couplet as an
interpolation, Cameron points to Epigram 1, where four lines on hunting serve as the
prelude to the final couplet linking the metaphor to love. Cameron goes on to offer an
excellent review of criticism on the second epigram, and he discusses the arguments for
the poetic statement that Callimachus appears to be making in this poem before

concluding that “the primary purpose of the poem is surely erotic rather than literary, the
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point being the disparity of the successive objects of his dislike rather than any particular
sort of poetry™ (1995b: 399).

Having introduced the varying views held by scholars regarding this poem, 1
would like to add my own voice with some new evidence gleaned from a careful
examination of the diction in this epigram.

In the very first phrase of this poem Callimachus states his hatred for “ro moimua
70 xuxhixoy” (the circular poem). It is generally held that the “circular poem” refers to
epic poetry.6 This is not a strange statement for Callimachus to make, or at least the
audience should not take it as such, for we have heard from Callimachus before that his
aesthetic does not favour long, continuous poetry.” In addition to his preference for
brevity, the next phrase suggests that Callimachus does not like to redo things have been
previously done; he does not like “the path that carries many people this way and that™.
Callimachus chooses not to write epic poetry himself, and likely would have condemned
any peers who merely imitated their models in a slavish manner. This is not to say that
he is against epic poetry in and of itself.® Callimachus was clearly well-versed in epic,
particularly Homer, and he thought so highly of Homer’s work as to make constant
allusion to him. As such, it is likely that the “circular poem™ refers not to epic poetry in
general, but to the hackneyed imitation of Homer by Callimachus’ contemporaries. His
rejection of epic may also be a form of recusatio. Instead of suggesting that he is not
equal to the task (as Horace does in Epodes 2.245ff.) or that some Muse is directing his
work (Ovid Amores 1.1) or that his subject is impious (Callimachus Aetia fr. 75),9
Callimachus chooses to avoid epic on aesthetic grounds. He will never merely imitate

the greatest of Greek poets, like so many others, but will produce something original.
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It is worth noting that Callimachus emphasises his originality with the very words
that he uses to describe this common style of poetry, as both “moiqua” and “xuxdixoy”
occur only here in Callimachus and nowhere in Homer or Hesiod.'® Thus Callimachus
rejects commonality both in content and diction. Callimachus also uses the same
technique to reinforce his aesthetic sentiments, only he does it in the opposite manner.
The word “2¢8zipw” (I hate), for example, occurs only here in the Callimachean corpus,
although it is reasonably common in Homer.'" It should also be noticed that the word for
“path” that Callimachus chooses, “xéAevdoc”, also occurs often in Homer. These words
are common in the circular poetry that Callimachus professes to dislike. It would seem as
though the poet is playing with his subject, both rejecting epic and displaying his
knowledge of it.

In line three, the word “zegigortos” (wandering) is a common enough word in
Greek literature, although it only occurs twice in Callimachus’ work.'? This word is
important, however, because it is most decidedly un-Homeric, appearing nowhere in his
corpus. This should be striking to the reader as the figure of Odysseus is rhe wandering
character of Greek literature. That Callimachus does not choose to use a Homeric word
to describe the wandering lover, for instance a word such as moAvTgonos (Od. 1.1), is
telling. Why? Line 4 reveals the answer when Callimachus takes his rejection of his
poetic forebears one step further with the use of the word “outyaivw” (1 loath). This
relatively rare word occurs once in Callimachus and elsewhere only in prose.]3 Thus
Callimachus has rejected not only common, epic poetry, but all poetic diction.

Finally, in lines 5-6, Callimachus begins to move from his hatred in a more

positive direction. Lysanias is “xalo¢” (beautiful). Unfortunately for Callimachus, Echo
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barely has time to repeat this observation before someone tells the author that another
already has Lysanias. Here Lysanias figures Callimachus’ ideal poetry. The poet must
act now in order to assert ownership of this style of poetry before he loses his chance at
claiming originality. Unfortunately, by the time he identifies this poetry, it is already too
late. What is this style of poetry? It is beautiful, and it is achieved through speaking
cawi (clearly, plainly, distinctly), a word that is only here in Callimachus and nowhere
in Archaic epic. This word is important for two reasons. First, it tells us how
Callimachus intends to write his original style of poetry. It is not a coincidence that the
poet is writing an epigram, the genre ostensibly intended to portray key information in a
clear and concise manner. Indeed, it is not simply clarity, but also brevity that the poet
strives for in his work. Callimachus refuses to write a cyclic poem as long as the Persian
chain he rejects in the Aetia. His use of epigram, a generically brief form, emphasises
this aesthetic preference. Within the epigram, Callimachus is extraordinarily clear and
compact in his message to Lysanias, using just four words in line five to tell him how he
feels: “ov 0¢ vaiy xaloc” (you are indeed beautiful). This is, of course, a joke, and it leads
me to my second point. Despite his claims of clarity and brevity, Callimachus has, in
fact, used five lines to get to the ostensible point of his poem: his desire for Lysanias.'* If
Callimachus were truly sagac, this poem would be one line long. In addition, the
underlying message of this poem is anything but obvious and clear. Instead, it relies on a
very careful, scholarly reading to fully grasp. Even within the genre of epigram,
Callimachus has managed to play with the concepts of clarity and brevity.

Throughout this poem, Callimachus progresses from using common Homeric

diction (x2ev80c), to a common word not found in Homer (mzgigortog), to a word not
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found elsewhere in poetry at all (cixgaivw). He also tells us that he will speak clearly
(cagac). Through his careful choice of vocabulary, Callimachus emphatically makes his
point: originality and brevity are of the utmost importance and everything else is just
common reiteration. Callimachus proves in this poem that he can reject epic and
common poetic diction. He does this by writing an epigram, arguably the poetic
antithesis of an epic, and by incorporating non-poetic language into his work.
Hutchinson suggests that Callimachus’ distaste for common things implies
“Callimachus’ own originality; but it is striking that he should now present his feeling as
a matter of personal and peculiar temperament, not as a categorical imperative.
Callimachus has turned the authoritative ‘I hate’ of classical poets into a statement of
admirable but individual predilection. What he is inviting us to contemplate is not the
aesthetic principle but himself™ (83). Although Hutchinson has the stated goal of
redeeming Callimachus from his reputation as a poet of impenetrable erudition, here I
think that he is perhaps too caught up in the emotions of reading Callimachus’ poetry.
The ancient poet was an extremely refined scholar and it would be foolish to approach his
poetry purely at face value. T agree that the poet’s learning should not be a barrier to
enjoying his work, but I believe that much of the enjoyment comes from an appreciation
of Callimachus’ refined and scholarly approach to his art. Finally, I strongly disagree
with the idea that Callimachus intends his audience to think not of an aesthetic principle,
but of himself. The statement must be modified to say that the speaker of the poem
wants the audience to think of himself as well as an aesthetic principle. Although the
styles of literature written by Callimachus and the literary evidence of his poetry strongly

suggest that the historical Callimachus held the aesthetic values expressed in Epigram 2,
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we can really assert no more than that the poetic persona of Callimachus appears to hold

these values.
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Endnotes Chapter 6

" Although some scholars disagree, they are now in the minority. Hiibner. for example, writes “das
vierzeilige Epigram 28 is kein Priamelgedicht. Es steht aber, wie manche Priameln, in der Tradition der
Aufzahlung provozierend heterogener Gieder. die den Maniersiten aller Zeiten kostbar gewesen ist” (229).

