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ABSTRACT 

Supervisor: Professor David A. Campbell 

The goal of this thesis is to examine in detail important aspects of 

the Anacreontea, a collection of poems dated to the post-classical era, whose 

widespread popularity has not been sufficiently matched by scholarly attention. 

My investigation focuses on three main objectives: to analyze features of metre 

and text; to trace out salient thematic currents, paralleling similar elements 

in other Greek as well as Latin poetry in order to discover genre trends; and 

to demonstrate that the Anacreontea, despite their title, give only a partial 

reflection of the work of Anacreon, the sixth century poet from Teas. 

The Introduction provides information regarding the manuscript and 

sources of the Anacreontea. Precise dating is shown to be a problematic issue. 

General comments concerning content and manner of composition are given; 

recurring themes and stylistic approaches are highlighted. A concise historical 

summary of the important editions of the Anacreontea shows that scholars, 

even up to as late as the eighteenth century, were reluctant to consider the 

Anacreontea unauthentic. Another section is devoted to the literary heritage 

of the collection. Finally, a brief outline of the metres used in the Anacreontea 

is presented. 

Chapter One contains a biography of Anacreon and a survey of his work. 

The fragmentary condition of the extant poems proves to be the greatest 

impediment to gaining n complete ,1nderstnnding of the poet. Tt is csscntl;1l 

that the differences between the Anacreontea and Anacreon's poetry be made clear. 



iii 

In Chapter Two, a translation of the Anacreontea, based on Campbell's 

text, is given, together with a critical commentary on metrical and textual 

matters. The text of the Anacreontea has undergone extensive alteration at 

the hands of various editors over the centuries, primarily because of a 

fervent desire to establish lines whose metre conforms to the standards of 

classical prosody. There are numerous cruxes which are examined individually. 

Points of divergence between the texts of Campbell and West are noted and 

analyzed. 

The third chapter focuses upon Anacreontea 1. This poem is unique, 

serving as the introduction to the whole collection, and deserves particular 

attention. The opening poem indicates that the Anacreontea are far removed 

from the archaic Anacreon. 

In Chapter Four, those Anacreontea which concern the theme of poetry 

are explored. The first section examines the use of the recusatio motif, a 

stylistic device whereby a poet asserts his refusal to compose one kind of 

poetry in favour of another. One of the cornerstones of the genre of lyric 

poetry is the application of the recusatio to communicate a poet's preference 

to compose lyric rather than epic poetry. The motif was most typically used 

by the Augustan poets, an observation which strongly suggests that the authors 

of the Anacreontea were well-acquainted with Latin literature. The second 

section of this chapter looks at the connection between poetry and wine in 

the Anacreontea. Wine has symbolic applications not only as a medium for 

poetic inspiration but also as a representation of poetry itself. There are 

abundant literary parallels for this symbolic usage of wine. The final section 
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concentrates on Anacreontea 34, a wel l-composed poem about a cicada . The author 

of this poem has attempted to represent the insect as a poet in mi ni ature . The 

poem fits in with the gener al theme of poetry discussed in the rest of the 

chapter. 

Th e final chapter looks at Lhe varluus anwtory 1.><Jem::; in the cullec tlou . 

Several parallels are drawn from Anacreon, t he Gr eek Anthology a nd the Roman 

poets . The Anacreontea incorporate a broad spectrum of literar y influences . 

This attests to the schol arly erud i t ion of the authors . It is a mistake to 

measure these poems solely i n comparison t o Anacreon . The Anacreontea must be 

accorded their own merit . 
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INTRODUCTION 

The Anacreontea are preserved in the tenth century Codex Palatinus, from 

1 which the Palatine Anthology takes its name. This manuscript was based to a 

large extent upon the Anthology of Cephalas, dated to the late ninth century, 2 

the main sources of which were the Garland of Meleager (c.90 B.C.), the Garland 

of Philip (c.A.D. 40) and the Cycle of Agathias (c.A.D. 658). The Anacreontea, 

however, appear to have had a different origin. The collection forms a separate 

section after the miscellanea of Book 15 and bears its own title: 'Avnxpeov~o½ 

T~Coo aoµnoaLnxa ~µLaµ~Ln, 'Convivial Hemiambics of Anacreon of Teos'. The last 

Convivial Poems of Anacreon'. Two of the Anacreontea, 4 and 8, are found with 

slight variation in Book 11 (poems 48 and 47) of the Anthology. These poems, 

perhaps among the oldest and best-known of the Anacreontea, may have been in­

cluded in the Garland of Philip since poems 23-46 and 49-50 of Book 11 were 

obtained from that source. 3 

Some of the poems in the Anacreontea adhere to the rules of classical pro­

sody, while others tend to follow the metrical principles of much later poetry. 