? Henrichs 208-209. This table is slightly adapted from Henrichs’ table.
* Cf. Gutzwiller 222.
* Cf. Matthews 47, for example.

% Cameron 1995b: 39. Hiibner concurs. suggesting “daB sie endlich denjenigen schon findet. der schon
vergeben ist, ist die komisch-hdmische Pointe dieser Poesie™ (226). Like Cameron, however, Hiibner also
sees a literary point: “die Autoren der kyklischen Poesie aber trifft eine gezielte Beleidigung™ (229).

% This meaning seems clear from the beginning of an epigram of Pollianus (A.P. 11.130): “rots xvxhious
ToUTove, Tovc abTae émeita Aéyovtas / wied, lwroditas ailetgiwy éméwy”. In this poem, Pollianus expresses
his preference for elegiacs rather than for imitations of Homer. It is also interesting to note that Pollianus
uses the phrase “%qg olatéers” in his poem, a phrase that is borrowed from Call. fr. 1.31. a passage in which
Callimachus states his preference for brevity and originality in poetry. See G+P 155.

7 See Chapter Two.
# Cf. Hutchinson 79n.104.
? Cf. Hutchinson 28-29.

" zoimua reasonably rare in poetry., but is more common in prose. xuvxAuwoy is extremely rare in poetry and
prose.

" Occurring at Call. Ep. 2.1, H. 3.222; Hes. Opera et dies 300; Hom. Il. 17.270, Od. 3.215. 4.105, 4.692,
15.71, 16.96.

"2 Here and at Ep. 20.2.

"* Gow and Page 156. A conjecture also puts this word in Euphorio fr. 21, who flourished after
Callimachus.

" I read the final lines of this epigram to mean that Callimachus would like to be with Lysanias, but is
denied because another person already has him. This poem could also be read as Callimachus resisting the
temptations of Lysanias because the boy has been with several other people, and is thus too common for
Callimachus. In poetic terms, Callimachus is resisting the urge to write in a genre that has already been
made common by another author.



Chapter 7: The Cures for Love

Epigram 3

w¢ ayasay ToAlgauos avelgato Tav émaoiday
Twoapévw- vai Lay, oix auadqs o Kixdwy.
ai Moizar Tov Zpwra xatioyvaivoyti, Qilimme:
) TAYAXEC TAVTWY CAYUAX0Y 4 TOQIa.
ToUTo, doréw, ya Muoc Exel wovoy & Ta moviea
TWyaSoy: ExxomTel TAY QIAdTaida voooy.
&oS’ auiv T 3" axactas T ageidéa norrov "Eowta
To0T’ efmat, ‘neigev Ta TTEQd, TAIOGQIOV
000’ boov aTTagayoy TV Oedoinaues, al yag Enwoal
0i%0l T@ YAAET®D ToAUUATOS auoTEQal.’
How excellent the charm that Polyphemus discovered for the lover;
yes, Earth, the Cyclops was not unlearned.
The Muses made the desire waste away, Philippus.
Indeed, poetry is the all-healing drug of all ills."
In addition to this, I think only hunger is good for painful matters;
it eradicates the youth-loving sickness.
For us both there is this against remorseless Eros,
so that one should say, ‘get your wings cut, little boy;
we don’t fear you so much as a crumb, for both enchantments
are in the house of the grievously wounded.’

In Epigram 3, Callimachus employs a familiar erotic motif: poetry and hunger are
the only cures for love. Strangely, this poem has received very little critical attention,
though Meyer has suggested that it possesses a “programmatische AuBerung (Joxéw)”
(156). The scholars who do discuss it usually do so in the context of erotic themes. The
few who have gone into more detail inevitably focus on Callimachus’ allusions to the
contemporary writers Theocritus and Philoxenus. Ido not doubt that Callimachus was
aware of these other works, especially Theocritus’ Idyll 11,7 and he may well have been

basing his work on those texts, but I think that there is more going on in these lines than

previous commentators suggest. In particular, there are three allusions to Homer through



hapax legomena that illuminate the meaning of the poem. This poem is programmatic,
insofar as it discusses one of the author’s views on poetry.

The theme of poetry possessing curative effects for the lover is a common one. In
Epigram 3, Callimachus adds that poverty can cure love as well, thus Callimachus, a poor
poet, is doubly safe.” Moving beyond this basic reading, Meyer sees in Epigram 3 “ein
Gegensatz zwischen literarischer gogia und erotischem Leiden”, but she offers no more
discussion (166). Fantuzzi picks up on this same conflict and examines the idea more
closely. He points out that Hellenistic poets often condemned amatory passion as a fall
into the irrational. Callimachus explores the contradiction that an intellectual poet such
as himself could be affected by the irrationality of love (and hence write love poetry)
when he should be more resistant to such passion than an average person.4 As examples
of this poetic motif in action, Fantuzzi provides Theocritus’ Idyll 11 and Callimachus’
Epigram 3. The intellectual poet, having identified the conflict between love and rational
thought, must somehow reconcile these two apparently contradictory poetic elements.

Focussing more specifically on Epigram 3, Fantuzzi argues that Callimachus
performs this reconciliation through recognition of love’s symptoms and cures. By
asserting psychological insight into love, Callimachus implicitly suggests to his audience
that he has some measure of control over the emotion. He also claims his love-poetry is
an intellectual cure for love, rather than an uncontrollable production of his passion. This
use of poetry as a palliative, according to Callimachus, is, in Fantuzzi’s words, “the
exclusive prerogative of the poet-intellectual...and thus allows him again to exhibit and
enjoy his superiority” (343-344). Other scholars mention the cure of love poetry, but

discussion of the Cyclops’ role is lacking. At best, some critics, such as Lombardo, link
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Callimachus’ Polyphemus with the one depicted in Theocritus, also suggesting that
Callimachus” Philippus is an analogue for the physician Nicias in Theocritus: “in
Theokritos’ Idyll 2 the Cyclops Polyphemos solaces his love for Galatea with a song.
Theokritos addressed that idyll to his friend Nikias, a physican [sic]. Philip, the
addressee of this epigram, is unknown, but one suspects that he is parallel to Nikias and
that this accounts for the medical terminology in the poem”.” Despite these links,
Hutchinson believes that Callimachus is not merely imitating his contemporary. He
suggests instead that Callimachus uses Theocritus’ poem as a foil.® Twould suggest that
Callimachus’ inclusion of hunger as a cure for love is a key element in differentiating his
poem from Theocritus’. Despite this role, however, I don’t think that hunger actually
points toward the programmatic nature of the poem.

What, then, is the programmatic nature of the poem? I believe allusion to
Homeric hapax legomena illuminates the answer; Polyphemus is, after all, a very
important figure in the Odyssey. The first hapax legomenon is érnaoiday
(charm/incantation). It occurs in line one of Callimachus’ poem and is relatively rare in
Greek literature. In Homer, the word is found in Odyssey 19.457:

1 »

1 s 3 ’ ~\ > ’
Tov wev ap’ AlToAUnov maides gidol augemevoyTo,
E) \ y 3, ~ 9 & > Q’
wreidqy 0" Vdvaijos auiuovos avtidéoio
doay émarauévwe, énaody 0 aijwa xelaov

goyeSov, alba 0 Trovro widov meos dwuata TaTEsS.

The dear sons of Autolykos were busy to tend him,

and understandingly they bound up the wound of stately

godlike Odysseus, and singing an incantation (émaoidf) over it

stayed the black blood, and soon came back to the house of their loving father.

Odysseus is in need of these ministrations after being wounded while hunting a boar.

The wound heals, but leaves a scar. This telling is actually a flashback describing the
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scar by which Odysseus” nurse Eurykleia recognises her master while washing his feet.
The context of the scene in Homer is significant. Odysseus’ wound, although healed,
leaves a mark that is clear even twenty years later to one who knows where to look. In
the context of love, this suggests that although Callimachus claims to know remedies for
love’s pains, the healing ritual of song (émaaiday) is not effective at removing the traces of
love entirely. For one who can recognise the signs, the situation is clear.

The ties of this line in the epigram to the Odyssey are strengthened by the mention
of Polyphemus. The role of the Cyclops in this epigram bears closer investigation than
most scholars have afforded it. Most glaringly, in a line that alludes to the hero who
defeats Polyphemus, why is the monster depicted as a poet? In line two, Callimachus
goes out of his way to point out that despite common belief, “otx auadqs o KixAwd (the
Cyclops was not unlearned). Callimachus’ depiction of Polyphemus is directly opposite
to that of Homer, where Odysseus’ foe is “aygioy, oite dixag el eidora ovte Oéuioras”(wild,
with no true knowledge of laws or any good customs) (Odyssey 9.215). The reason for
this difference may lead back to Fantuzzi’s analysis of the poet’s attempt to rationalise
and therefore control love. The Cyclops is patently unsuccessful in his attempt to love,
and in Theocritus song is as much a symptom of love as itis a cure.” In Epigram 3, the
Cyclops is the opposite of Callimachus, the poet-intellectual. They both employ the same
method to ease their love pains, but Callimachus professes to be keenly aware of the
whole situation in a way that the Cyclops is not. The allusion to Homer in this line,
however, questions the effectiveness of the remedy.

In short, Callimachus wants to point out that the Cyclops was unlearned, and did

not really know what he was doing by singing about love. Callimachus is learned, but
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despite his claim to know the cures for love, he is nonetheless “grievously wounded™.

The next important allusion to Homer occurs at the end of line four. The word,
coeia (skilled thing/art/poetry), is a Homeric hapax legomena, and it arises in a simile at
Illiad 15.412:

AN’ ¢ Te aTaSun dogy viioy é&SUver

Té/’ouog £y na)miy,fr)/a'/ (')‘aﬁ/wvog, 0¢ 00, TE TGOS

su 51301 00<pmg ur'ou'r]y,owm/mu A Sy,

W wey Ty éml loa waym TéTaTo mTOAEWOS TE.

But as the chalkline straightens the cutting of a ship’s timber

in the hands of an expert carpenter, who by Athene’s

inspiration is well versed in all his craft’s subtlety (cogins),

so the battles fought by both sides were pulled fast and even.
This simile describes the Trojans and the Greeks locked in an immovable line of combat
by the ships. In this case, I do not believe that the battle context of the simile is
important, except perhaps as a metaphor for struggling with love. The simile itself,
however, is particularly pertinent to Callimachus’ poem. Instead of drawing inspiration
from Apollo, as is usual for a poet, or being under the coercion of Eros, as is often the
case of the love poet, the carpenter is inspired by Athena. Through this allusion,
Callimachus also claims inspiration for his work from Athena, who is the epitome of
rational thinking, and who is never affected by love. Thus Callimachus, who is “well
versed in all his craft’s subtlety”, can claim a rational victory over love that eludes the
poet who is being driven to write by Eros.

The third Homeric hapax ties in with the first allusion made in line one. The
word is “4geidéa”(remorseless), and it appears in line seven of this epigram.® In Homer,

the word is actually used by Odysseus as a pseudonym for his father in 24.305 of the

Odyssey:
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eiul wey €€ AdBavrog, 6 xlvta dwuata vaiw,

viog Ageidavtos Ilodvmquovidao avaxtog:

alTap duol v’ dvou’ éotiy Enfoitos alla e daiuwy

mAayE’ amo Zixavigs dstp’ éASeucy ovx edlovra.

I am from Alybas, where I live in a famous dwelling,

and am the son of Apheidas, son of the lord Polypemon.

My own name is Eperitos; now the divinity

drove me here on my way against my will, from Sikania.

In this passage, Odysseus lies about his identity to his father Laertes for the last time
before revealing himself. The names he gives are all descriptive of his travels: he says he
is from a “AAdBavroc” (wandering place), his grandfather is “IToAvmyuovidas” (distress),
his father is “A¢edavroc” (remorseless) and his own name is *“ En7giros” (division/strife).’
By alluding to this passage, Callimachus is strengthening the tie between the experience
of love and Odysseus’ travels. A few lines after this passage Odysseus finally reveals
himself to his father, who in turn demands evidence that Odysseus is indeed his son. The
first proof that Odysseus offers is the scar from the hunting excursion on Mount
Parnassus. Callimachus thus returns to where he started with his allusion in line one.
Despite his poetry and his hunger, Callimachus’ love-scar remains an inescapable and
key component of his poetic identity.

It is also worth noting that the hunting incident takes place on Mount Parnassus,
which is the traditional source of inspiration for poets. Although Callimachus tries to
link his inspiration to rational thought (sogiz) and by allusion to Athena mid-way through
the epigram, he returns to the influence of Parnassus at the end of his poem by allusion to
Odysseus.

By tying his rational poetry together with the irrational poetry of love,

Callimachus makes a programmatic statement about his persona as a intellectual poet. In
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a way, love is still the motivation to write poetry, but instead of writing at the behest of
Eros, the poet is writing in defence against him. Odysseus himself is often considered to
be a poet, but his talents do not cure his difficult homeward journey, they merely ease
certain aspects of it.'"" Odysseus’ travel, as characterised by the names he uses when
speaking to his father, is a metaphor for love. Odysseus often covers his true identity and
history with clever tales, but his scar remains a sure sign of past injury. So with
Callimachus. Despite his claims to understand love and know how to cure himself of the
effects of Eros, Callimachus’ intellect ultimately fails to rid the poet of his amatory

passion.
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Endnotes Chapter 7

" For the translation of cogia as “poetry”, see page 67.

? The subject matter and the dialect (Doric), are the major links between the two poems.

* Cf. Hutchinson 197 and Gutzwiller 216.

* Cf. Fantuzzi 180.

¥ Lombardo 113. For more on the identity of Philippus, see Gow and Page 157 and Hutchinson 197.

® Hutchinson 198. No one has mentioned the possibility that Philippus is the object of Callimachus’
affections. The aural similarity of @izzz to @idomaida is suggestive.