This discrepancy has prompted scholars to conclude that the Anacreontea were 

compiled from more than one source, perhaps dated centuries apart. 4 West postu-

!ates that there may have originally been four different collections: 

1. The oldest source was known by Aulus Gellius (19.9.4ff.) 
in the second cen.tury A.D. and contained poems 1, 4, 6-
20. The prosody of these poems is secure. They are 
grouped according to metre: hemiambics (1.4.6-15), 
anacreontics (16-18) and acceptable variations of these 
metres (19-20). '!'he hemiRmhic group is interrupted by 
two anacreontic poems (2 and 3) and a prosodically 
erratic hemiambic poem (5). These may have been later 
insertions. The compiler probably endeavoured to group 
together the ecphrastic poems (3, 4, 5). Poem 2 was 
perhaps the proemium to another collection. 



2. A second source, not much later th~n the first, contained 
interpolated versions of some of the Anacreontea in the 
earlier collection (e.g. 4, 8, 9, 14) and also poems 21-
27 (hemiambics) and 28-34 (anacreontics), Poem 3, model­
led on 16, may have been included here, 

3, 4. Two later sources, dated to the fifth or sixth centuries, 
provided poems 35-60, These pieces follow no metrical 
arrangement and demonstrate substantial inconsistencies 
in prosody. Poem 5 was possibly obtained from these sources. 

2 

The arrangement of the poems in the Anacreontea seems to reflect the 

chronological order of the sources; with the exception of Anacreontea 5, those 

poems with the greatest prosodical anomalies, and therefore presumably of 

latest date, occur in the second half of the collection. 5 

The dating of the Anacreontea is a problematic issue. The most important 

consideration is prosody. There are three main features of versification evi-

6 dent in some of the Anacreontea pointing to a date of c.A.D. 400 or later: 

the loss of distinction in vowel quantities, the use of accented syllables at 

points of metrical stress and the regular positioning of accents in a·line, 

especially on the penultimate syllable. Brioso S~nchez 7 has pointed out that 

certain features of vocabulary and syntax in the Anacreontea may be found in 

the prose of the Septuagint and New Testament and in poetry of the second cen­

tury B.C. and later. In his final conclusions, however, he places no poem 

before the first century A.D. 8 West has also indicated late features in certain 

poems; he suggests, nonetheless, that the Anacreontea began to be composed in 

9 10 the second or first centuries B.C. Edmonds agrees that the earliest poems 

may belong to the second century B.C. but considers that the years 50 B.C. to 

A.D. 50 are more probable. 11 According to Campbell, no poem can be fixed with 

certainty to a date before the hi.rth of Christ although such an early dating 

1•rn111u1 ht• I'll It'd 0111- fnr HOlllP poems. 

I I 111 :ilg11JI 1,•unt that· the Anacrcrintea 
nre included in the manuscript from 
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which most of the poems in the Greek Anthology are obtained, for there are 

notable similarities in style and content. The scribe, identified as J,
12 

who 

copied parts of Books 9 and 15 of the Palatine Anthology, also wrote out the 

Anacreontea. Some of the poems in the Greek Anthology have been ascribed to 

pre-Hellenistic poets but the majority were composed in the period from the 

death of Alexander in 323 B.C. down to the late Roman Empire. The Anacreontea 

also originate within this time period, but it is impossible to arrive at an 

exact date of composition for any single poem in the collection. 

Style and Content 

In several of the Anacreontea, the authors endeavour to use the voice of 

Anacreon. In poem 7, Anacreon is clearly the persona; he may also be the old 

man who speaks elsewhere (47, 51, 52(b), 53). Similarly, Anacreontea 39 and 43, 

with their references to old age, may have been written in his persona. Those 

convivial poems which concern the swift passage of time or the uncertainty of 

the future (8, 32, 36, 38, 40, 45, 48, 50) could conceivably be intended to 

represent the thoughts of the aged poet. Anacreon may be imagined as the lyre­

player who sings in poems 42 and 44. The persona of poems 10, 17 and 18 must be 

Anacreon, the admirer of Bathyllus. The voice of Anacreon heard speaking in the 

Anacreontea, however, is not that of the sixth century poet but rather of the 

altered likeness which superseded him in posterity. In four of the'Anacreontea 

(1, 15, 20, 60(b)) Anacreon is referred to in the third person. 

The subjects of the Anacreontea have much in common with the poems of t.he 

Greek Anthology, The convivial topics of love and wine, ·together with the per-

vasive carpe diem message, are popular in both. Often the thematic parallels 

13 are very close: the early morning songs of birds which disrupt the dreams of 

lovers; the disdain of wealth; money and love; Love, the warrior in battle; 
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the capture of Love; the delights of springtime. Kirkwood
14 

comments that the 

Anacreontea were included in the Palatine Anthology because of their epigramma­

tic quality, a typical characteristic of the poems in the Anthology. The longer 

poems in the Anacreontea (e.g. 15, 16, 17, 33, 55, 57, 58) break from, this tra­

dition yet maintain epigrammatic conciseness in the shortness of lines and para-

tactic construction. 