7 Cf. Hopkinson 149.

¥ The word is rare in poetry, although it is often used in classical prose. It is uncommon among Hellenistic
authors with the exception of Apollonius, who uses verbal forms of the word six times and the adjectival
form twice. Callimachus’ only other use of this word (in the hymn 6.127 to Ceres) must clearly be with the
meaning of lavish/generous, not remorseless. as from its context in a prayer to Demeter who brings all good
things it cannot be construed otherwise.

? Merry suggests that the name Odysseys gives for his father refers to the meaning of the word “Agzidavros”
as generous, as he is speaking of Laertes, but T do not think that that interpretation fits well with the other
names that Odysseus provides (375).

19 Cf. recently Mackie.
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Chapter 8: For Heraclitus

Epigram 34
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Someone spoke, Heraclitus, of your fate, and brought me to tears,
and I remembered how often we both

sank down the sun in conversation; but you, I suppose,
friend from Halicarnassus, four ages ago were ash;

but your nightingales live, upon which Hades,
stealer of all things, will not lay his hand.

This chapter is an examination of Callimachus 34 (AP 7.80), the funerary epigram
for Heraclitus written by Callimachus. Although this poem has been subject to academic
interest, there has been little scholarship on Homeric allusion in this epigram. In his
Hellenistic Anthology, Neil Hopkinson neatly elucidates the difficulties of reading this
poem, saying:

classical scholars have approved this poem as a heartfelt
expression of grief miraculously untainted by Callimachus’
usual learned predilections. It is therefore important to note
that even so ‘sincere’ a poem as this depends for full
appreciation on a knowledge of etymology and of the
Homeric lexicon. To the learned Hellenistic reader the
poem’s appeal lay not in its ‘emotional’ strength alone, but
in the combination of that aspect with the telling use of
etymology and Homeric words and phrases to produce a

complex and sophisticated whole.
(249)

Despite this advice, however, commentators on this poem, including Hopkinson, have

done no more than point out the presence of Homeric hapax legomena. Callimachus uses



these specific Homeric references to effectively link Heraclitus with two Homeric heroes,
Odysseus and Hector, and to introduce another layer of meaning into this short memorial
for a dead friend.
The first Homeric hapax legomenon that Callimachus uses, Aéoyy, occurs in line

three of his epigram.' The word can mean either a place where people converse or a
conversation.” In Callimachus, the word seems best translated as “conversation”,
although in Homer it is clearly used as a “place of conversation”. The word occurs in
Odyssey 18. The disguised Odysseus has just told the serving women to go wait on
Penelope instead of cavorting with the suitors, and one of the women, Melantho,
responds with these words. She is telling Odysseus to go to some other “Aézz#y” (place
of conversation) instead of hanging around the palace telling the women what to do:
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Wretched stranger, you must be one whose wits are distracted,

when you will not go where the smith is at work, and sleep there,

or to some public gathering place (Aéoymv), but staying here speak out

boldly and at length among many men, and your spirit

knows no fear.

(Odyssey 18.327-332)

Odysseus finally puts the women to flight by threatening to tell Telemachus about their
actions. There are important similarities between this situation and the one described in
Callimachus’ poem that make it clear that Callimachus used this Homeric hapax

deliberately. For example, the scene in the Odyssey begins with the arrival of night to the

partygoers: “toigi 0¢ Tegmouvoiot pidas émi éomegos GASey” (and dark evening came upon



those enjoying themselves) (18.306 — my translation). In the epigram, the two friends
enjoy talking past the setting of the sun. In addition, Odysseus says that he could keep
the fire going all night long, for he is very enduring:
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But I myself will provide the light for all these people.

And even if they wish to keep at it until the high-throned

dawn, they will not wear me out. I am very enduring.

(Odyssey 18.317-319)

In similar fashion, the two friends continue talking long into the night, an event that
Callimachus can no longer enjoy due to the death of his friend. This, then, puts
Heraclitus in the role of Odysseus, for they both “provide the light” required for
enjoyable pastimes. Without the “light” provided by the company of his friend,
Callimachus is alone in the darkness.

There are other similarities between Odysseus and Heraclitus. In line 4 of his
epigram, Callimachus refers to Heraclitus as the “eiv” AAuxagymoel” (stranger/guest-
friend from Halicarnassus). These words serve to explain to the audience some of the
background to the relationship between Callimachus and Heraclitus and why their
previous discussions have lasted well into the night (each time they may have had years
to catch up on). The two men may have visited more in their youths, thus the “sooaxs” in
line 2, but recently they have travelled less often (we can perhaps assume their age from
the fact that Callimachus does not lament an early or unexpected death for his friend). It

is also interesting to note that Odysseus is often called &ivoc by many of the people that

he meets during his travels. Indeed, in the passage above, Melantho refers to him as
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“leive Talay” (wretched stranger). Although &ives is a common enough word in ancient
Greek, the connection made between Heraclitus and Odysseus through Homeric hapax
legomena argues for this further association.

Another common characteristic of Heraclitus and Odysseus is that they are both
aoidoi, singers or bards. Heraclitus is identified as such by his enduring “andoves”
(nightingales), a Homeric hapax legomenon occurring at Odyssey 19.518:
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As when Pandareos’ daughter, the greenwood nightingale,

perching in the deep of the forest foliage sings out

her lovely song, when springtime has just begun; she, varying

the manifold strains of her voice, pours out the melody, mourning

Itylos, son of the lord Zethos, her own beloved child,

whom she once killed with the bronze when the madness was on her;

so my mind is divided and starts on way, then another.

(Odyssey 19.518-524)

Although the word a#dwy is a hapax in both Homer and Callimachus, it occurs over fifty
times elsewhere in Greek literature, making it reasonably common. Of particular note, it
occurs three times in both Theocritus and Lycophon, two Hellenistic poets, and it is
common throughout both comic and tragic drama. In addition, the context in which the
word occurs in Homer is not fully paralleled in Callimachus. In the Odyssey, Penelope
uses the nightingale in a simile describing the anxiety and pain she experiences as she lies

awake at night worrying about what course of action she should take. She is uncertain

whether to continue waiting for Odysseus to return, to marry a suitor or to return to her
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father’s house. Neither Callimachus nor Heraclitus face any kind of decision in Epigram
34 that suggests late-night anxiety. There are some similarities, however, as Callimachus
continues to mourn the long dead Heraclitus in the same way that Penelope mourns
Odysseus, who has been missing for twenty years:

a,wa.g E/j,0l ){al r&vvog ay,s'rg')y'ov TogE oa,//l,aw
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The divinity gave me grief beyond measure.

The day times I indulge in lamentation, mourning

as I look to my own tasks and those of my maids in the palace.
(Odyssey 19.512-514)

In both poems, andwy appears in the context of grief, and strengthens the link between
Heraclitus and Odysseus. It also links Callimachus and Penelope as the singers who are
left behind to mourn and keep the memories of their loved ones alive. Due to its common
appearance in Greek literature, however, this allusion to Homer cannot be given greater
weight in the analysis of Epigram 34.

The suggestion has been made that “nightingales™ was the title of a collection of
poems by Heraclitus, but the theory has remained speculative for a lack of evidence.
Poets are often described as nightingales (the word is related to azidw, to sing), although it
appears as though this is the first time that the word is used to refer explicitly to poems.
Perhaps the most important reason for using the word here is that the nightingale is the
only bird that sings after dark. Thus the nocturnal conversations of line three that are
stolen by the death of one of the participants, are in a way restored by the image of a
bird/poems that conquer the darkness of death. As regards Homer, Odysseus is identified

as an gaodoc by the stories that he tells, so much so that Hilary Mackie describes Odysseus



76

as “the Odyssey’s central storyteller”.” This aspect of Odysseus’ character is most clearly
seen when he recounts his travels to his Phaiacian hosts in Odyssey 9-12. Upon hearing

his tale, Alkinods, the Phaiacian king, says:
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You have
a grace upon your words, and there is a sound sense within them,
and expertly, as a singer would do, you have told the story
of the dismal sorrows befallen yourself and all the Argives.
(Odyssey 11.367-369)

Odysseus is again likened to a singer in Odyssey 17, this time by the shepherd Eumaios,
with whom he has been staying:
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Such stories he tells, he would charm out the dear heart within you.
Three nights I had him with me, and for three days I detained him
in my shelter, for he came first to me. He had fled from a vessel;
but he has not yet told the story of all his suffering.
But as when a man looks to a singer, who has been given
from the gods the skill with which he sings for delight of mortals,
and they are impassioned and strain to hear it when he sings to them,
so he enchanted me in the halls as he sat beside me.

(Odyssey 17.514-521)

A similar ability to tell tales is shown throughout Odyssey 19, where Odysseus continues
to fabricate the story of his beggar disguise.
Through poetry, the story of Odysseus lives on long after the hero, fictional or

otherwise, perished. Heraclitus’ poems, memorials of the poet himself, live on after their
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composer’s death. Moreover, both Heraclitus and Odysseus were such fascinating
conversation partners that they could keep people entertained through all hours of the
night. Heraclitus was enthralling after the setting of the sun in “Aéoyy” (conversation),
and Odysseus’ tale inspires Alkinods to say:
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Here is
a night that is very long, it is endless. It is not time yet
to sleep in the palace. But go on telling your wonderful story.
I myself could hold out until the bright dawn, if only
you could bear to tell me, here in the palace, of your sufferings.
(Odyssey 11.373-376)

By linking Heraclitus and Odysseus as guest-singers, &ivor agoidoi, Callimachus
elevates his friend to the level of heroic bard in a subtly allusive manner only accessible
to one intimately familiar with Homer. Thus Callimachus is able to maintain the memory
and reputation of Heraclitus among learned scholars.

The third hapax legomenon 1 would like to discuss is gmodiq in line 4. Though
omodin is a hapax in Homer, it is fairly common in Hellenistic and earlier epigrams, so its
use by Callimachus is not as marked. However, Callimachus would have known that
gmodiq only occurs once in Homer; and the context of gmediq in the Odyssey works so well
with Callimachus’ theme here that it is worthy of some investigation. In the Odyssey,
Homer uses the word in book 5 as part of an extended metaphor describing how a person,
alone in the middle of nowhere, banks a burning log in ashes in order to keep the fire

alive:

Odvoaeig,
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Odysseus lay down in the middle, and made a pile of leaves over him.

As when a man buries a burning log in a black ash (sm00ifj) heap

in a remote place in the country, where none live near as neighbors,

and saves the seed of fire, having no other place to get a light

from, so Odysseus buried himself in the leaves.

(Odyssey 5.486-491)
This allusion seems to serve two purposes. First, it emphasises just how distant the two
friends, Callimachus and Heraclitus, have become, as Callimachus can no longer get
fire/light from his friend. Second, it points toward the theme of the following lines in the
epigram. Namely, from the ashes of his dead friend, Callimachus keeps the fire of
memory burning through Heraclitus’ poetry. Heraclitus is likened to a flame that is
nearly out: only his poetry remains to keep him alive. Callimachus thus underlines the
connection between Heraclitus and Odysseus, as the metaphor in which ¢modi7 is used
describes Odysseus keeping himself alive, just as Heraclitus is being kept alive by his
poetry.
The final Homeric hapax legomenon 1 would like to examine is agraxtys, which

occurs in the last line of the eploram In Iliad 24, Priam reminisces about his dead sons,

then uses this word when he is rebuking his surviving sons:
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and Hektor, who was a god among men, for he did not seem like
one who was child of mortal man, but of a god. All these
Ares has killed, and all that are left me are the disgraces,
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the liars and the dancers, champions of the chorus, the
plunderers (agmaxTiges)
of their own people in their land of lambs and kids.
(Iliad 24.258-262)

Callimachus applies agmaxtis to Hades, and perhaps the allusion only goes so far as to
give added weight to the author’s description of Death. However, a far more interesting
issue arises if one examines the context. Until this point in the poem, Heraclitus is linked
with Odysseus, a singer who endures fantastic journeys eventually to arrive home alive to
his family and friends. With this allusion to Homer’s martial poem, Callimachus moves
from the Odyssey to the Iliad. So why has Callimachus suddenly shifted epics here?

By alluding to Priam’s speech to his sons, Callimachus links Hades with these
despicable, surviving children. In doing so, however, he also invites us to compare
Heraclitus with Hector, as they are both men who have recently died, and whose kleos
will live on in song: Heraclitus in his agdove¢ (nightingales) and Hector in the liad.
Unlike Odysseus, who survives his journeys, Heraclitus and Hector, although
remembered through poetry, are dead. Their only feat now is to be mourned by the
living. Even as Priam is aware that his surviving sons are poor substitutes for those who
have died in battle, Callimachus knows that with Heraclitus dead, the living poets who
remain are second-rate disgraces. The programmatic element of this poem is found in
Callimachus’ belief that poetry can provide immortality. One can either be featured in a
poem, like Hector, or write poetry, like Homer; both are paths to everlasting kleos. By

writing a poem about Heraclitus and his poems, Callimachus has doubly immortalised his

friend, and left his own name for future generations as well.
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Endnotes Chapter 8

" The noun is uncommon in Greek literature. and all forms of the word are rare in the Hellenistic period. In
addition to Homer and Callimachus, it occurs in Hesiod (Opera et dies 493 and 501), Aeschylus
(Choephoroe 665) and Sophocles (Antigone 160), but not otherwise in verse.

? Cf. Gow and Page 191 n.3.

3 Mackie 94. See also my Chapter Seven page 69.

* This word is very rare in Greek verse, occurring elsewhere only in Hesiod (Opera et dies 320 and 684)
and Lycophron (Alexandra 147 and 157). None of these instances appear related to Callimachus’ epigram.



Chapter 9: Marriage Advice

Epigram 54
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A stranger from Atarneus asked of Pittacus,
the Mitylenan, son of Hurras:
“Aged father, two marriages appeal to me;
the one girl equals me in both wealth and birth,
the other surpasses me. Which is better? Come, advise me
which I should marry™.
He spoke; and lifting his staff, the old man’s weapon,
Pittacus replied, “Behold, they will speak the best advice to you™.
(They were boys in a wide crossroads who spun
their swift tops with blows).
“Go in their footsteps”, the sage said. And the stranger stood near,
and the boys said “keep to your own course”.
Hearing these things the stranger refrained from looking on
the greater estate and having put the saying of the boys in his heart
he led the meagre girl to his house.
Thus you also, Didn, keep to your own course.