The authors of the Anacreontea demonstrate a preference for certain stylis-

tic approaches: 

1. Ecphrasis. The description of a work of art was a favourite 
practice of poets in the Hellenistic period and later. The 
earliest example is Homer's description of Achilles' shield 
(Iliad 18.478ff.). There are numerous examples scattered 
throughout the Palatine Anthology,and the Planudean Anthology 
contains even more. In the Anacreontea there are descriptions 
of paintings (3, 16, 17) and of silver engravings (4, 5, 57). 
The author of poem 54 is describing to his companion a picture 
of Europa and the bull. Anacteontea 59 could be a harvest 
scene depicted on a painting or a silver cup (cf. Anacreontea 
4.12ff.). 

2. Anecdotes. Several of the love poems take the form of brief, 
allegorical tales. Anacreontea 13 concerns the author's 
battle with Love, the warrior. In Anacreontea 31, Love is 
characterized as a pernicious creature which beats and chases 
his victim. Anacreontea 33 describes a surrealistic episode 
in which Love, disguised as a lost child, deceives his kindly 
host by striking him with an arrow. A story about the manu­
facturing of Love's weapons (Anacreontea 28) is set in a 
mythological context involving Cythere (Aphrodite), the 
mother of Eros, and her husband Hephaistos. Cythere appears 
again as a character in Anacreontea 35 and 19, two more 
examples of narratives. Anacreontea 6 also has an anecdotal 
quality as indicated by the adverb TIOT', 'once' (i.1), common 
in storytelling (cf. Anacreontea 28.8; 33.1; 35.1). 

3. Dreams. Anacreontea 30 and 37 are accounts of dreams reflec­
ting the agony of love. Anacreontea 31, imitative of 30, and 
Anacreontea 33, set in the middle of the night could also be 
regarded a~ descrj_ptions of dreams. The impor~ance of the 
.f, .. 11111 11111 1 r1 r,, 1•111.-1111 l:ll1l'd 111 LIie ti'rst poem of the all _ 
I 111 11 l•·I. 1\11n,•r1•,11111•~1 10 . . I· .1 C ec 
l,11,•d I•· ,· ··-;-·;·.---•-··-T , .in .lu>,1uc nbout dreams (CB) sh t-

' I hi -lh,1 I I 11\\1 :, lthl n1 I Ilg HOnp,). a 

'. 
A numb~r of poems, 

especially in the second 



half of the collection, may be classed as ouµnocrLuxu, 'songs 
for the banquet': 2, 9, 12, 18, 21, 32, 36, 38, 42-45, 47-
50, 52(b), 53, 60(b). 
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Some of the Anacreontea are meditative in style: Anacreontea 24, 26, 27 

and 29 all concern the theme of love; the author of poem 39 makes a brief com­

ment on old age; Anacreontea 40 is a reflection on mortality. Two poems (41 

and 46) focus upon the beauty of spring. The authors also make reference to 

their own art of poetic composition (e.g. 2, 4, 23, cf. Chap. 4). 

Mythological subjects are touched on in several poems. Dionysus and his 

followers, the Bacchantes, are often mentioned, as is Aphrodite, called Cythere. 

Hephaistos, the husband of Aphrodite, is depicted in his role as a craftsman of 

metal in Anacreontea 4 and 28. Apollo and the Muses, divinities of poetry and 

music, are mentioned in the poem on the cicada (34). The love story of Europa 

and Zeus, who disguised himself as a bull, is the subject of Anacreontea 54. In 

poem 55, the creation of the rose is paralleled to the divine births of Aphro­

dite and Athena. The silver engraving described in great detail by the author 

of Anacreontea 57 depicts Aphrodite's birth from the sea. The theme of poem 60 

(b) is Apollo's love for Daphne, the maiden who was transformed into a laurel 

tree as she ran from the god. 

Tales from mythology are used as paradeigmata in a few poems. In Anacreon-

tea 9, the author refers to four mythological characters associated with mad­

ness: Alcmaeon, who killed his mother Eriphyle; Orestes, the murderer of 

Clytemnestra, his mother; Heracles, slayer of wife and children; and Ajax, 

the epic hero who ended his life with his own sword when he was denied posses­

sion of Achilles' armour. Anacreontea 12, which imitates the style and content 

of poem 9, provides further mythological exempla of madness: Attis, who was 

driven mad by the jealous, Cybebe (Cybele), and the prophets of Apollo, who 



enter into a trance by drinking sacred water, In Anacreontea 22, the author 

illustrates his thoughts by referring to two instances of metamorphosis from 

mythological lore: the transformation of Niobe into ston·e and of Philomela 

into a swallow. The story of Philomela and Tereus is also alluded to in Ana-. 

creontea 10. 

There are a number of Anacreontea which seem to have been included in the 

6 

collection primarily on account of their metre rather than their subject matter: 

34 (anacreontic), on the cicada; 55 (anacreontic), a hymn to the rose; 57 

·(anacreontic), an obscure ecphrastic poem about a silver engraving; 58 (hem­

iambic), a rhetorical poem on the evils of money; and 60(a) (anacreontic), 

concerning the love story of Apollo and Daphne. Anacreontea 55, 57 and 58 are 

.remarkably long and, together with 60(a), demonstrate a more sophisticated 

manner of composition than the rest of the poems. Some of the Anacreontea may 

have been composed by aspiring poets and students as scholarly metrical 

15 exercises. 