This poem has been of particular interest to several scholars for various reasons.
Some see it as programmatic, while others consider it to be barely an epigram at all. 1

believe that this poem serves both as an aesthetic statement and as marriage advice, and

81
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Homeric allusion is important to both of these readings.

Epigram 54 is longer than any of Callimachus’ other epigrams, and is described
by Gow and Page as having “no claim to be called an epigram at all” on the grounds that
it is “neither inscriptional nor epideictic™ (205). Wilamowitz considers this poem to be
“nur noch #uBerlich ein Epigramm” (179). Fraser calls it “an epigram only by reason of
its elegiac meter” (593). Jacobs questions the attribution of the poem, suggesting that
without the ascription to Callimachus by Diogenes Laertius, no one would consider such
a straightforward anecdote to be the work of the author." On the other side of this
spectrum, Gutzwiller considers this poem to be of crucial importance to Callimachus’
epigram book. She believes it is programmatic and occupied the initial position in his
collection. I prefer a more moderate approach. I am content that this poem should
remain classified as an epigram. Its length and subject are certainly not outside the
bounds of those found in work by other epigrammatic authors. I therefore disagree with
the discomfort evinced by Gow and Page. 1do not, however, believe that this poem
necessarily occupied any position of specific importance in a possible collection of
Callimachus” epigrams. Although the poem may be programmatic in a larger sense, I
believe that its initial purpose is to provide a bit of advice to the Egyptian ruler, Ptolemy
I1. In this chapter I will examine all of these possibilities and demonstrate how a
Homeric allusion argues in favour of interpreting this poem both as marriage advice for a
king and as an aesthetic statement.

Epigram 54 is a miniature story about the sage Pittacus, who is asked for marriage
advice by a stranger. According to Diogenes’ life of Pittacus, the man could offer his

opinion from personal experience, having married a woman of higher standing and



finding the experience to be a bitter one (1.79ff.). The advice that Pittacus ultimately
offers the stranger comes from boys playing with tops at a crossroads (a place used as an
unambiguous metaphor for decision making). As the boys play, they shout out “keep to
your own course”. The stranger accepts the advice and marries within his own rank,
taking home the “meagre girl”.? The poem appears to be a generalised piece of stock
advice, but the inclusion of the proper name Dion in the final line places the poem in a
contemporary context that I shall discuss later.?

The argument that this poem does not fit with the other epigrams is a thin one.
Although this poem could be seen as elegiac, so could any epigram written in elegiac
couplets. That this one is a bit longer than most is inconclusive one way or the other.
We no longer possess all of Callimachus’ epigrams, and it is entirely likely that some of
his lost epigrams were longer than those that have been preserved by later collections,
who tended to favour shorter examples from this genre. Even in the meagre collection
we have from Callimachus, epigrams of 10 and 12 lines appear.” As for the subject
matter, while it is true that none of Callimachus” other epigrams appear to tell such an
anecdote, some of his epigrams do contain didactic generalisations.5

I would now like to turn to Gutzwiller’s analysis of Callimachus 54. As we have
seen, Gutzwiller is concerned with epigram books. If such an author-ordered book
existed for Callimachus’ epigrams, then the initial poem would have been of great
importance as it would have established the theme that unites the rest of the poems.
Thus, having argued strenuously for a collection of Callimachean epigrams, Gutzwiller is
delighted to find in this poem several elements that she suggests demonstrate that this

poem is programmatic and was the first epigram in Callimachus’ epigram book:
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at sixteen lines it is the longest of Callimachus’ epigrams,

and we know...that ancient epigram books did sometimes

commence with longer elegiac poems. The second-person

address in the final line is also an indication that this poem

had a unique function within the collection.... A parallel

for such a generic second-person address in a programmatic

context is offered by the concluding epigram in Nossis’

collection (i3, 11.4 G-P). In addition, the poem consists of

an anecdote about Pittacus that is reminiscent of a tale

concerning the Seven Sages in the first Jambus.... The

parallel with the first Jambus shows clearly that the Pittacus

anecdote is just the sort of introduction that Callimachus

was likely to have given his Epigrammata.

(225)

As I pointed out above, length is not necessarily a good indicator of a poem’s role. For
that matter, simply because other authors sometimes began their collections with longer,
elegiac poems does not mean that Callimachus did. The second-person address in the last
line of the poem is a disputed reading and I believe that " /wv is textually the weaker
reading.® T will discuss this point in some detail later in this chapter, as I believe that the
reading A/wy leads us to the correct interpretation of this poem. Gutzwiller’s last point is
more persuasive, however, as the first Jambus does show us the author opening a
selection of poetry with a similar device. Given Callimachus’ penchant for deliberate
variation, however, it is dangerous to assume that the poet would use the same device
twice. Gutzwiller goes on to suggest that this poem was perfect for the introduction to a
series of epigrams consisting of different types (amatory, funerary and dedicatory),
because it was none of these. Its message, to “follow one’s own path”, introduces pretty
much any kind of poetry that a poet happens to place after it. Gutzwiller writes that

Callimachus “begins his epigram collection, then, not with the announcement of any one

theme, but with the suggestion that his philosophy of restraint, of refined choice, will be
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the glue that holds together the many and diverse poems that constitute the
Epigrammata™ (226).

My reasons for disagreeing with Gutzwiller’s approach hinge in large part on the
reading of the last line. T would not put it past Callimachus both to give advice to the
Ptolemies, thereby dedicating his collection to them, and also to establish the unifying
theme for his book. I think that Gutzwiller must account for the arguments towards
marriage advice and justify her reading of o0 7" iwv in the final line to make her argument
convincing. In her defence, I do believe that Callimachus might present a programme
that is, in a sense, not a programme. Thus he could cleverly avoid the difficulties of
finding a single unifying theme among a multitude of poems written at varying times for
diverse situations on different topics. Certainly, I find the advice to select a bride of
“meagre means” evocative of Apollo’s injunction to cultivate a “slender muse”.

Enrico Livrea’s reading of this passage is similar to Gutzwiller’s, but he differs in
two important ways. First, he does not talk about the poem as part of a collection, and
second, he maintains the reading of Aswy in the final line. Like some of the previously
mentioned scholars, Livrea finds this poem lacking, but he sees a literary statement in it
that rescues the epigram from its surface reading: “the only way we can avoid foisting on
Callimachus a banal platitude which is quite unworthy of him is to include this text
among the other well-known passages where he declares his wish to defend his own
literary principles”™ (479-480). After a detailed study of the poem’s provenance and the
top-spinning game played by the children, Livrea concludes that “Callimachus ep. 1
[=GP 54], far from being a humdrum piece of narrative, has every right to be included

among the most important texts in which Callimachus proclaims his conscious awareness
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of the originality of his art. From now on, we might speak of the poetics of 7 xaa
cavtoy éa, to indicate the same complex of ideas and images which are expressed so
magisterially in the Prologue to the Aitia and elsewhere” (480). Having carefully
examined the manuscript tradition, however, Livrea cannot accept the reading of the final
line that Gutzwiller allows to pass with a cursory footnote, despite the fact that it would
strengthen his own argument. He fantasises about the possibility that “Dion was a
fellow-poet...wondering whether to compose according to the precepts of Callimachean
poetics”, but in the end he is unconcerned with this person’s identity: “we may pass over
as unimportant the question of the identity of the mysterious A/wy, to whom Callimachus
addresses this lofty poetic manifesto; indeed, the variant ov 3’ iwy, if it were acceptable,
would actually allow us to invest the poem with all the weighty significance of an address
by the poet to himself” (480).

Livrea’s slightly more cautious approach to this poem lends his conclusion more
weight that Gutzwiller’s. In particular, his examination of the manuscript evidence and
his conclusion that A/wy must be the preferred reading despite the fact that the alternate
reading would better suit his conclusion lends argument greater weight. We are still,
however, confronted with the enigmatic figure of Didon. If Callimachus wanted to make a
universal statement about poetry addressed to the reader as Gutzwiller and Livrea
suggest, presumably he would have done so. So why does he write Dion?

The manuscript argument for maintaining the reading Dion is relatively simple.
The name is provided by Diogenes Laertius in his manuscript, but an alternate reading, 7’
iwy, is given in the Palatine Anthology and by Planudes. The latter reading is preferred

by several editors and also by Gutzwiller, who relies on the generalisation provided by
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such a reading for her argument towards the programmatic nature of this poem.7 It
should be noted, however, that this epigram appears in a sequence of poems in the
Palatine Anthology on various sages and philosophers, all but three of which are derived
from Diogenes. Given that the version of the epigram that occurs in the Palatine
Anthology and in Planudes’ Anthology derives from Diogenes, it is bad practice to accept
the later reading when its earlier source has the lectio difficilior.?

To resolve the difficulty that many scholars have had with the address to Dion, I
would like to turn to Pamela Bleisch’s article on the Aeneid and Callimachus 54.
Although her paper’s ultimate focus is on Virgil’s use of Callimachus’ epigram, she
nonetheless provides a brilliant exegesis of the latter’s text.” As I mentioned earlier, it is
the final line of the poem, and its addressee, that provides the needed clues to place this
epigram in its context. The poem is not a simple bit of didactic story-telling, but is
actually addressed to a specific individual. Bleisch argues that “the final line conceals a
clever anagram: houto kai su, Dion contains the vocative dual form Dionusiaké™."
Callimachus’ anagram is more complex than a simple jumbling of letters. In order to
properly read the line, one must first read Dion forward, then read the previous two and a
half words letter for letter backwards. This process comes naturally for the reader who
has read the name Didn and then reads backwards to see who this person is. Although
the root Arwwweaiax- occurs frequently in Greek, and Aswwyug- is common, especially in
Homer, Hesiod and the Homeric Hymns, Awwvvoiax- is found no where else. As for the
dual ending, this is also a deliberate archaism."' So, Callimachus directs his advice to a
pair of Dionysians.

Who, then, are these Dionysians? None other than the royal siblings Ptolemy II
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and Arsinoe. Several pieces of evidence support this identification. Despite there being
no extant example of the honorific “Dionysians™ being used of the Ptolemies, it is a
reasonable form of address. Ptolemy II and his sister Arsinoe, along with other
Ptolemies, claimed descent from Dionysus as a means to strengthen their association with
Alexander and the Argead royal house, which traced its lineage to Herakles.'” Dionysus
also occupied a prominent position in the great procession of Ptolemy Philadelphus,
indicating his close association with the god. Bleisch points out that both Ptolemy II and
Arsinoe were devotees of the theatre, “conferring on the actors the title ‘the Artists of
Dionysus and of the Theoi Adelphoi.” In view of this patronage of drama, Callimachus’
use of the adjective dionusiakos is particularly appropriate, since it connotes both
‘belonging to Dionysus’ and ‘related to the Dionysia™ (463). The fact that the children
who offer the advice of “keeping to your own™ in this passage are playing with tops may
also be evocative of Dionysus, as tops were sacred objects in the Dionysian mysteries and
were sometimes given as votive offerings to the god."”

The advice given to the Philadelphoi, then, is to “keep to your own™. Due to his
royal blood, Ptolemy II has no equal other than another member of his family. He and
Arsinoe do, of course, follow Callimachus’ advice to the letter. It is interesting to note,
however, that the stranger’s question in Callimachus’ epigram is suggesting a choice
between an equal and a better. As already mentioned, a king can have no better...at least
not among mortals. So Callimachus is suggesting that Ptolemy actually does have
another choice, and one that is above his station. The only woman of better birth than
Ptolemy? A goddess. Such a union, however, would be the ultimate in hubris, and

ancient literature is rife with warnings against such marriages. Thus Callimachus advises



89

his king to marry his equal, Queen Arsinoe-Aphrodite, and not the goddess Aphrodite."*

There is one more element to Callimachus’ advice, and it is a somewhat
propagandising one. As discussed in my biography of Callimachus, the author was
dependant (at least to some degree) on the good will of Ptolemy. Certainly his position at
court and in the library required the favour of the king. Thus it was in Callimachus’ best
interests to support the king and use his poetic output on behalf of his patron. By
portraying an incestuous, Egyptian-style marriage as the logical outcome from traditional
Greek wisdom, Callimachus approves Ptolemy’s marriage for both his Greek and
Egyptian subjects."”

In support of Bleisch’s reading of this epigram as marriage advice directed at
Ptolemy is a Homeric hapax legomenon that has gone unnoticed by critics of this poem.
Homer was clearly in the poet’s mind, as in addition to this allusion Callimachus also
makes a reference to the Homeric scholia.'® The subject of Epigram 54 is marriage, and
it is testament to Callimachus’ skill that he should employ a particularly fitting allusion to
Homer with the word “uévaios” (marriage) in line six. The word occurs at Iliad 18.493,
and nowhere else in the Homeric corpus, not even in a derivative form. The word is
marked for Callimachus, he uses it only one other time, and it is actually reasonably rare
in Hellenistic literature."’

In the 7liad, the word appears in the description of the city at peace during the
ekphrasis on Achilles’ shield:

&y T Wev ga yapol T' ioay eilamival TE,
viueac 0 éx Salauwy daidwy Umo Aaumouevawy
qyiveoy ava aoTu, moAvs 0 Uuévaios dpwgel.

And there were marriages in one, and festivals.
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They were leading the brides along the city from their maiden chambers
under the flaring of torches, and the loud bride song (Juévaios) was arising.

The link between this line and Callimachus’ is strengthened by the fact that the words
occupy the same, penultimate position in their respective lines. They are also used
metrically in identical fashion. If Epigram 54 was written on the occasion of Ptolemy’s
marriage, then the reference to a city filled with celebration would have been of
contemporary relevance. More importantly, the Homeric passage also includes a political
note, as a dispute between two men is being decided by a circle of judges in orderly
fashion, with a prize of gold to be given to the one who provides the best judgement. In
contrast to the city at war also depicted on Achilles’ shield, Callimachus is pointing out
that Ptolemy’s rule maintains a peaceful, prosperous Alexandria. Further, Callimachus is
suggesting that incestuous marriage will maintain peace for Alexandria, as it will prevent
another family from rivalling the king’s in power. Callimachus might also be proposing,
in a subtle manner, that the poet who so eloquently defends his king’s marriage deserves
some reward for his politically savvy approval of his king’s betrothal.