Important Editions of the Anaareontea 

The Anacreontea were first edited in 1554 by Henri Estienne (Stephanus). 

It is possible that he had access to the original text in the Palatine Antho­

~.through contact in Belgium with John Clement, whose academic patron had 

16 
been Sir Thomas More. Stephanus believed that the poems were the genuine work 

of Anacreon. He included fifty-five Anacreontea in his collection, omitting 

those.poems in which Anacreon was mentioned in the third person or which were 

known from other sources, Latin translations from Stephanus' own hand were 

included with several of the poems, Stephanus produced a second edition in 1560 

following that of his father Robert and Morelius, published in 1556. The next 

important edition appeared a century later, the work of the French scholar, 



Tanaquil Faber. The subsequent editions of his daughter, Mme. Dacier, (1681, 

1693, 1699, 1714, 1716) had a great scholarly influence.
17 
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The Anacreontea were edited in England by Baxter (1695, 1710) and Barnes 

(1705, 1721, 1734, 1742). There were now one hundred and eighty-five poems and 

18 fragments attributed to the archaic poet, Anacreon. A Dutch scholar, however, 

Jan Cornelius de Pauw, stirred up a "storm of indignation"19 in 1732 by sugges­

ting that the Anacreontea were not genuine. It was not until 1843, with the 

appearance of Bergk's first edition, that the Anacreontea were separated from 

the original works of Anacreon. 

The Palatine manuscript was kept in Italy from 1623 to 1797, during which 

time the Anacreontea came to the attention of Giuseppe Spalletti, 20 a talented 

scholar at the Vatican library. He copied out the complete collection by hand 

and added an original apograph. Spalletti himself paid for the publication of 

his work in 1781. A special type setting was devised expressly for the book 

and each poem was accompanied by illustrations. 

The development of German scholarly interest was paralleled by the manifest 

popularity of the anacreontic style among the lyric poets of Germany. Most 

significant is the work of Mehlhorn (1825), followed by Bergk (1843, 1853, 1867, 

1882), Rose (1868, 1876 [Teubner]) and Crusius (1897). Preisendanz published a 

photographed copy of the entire Palatine manuscript in 1911 and edited a new 

Teubner edition (1912). Friedlander, like Spalletti, endeavoured to make his 

edition of 1924 pleasing to the eye. 

The text was subsequently re-edited by Edmonds and printed, together with 

his verse translations, for the Loeb Classical Library (1.931). No significant 

study of the Anacreontea followed until 1970 when M. Brioso.Sanchez produced 

an important monograph on the dating of the Anacreontea. He published further 

articles on metre and stanza division. His edition of the Anacreontea appeared 



in Spain in 1981. Meanwhile, Giangrande presented some textual comments on 

certain poems (1975). He demonstrates a great reluctance to emend the text, 

especially for the sake of metrical consistency. Giangrande describes the 

Anacreontea as "a singularly challenging and fascinating text". 21 

The Teubner edition of West (1984), with its informative Preface and im-

pressive collection of loci similes, has given a firmer foundation for an 

understanding of the Anacreontea. He admits many emendations to his text; 

only a handful of poems are left untouched. He includes several of his own, 

often bold, conjectures. West follows Mehlhorn22 and Brioso Sanchez23 in 

dividing some of the poems into stanzas according to the metrical arrangement 

of lines, repetitions of lines or phrases, and contextual sense. In order to 

preserve the stanza pattern in certain poems, West brackets lines which he re­

gards as late interpolations in the text. The division into stanzas helps to 

illustrate the meticulous balance of rhythm and diction characterizing the 

Anacreon tea. 

8 

Campbell's text, forthcoming in publication for the Loeb Classical Library, 

stands midway between that of West, with its many new emendations, and the work 

of Giangrande, where few changes are accepted. It provides a sensible approach 

to the proper study of the Anacreontea. An excellent summary of recent scholar­

ship on the dating of the collection is included in the Preface. 

The Literary Heritage of the Anacreontea 

The Anacreontea have held an important position in literary history for 

many centuries. Their popularity must ultimately be traced back to Anacreon 

himself whose poetry was renowned from the sixth century B.C. onward. A great 

injustice has baen committed, however, in that the authors of the Anacreontea do 

not reflect the true genius and versatility of the authentic Anacreon. 
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The genre of anacreontic poetry was well established by the second century 

A.D.; besides the reference in Aulus Gellius (19.9.4ff.), Clement·of Alexandria 

and Hippolytus quote Anacreontea which are not included in the Palatine collec-

24 tion. In the Byzantine era and later, the anacreontic metre was popular among 

such poets as Gregory of Nazianzus (4th c;), Synesius (4th-5th C.), Sophronius 

(7th C.), Elias Syncellus (8th C.) and Christopher of Mytilene (11th C.). The 

Codex Barberinus, compiled in the eleventh century, contains a collection of 

25 poems which imitate the Anacreontea of the Palatine manuscript. The authors 

of these imitations include John of Gaza (6th C.), George the Grammarian (6th C.), 

Leo Magister (9th C.) and Constantine of Sicily (10th C.). Several anonymous 

pieces are also included. In the twelfth century Nicetas Eugenianus imitated 

some of the Anacreontea (6, 19, 22, 24, 25, 29, 35). Gregory of Corinth, also 

from the twelfth century, cites anacreontic poems not in the Palatine collection. 26 

The publication of Stephanus' edition of the Anacreontea in Paris (1554) 

had an immediate impact on French literature. The poets of the Pleiade, who 

under the leadership of Ronsard (1524-1585) endeavoured to cultivate classical 

literature in the French language, were attracted by the chansonette quality of 

the Anacreontea. Ronsard, together with Belleau (1528-1577), Baif (1532-1589) 

and many others, established the tradition of translating or imitating the 

Anacreontea, a trend which remained popular in France through the sixteenth and 

seventeenth centuries. 27 

The anacreontic tradition developed in England also in the sixteenth and 

seventeenth centuries. Robert Herrick (1591-1674) became known as the "English 

28 
Anacreon". The Anacreontea were translated or imitated by such poets as 

Abraham Cowley (1618-1667), Richard Lovelace (1618-1657), Thomas Stanley (1625-

1678), Francis Fawkes (1720-1770) and Thomas More (1779-1852). 

The German poet Hagedorn (1708-1754) initiated the anacreontic movement in 
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29 
Germany through his imitations of Horace and Anacreon, Gleim (1719-1803) was 

the most important of the anacreontic poets. He set a precedent for Uz (1720-

1796) and Gotz (1721-1781). In his early years at Leipzig, Goethe (1749-1832) 

practised his artistic skill through translations of the Anacreontea. 

The influence of the Anacreontea was far-reaching throughout Europe. The 

anacreontic style appears in the literature of Spain, Italy, Poland, Russia and 

30 the Netherlands. In America, the Anacreontea were rendered into English verse 

by Thoreau (1817-1862), who was intrigued by the simplicity and durability of 

31 the poems. The anacreontic tradition has left its mark upon the twentieth 

century through the English translations of, among others, Irving (1902), 

Davidson (1915) and Pope (1956). For nearly twenty centuries, therefore, the 

sentiment of Anacreontea 60(b).7-8 has been echoed: 

Imitate Anacreon, 
the poet famous in song. 

Metre of the Anaareontea 

In the poetry of Anacreon, there are a few examples of trochaics (e.g. 417, 

419) and iambics (e.g. 388), but his preference was for combinations of glyconics 

and pherecrateans, in the Aeolic manner, or for his native ionics. Although his 

metres are not elaborate in arrangement (cf. Horace, Epodes 14.12 non elabora-

tum ad pedem), his use of rhythm is skilful and precise. He was an innovator 

in developing an anaclastic form of ionic dimeter known as the anacreontic. 

The Anacreontea reflect only a part of Anacreon's handling of verse. They 

nr.c written almost exclusively in two metres: 

l. 

2. 

anacreontic uu - u - u -- (ionic dimeter anaclastic) 

hemiambic u - u - u - u (iambic dimeter catalectic) 
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These two meters are very similar; the name ~µLaµ~~a referred to in the title 

. 32 
of the collection encompasses both hemiambics and anacreontics. There are 

sixteen pure hemiambic poems and eleven pure anacreontic poems,. all within the 

first part of the collection. More than half of the Anacreontea, therefore, 

demonstrate some kind of metrical variation, often accompanied by violations of 

classical prosody. 33 West has divided the poems into three groups based on the 

condition of their prosody: 

1. Poems 1-4, 7-36, 39, 42-44, 46, 48, 51, 52(b), 53, 55, 56, 
59-60. This group follows classical rules with only a few 
exceptions. 

2. Poems 6, 37, 38, 47, 50, 52(b), 54, 57, 58. The prosody 
of these poems is often irregular. There are difficulties 
with lengths of vowels and diphthongs. 

3. Poems 5, 40, 41, 45, 49. The poems in this group demon­
strate the greatest anomalies in prosody. 

The various prosodical difficulties are discussed individually in the notes to 

the poems. 
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FOOTNOTES TO INTRODUCTION 

1. The manuscript was kept at the Palatine library in Heidelberg where it was 
observed by Salmasius in 1606/7. After the city was captured during the 
Thirty Years'. War (1623), the manuscript was handed over to Pope Gregory 
XV. It remained at the Vatican until 1797 when, according to the terms of 
the Treaty of Tolento, Pope Pius VI was obliged to return the manuscript 
to France. In 1816, the Palatine codex was returned to Heidelberg except 
for a section containing Books 14, 15, the Anacreontea and other material, 
which remains in Paris to this day. The Palatine Anthology comprises the 
largest part of the corpus of Greek poems collectively known as .the Greek 
Anthology. 