This careful use of allusion further strengthens the argument that this poem is, in
fact, offering marriage advice, political advice, and an artistic statement. Although I
remain sceptical of Gutzwiller’s arguments for this poem as the initial poem in a book of
Callimachus” epigrams, I find such a conclusion more compelling, and its programmatic
content emphasised, if this poem is read as an address to Ptolemy. To begin a book with
a dedication, some advice, and a programme...I can believe that Callimachus is just that
clever.

So what does this work say about literature? Simply that one should keep to
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one’s own course. When choosing between writing a popular, potentially lucrative work
such as drama or epic and another, less marketable form, one should choose that which
appeals most to the author, avoiding goals too lofty. This may also function as something
of a recusatio, whereby Callimachus excuses himself from writing high verse, saying that
the poet should choose the medium equal to himself, and for Callimachus this is a
shorter, “lower” style. Nonetheless, Callimachus uses an allusion to Homer through a
hapax legomenon to direct his advice to Ptolemy and to curry favour. It is a bit tongue-
in-cheek, however, as the marriage advice is linking together two royals, the closest
mortals to the gods. So one must ask if Callimachus is really suggesting that his chosen

genre is lesser. Perhaps, he merely does not want to compete with Homer, the epic god.



Endnotes Chapter 9

' See Gow and Page 205.

2 Cf. Erga 700, where Hesiod suggests that one marry the “girl next door”. See Bleisch 460.
3 Cf. Ep. 9, where the addressee’s name is delayed until the penultimate line.

Y Epigrams 3 and 14.

* For example 44 (“uipova Tic 8" &b oide ~ov alpioy” — who knows tomorrow’s fortune well?) and 11
(“Iéyovary arnSéa Tols év Epwi / Goxoue pay dvvery olat’ éc aSavatwy” — they say truly that oaths among lovers
are not able to reach the ears of the immortals), among others.

8 Her discussion of this issue is confined to a brief footnote naming those who agree with her. See
Gutzwiller 225n.84.

7 Pfeiffer and Gow and Page print Aiwy, while Jacobs, Stadtmiiller, Cahen, Waltz, Beckby and Paton all
prefer 7" iav.

® For an in depth study of this poem’s manuscript tradition, see Livrea’s comprehensive article. The
approximate dates of the sources concerned are: Diogenes Laertius 3" C C.E., Palatine (compiled by
Cephalas) 10"C C.E., Planudes ¢.1300 C.E. The latter two (and possibly also Diogenes) are based partially
on Meleager’s Garland, which was compiled in the 1*' C. BCE, but which we no longer possess.

? Although it should be noted that Bleisch accepts without argument the theory that Callimachus produced
his own book of epigrams, and she adduces no evidence to support this view (468n.29).

19 Bleisch 462. Cameron cautions on the dangers of looking too hard to find non-existent anagrams in
ancient literature (1995a). I do not believe, however, that he would argue with Bleisch’s interpretation
here.

"' “The dual died out in the living speech of Attica by 300B.C. Aeolic has no dual, and Tonic lost it very
early. In Homer the dual is used freely, and often in conjunction with the plural” (Smyth 269 (#999)).

12 See Fraser 201-207, 211 and 218.
1* Cf. Hirst.
¥ Cf. Bleisch 464.

15 Bleisch 466. She also suggests that this epigram may have been in response to such criticisms as
Sotades’ scurrilous verse on Ptolemy’s marriage, “eis oly ooiny Touualiny to xévrgoy wSeic ™ (You are
thrusting your prick into an unholy opening) (Athen. 621a: frag. 1 Pow.: Diehl).

' When badly wounded by his enemy, Hector is compared to a top in /liad 14.413. This simile led to a
great deal of comment and attempted explanation by the scholiasts. Livrea points out that “Callimachus’
view of the solution to this Homeric problem is shown by the wording of his epigram, which has no fewer
than three verbal elements in common with the scholion D ad loc (ii p, 55 Dindorf). w¢ gouBov mepiezo

.

Aéyer 02 Tov xalovuevoy BéuBixa. dixny oly oroouBou émoimeey airov aTeégeaal, ocgodois mhias” (477).



' The un-compounded noun occurs only 15 times in the 4™ C BCE and 5 times in the 3 C. BCE). Tt only
occurs one other time in the Callimachean corpus, in the fourth hymn, In Delum, line 296. In earlier
centuries it is common in drama, but is rare in other verse.



94

Conclusion

As we have seen, Callimachus wrote poetry of great technical precision and
acumen. I hope that I have convincingly argued that there is more going on in many of
Callimachus’ Epigrams than simple displays of knowledge. There is a wit and
intelligence beyond mere book learning that makes his poetry a joy to read. Whenever
one thinks that a poem has been exhausted of meaning, it usually pays to look a little
closer. By allusion to the greatest of Greek poets, Homer, Callimachus infuses his poetry
with meaning and provides context for otherwise sparse lines. Callimachus uses Homeric
allusion to establish his aesthetic program, but it is a program that restrains him from
attempting anything on Homer’s scale.

In Chapter One, I examined Callimachus’ biography in order to establish a
preliminary background for his work. Chapter Two discussed his role as an Alexandrian
poet, and the influence that his contemporary culture had on his work. Chapter Three
was concerned with the genre of epigram, and provided the necessary information to
understand this type of poetry as Callimachus presents it. Chapter Four began a close
look at the epigrams themselves, and dealt with the problem of Callimachus’ epigrams as
a collection, as well as addressing the question of context for the poems. In chapter Five,
the discussion of the epigrams began in earnest with a discussion of Epigram 1, where
Callimachus suggests that a poet should work at one genre until it is perfected, rather than
chasing after every new poetic fad. Chapter Six dealt with Epigram 2, in which
Callimachus argues that originality and concision are two of the most important

considerations when writing poetry. Chapter Seven looks at Epigram 3, which addresses
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the paradox of the scholar-love poet and names poetry as the (im)perfect cure for love.
Chapter Eight demonstrates how Epigram 34 is concerned with the ability of poetry to
immortalise poets and their subjects. Finally, Chapter Nine shows how Epigram 54 urges
poets to keep to their own poetic path and questions whether the epigrammatic genre is
truly inferior to epic.

All of these conclusions were drawn from Homeric allusions made by
Callimachus through hapax legomena and other rare words. Each of the epigrams
studied offers an opinion about poetry and/or poets themselves. In this way, these poems
fulfil programmatic functions in Callimachus’ epigrammatic corpus that allow us to
better understand the motivations and influences that he exhibits throughout his epigrams.

Callimachus can be difficult for many reasons, but he is a poet who repays the
reader’s efforts, for his ars latet arte sua. It is hoped that this preliminary investigation
into the programmatic aspects of Callimachus’ epigrams will encourage others to delve
more deeply into this collection of short poems, and to explore fully the aesthetic notions
contained therein. During the research for this thesis, it became clear that Homer is not
the only archaic source upon which Callimachus draws. Hesiod and the lyric poets also
influence Callimachus’ poetry, and I believe that a study of the epigrams’ allusions to
these earlier writers should be the next port-of-call in our journey to understand the

poetry of Callimachus.
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