2. Cf. West (1985), IX. Cephalas was ITp(l)'];onana~ of the Palace at Constanti­
nople in A.D. 917 (cf. Gow and Page (1968], I, xviii). 

3. As Campbell (Preface to Anacreontea) points out, there is only a possibi­
lity that Anacreontea 4 and 8 belonged to the Garland of Philip since poems 
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CHAPTER ONE 15 

Life and Work of Anacreon 

Anacreon was born in the Ionian city of Tees c.570 B,c.
1 

The fourth cen­

tury A.D, rhetorician Himerius, from whom a substantial amount of information 

about Anacreon may be gleaned, writes that the poet adorned his native city with 

song (Or, 27,27 = Anac, 490), Unfortunately no example survives; the frag­

mentary condition of Anacreon's works in fact proves to be the greatest impedi­

ment to a full and truthful understanding of the poet. One fragment (391) 

which speaks about the crown of the city being destroyed may refer to the capture 

2 of Tees by the Persians. 

It is presumed that Anacreon was amongst the Teians who fled to the coast 

of Thrace when the Persian invasion grew imminent and there founded the ~olony 

3 of Abdera c.540 B,C. The exposure to war left its mark upon the poet, Ana-

creon describes the god of war with characteristic poignancy (393): 

Eager for war, Ares loves the staunch fighter. 

Another isolated phrase, which has a Homeric ring, 4 touches on deeper emotion 

(382): 

and he fell in love with the tearful spearpoint. 

Anacreon's reference to "throwing down a shield by the banks of the fair­

flowing river" (381b) may be an indication of his own military involvement. 5 

An epitaph commemorating Agathon, a soldier who died fighting for Abdera, has 

6 been ascribed to Anacreon in the Greek Anthology. 

During the period in Abdera, the fame of Anacreon began to spread far and 

wide, for he was soon summoned to the court of the tyrant Polycrates at Samas, 

an island just south of his native Teas. It was here that the poet enjoyed his 



7 greatest artistic success, thanks ,to the patronage of the ambitious tyrant. 

16 

In addition to his political and military pursuits, Polycrates also con­

centrated his efforts on establishing his royal court at Samas as a centre for 

culture and luxury. Poets and musicians were hired to provide entertainment at 

the elaborate banquets and symposia. Among the commissioned poets were Ibycus, 

a master of choral poetry from Rhegium in southern Italy, and Anacreon, the 

skilled monodist. The elegant and graceful style which marks the works of both 

these poets, especially their amatory poems, no doubt reflects the preference 

of the tyrant Polycrates himself. 

Anacreon's poetry was apparently filled with references to Polycrates. 8 

There is some evidence to suggest that a few of the poems were concerned with 

contemporary political issues. In the partially extant hymn to Artemis Leuco­

phryene (348), the goddess is asked to protect the citizens of Magnesia, located 

on the Ionian mainland, who are "bold-hearted" and "not savage". In the city 

was a residence of the Persian satrap of Sardis, Oroetes, with whom Polycrates 

had attempted to form an alliance. 9 Anacreon emphasizes the civilized Hellenic 

identity of the Magnesians as opposed to the hated barbarism of their Persian 

captors. 

Another political reference may be detected in a fragment of a poem addres­

sed to an individual named Megistes (353): 

N µue LTJt"aL 
5' dva v~aov ro Mey~CYITJ. 
5LeITOUOLV lpov &cn:u 

in the island, Megistes, 
the chatterers hold sway over the holy city. 

'T'hP 1mOLTp:nL were pnrt of n rcbelliou~ faction oppo::.ed to the tyranny of Poly-
lO 

crate.s. It appears that Megistes may have himself become involved with a 

seditious group at Samos and thereby severed h" 1.s ties of friendship with Anacreon. 
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11 
Megistes seems to be mentioned with some degree of scorn in two other passages. 

In one fragment Anacreon speaks_of the former glory of the people of 

Miletus ( 426) : 

Once long ago were the Milesians courageous. 

Polycrates carried out a brutal attack against Miletus, defeating and capturing 

12 
the opposing naval detachment sent from Lesbos. Podlecki regards Anacreon's 

. h. 1 · ' . I 13 tone int is ine as caustic; the poem may have continued in an ironic 

vein. A faint suggestion of pity for the Milesians is detectable, however. 

Anacreon's primary role at Samos was to compose poetry which suited the 

convivial atmosphere of the royal court. There are several sympotic references. 

The festive tone of his songs is often carried along by lilting metre as in the 

following anacreontic couplet (396): 

q, tp • lS&ip, 
O't'E.<pavouc;" 

q,ep' otvov, l nat,·q,epe <6'> dv0eµoev~a~ ~µtv 
~veLxov, ~~ 6~ npo~ "Epun;a nux~LAtsw 

Bring water, bring wine, boy; bring us garlands 
of flowers. Fetch them, so that I may box against Love. 

Anacreon depicts the symposia as formal, aristocratic gatherings where decorum 

is expected in every aspect of behaviour (356b): 

llye 6~~~e µ~xe~• oB= 
na~a"f'L' ~e xd}..a),:rr~ . 
Zxu8Lx~v n6aLv nap' o[vw 

N . ' ... • I, µe}..e~wµev, a}..}..a xa}..oL~ 
onontvov~e~ ~v lSµvoL~ 

Come then, let us no longer 
practise drinking in Scythian fashion like this 
with shouting and clamour over the.wine 
but drink in moderation 
to the accompaniment of lovely hymns, 

The finest examples of Anacreon's poetic genius are found in his numerous 

amatory poems. The combination of vivid imagery and meticulous diction is 

consistently skilful and elegant, In one couplet, love is personified as a 



blacksmith (413): 

µeya\~ 6~1>-t-e µ' "Epoo<; lxotev 
neA&KBL, XBLµeptv 6' r\oucrev 

Once again Eros struck me with a great hammer like a blacksmith 
and dipped me into the wintry torrent. 

18 

The alliteration of the letter x and the thrice repeated consonant x create a 

rasping effect which corresponds to the harshness of the conceit, The word 

~ 14 6~1'.n-e, a 'catchword' of Greek love poetry, emphasizes the recurrent agony of 

love. 

Anacreon's approach to the love experience was varied, ranging from the 

whimsical to the passionate. He could laugh at the antagonism of the love 

triangle in which his admiration for the Thracian Smerdies was thwarted by the 

15 mutual affection of the tyrant Polycrates. In one poem (388), Love is depicted 

as a gentle, golden-haired creature who plays with a purple ball. The romantic 

situation into which Love leads the poet, however, results in failure. 

16 Anacreon's occasionally humorous or trivial touch, described by Labarbe as 

"le clin d'oeil amuse", reflects both an element of cynicism as well as an 

earnest desire not to take the world too seriously. This carefree attitude is 

greatly exaggerated in the Anacreontea, 

At other times, Anacreon is more intense and profound in his expressions 

about love: he speaks of being carried over hidden reefs (403) and prays for 

death as a release from troubles (411a). The poems from which these fragments 

were obtained most probably concerned the poet's own experience of love. In 

his characteristic terse wittiness, Anacreon comments (398): 

dcn-paya\aL 6' "Epon:6c; eLcrLv 
Jit.LvLuL- 'Lt. ttuL auUoLµoi. 

'!'he dice ,of Eros are 
madneSR nnd uproar. 

The image of leaping off liff a c in despair over love is particularly 
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vivid (376): 

dp0et~ 6~6~' dno Ae0Ka60~ 
ne~p~~ l~ TTOALOV K~µa KOAoµ~ro µe0tJCuv [pro-i;L. 

Once again leaping off the Leucadian cliff 
I plunge into the white wave, drunk with love. 

According to legend, Sappho killed herself in sorrow over Phaon by jumping off 

17 the cliffs on the island of Leucas. Anacreon, like Sappho, composed monodic 

poetry which dealt primarily with the theme of love. The association between 

intoxication and love remained a common metaphor throughout later Greek poetry. 

An individual named Cleobulus stirred Anacreon's passions deeply (359): 

K\eo~o6\oo µev lyo:,y' epero, 
K\eo~o6\f 6' enLµatvoµaL, 

K\e6~oo\ov 6e 6LOaxero. 

With Cleobulus I am in love, 
For Cleobulus I am stricken with madness, 

Upon Cleobulus I fix my gaze. 

In this poem, Anacreon demonstrates his skill with the literary device of poly­

ptoton, in which a word is repeated in different cases. The frustration of the 

poet is the focus of another well-balanced couplet where madness and love are 

once again placed side by side (428): 

lpero ~e 6~6~e KOOK lpero 
Kat µatvoµaL Koo µatvoµaL 

Once again I love and do not love, 
I am mad and am not mad. 

Anacreon's hymn to Dionysus (357), unlike the hymn to Artemis, clearly serves a 

personal purpose; the poet asks Dionysus to make Cleobulus fall in love with 

him. Cleobulus may perhaps have been the charioteer who unknowingly has grips 

on the reins of Anacreon's soul (360). 

Equestrian imagery recurs in a gracefully composed poem about a Thracian 

filly (417): 



TIOOAE ep~xE~, TL 6~ µe AO~OV ~µ.µacrL ~Aenouoa 
V~Ae~ cpe6yuc;, 6oxei'.c;. 6e µ' o65h et5evcu .. oocp6v; 
tcr0L TOL, xaAOOc;·µev &v TOL TOV XUALVOV lµ~UAOLµL, 
~v£ac; 6' ~XOOV ITTpecpOLµ£ cr' aµcpi TepµctTU 6p6µou• 
vuv'5e AeLµZivac; Te ~6crxeaL xoacpa Te OXLpTroOO: na£teLc;• 
5e~LOV yup Lnnonetp~v oox ~XeLc; lneµ~a~v. 

Thracian filly, why then, looking at me sideways, 
do you mercilessly run away, and imagine that I am without skill? 
Rest assured, I could easily throw a bridle on you 

20 

and grasping the reins lead you around the turning-post of the course; 
but as it is now, you feed in the meadows and play, leaping lightly, 
for you have no rider experienced in horsemanship. 

The trochaic metre seems to illustrate the prancing filly. There is a subtly 

suggestive element in the imagery, a feature which is detectable in a few of 

Anacreon's amatory poems. 

The penchant for irony and invective demonstrated by Anacreon contrasts 

sharply with his image as a gentle love poet. His satire is marked with sty­

listic wit, especially punning. The reasons behind the long mockery of Artemon 

18 (388) remain obscure; Anacreon finds fault with his past and present habits, 

ridiculing his outlandish dress with painstaking detail. The contexts of other 

fragments where certain individuals are mentioned, such as bald Alexis (394) or 

wily Gastrodora (427), are sorely lacking. 

Polycrates was captured and crucified in Magnesia through the deception of 

19 the satrap 0roetes c.522 B.C. By virtue of his fame, Anacreon was taken to 

20 Athens on a pentekonter sent by Hipparchus, the son of Pisistratus and chief 

aid to his brother Hippias, the new tyrant. Hipparchus presented himself as a 

21 
true patron of the arts, having the same literary tastes as Polycrates. 

Anacreon carried on his role as a court poet in the company of other noted 

artists including Simonides, of Ceos. The author of the pseudo-Platonic dia­

logue Hipparchus (288C) flatters Anacreon in saying that the poet was brought 

to Athens to educate the citizens in becoming loyal citizens and men of wisdom. 

Hipparchus was murdered c.514 B.C. and Hippias expelled c.510 B.C. It is 



22 
possible that Anacreon traveled briefly to Thessaly. The remainder of his 

life was spent in Athens where he is reported to have enjoyed the company of 

leading citizens including Xanthippus, the father of Pericles.
23 

In his later years, Anacreon drew attention to his old age. One poem, 

perhaps a hymn to a goddess, contains the line (418): 

21 

Give ear to me, an old man, fair-haired maiden with the golden robe. 

Another fragment refers to white hairs mingling with black (420). The girl 

from Lesbos scorns Anacreon in part because of his white hair (358.6-7).
24 

The 

poet may be reproaching himself for behaving in a youthful manner when he says 

(363): 

1:'t µ€,v nf.'t'eaL 
cropLyyo:>V xo"1),0JTepa 
CYtTJ9ea XPLOUµevos µ6p~; 

\.lhy are you in a flutter 
anointing your breast with perfume 
when it is hollower than panpipes? 

Himerius notes that Anacreon was ill but recovered sufficiently to resume 

playing the lyre (Or. 69.35 = Anac. 494). It is impossible to determine when 

the illness occurred. One fragment contains the single phrase "youth and 

health" (404); perhaps this is what Anacreon longed for most of all near the 

end of his life. 25 A poem on the finality of death gives insight into a serious 

side of the poet as it is nowhere else revealed (395): 

TTOALOL µev ~µ1v ~&r] 
xp6Ta~OL xap~ Te Aeox6v, 
xaptecroo 5'ooxeT' ~5~ 
napa, 'YT]paAeOL 5'656vTeS, 
YAUxepoo 6'ooxeTL TTOAAOS , . . 13w=u xrovos AeAeLTTTaL·. 

5La TaITT' avaITTaA6~oo 
9 aµa TapTapOV 5e5o LXooc; • 
'At5eoo yap BITTL 5eLVDS 



µux6c;, dpya>..ii ll' le; a/n;-ov 
'l«holioc; • xat yup hoi:µov 
xa-ro~avTL µ~ dva~T)VaL. 

My temples are grey now 
and my head is white; 
graceful youth is here no more, 
my teeth are old 
and there is not much time left 
any more of sweet life. 

Therefore I often weep 
in fear of Tartarus; 
for the innermost chamber of Hades 
is horrifying and the way down to it 
is grievous. Indeed, for certain 
the one who goes down does not come back up. 

26 
Anacreon lived long enough to enjoy the lyrics of Aeschylus. He was 

22 

27 
eulogized in a poem by the fifth century Athenian politician Critias, whose 

grandfather was one of his associates: 
28 

TOV lie yuvaLxe£rov µe\erov rr\l~avTa TTOT' ~line; 
~liuv 'Avaxpe£ovTa Tero<; et<; '~\\ali' dvT)Yev, 
ouµrrocrtrov lpe0Lcrµa, yuvaLxrov"tprep6rreuµa, 
a6\rov'dvT£rra\ov, ~LAO~ap~LTOV, ~liov, ll>..urrov. 
o5TTOTe OOU ~LADTI]<; YTJPUOETUL o61ic 0avei:TaL, 
i=• ~v Borop otv~ cruµµeLyvoµevov xu\£xecrcrL 
rrai:c; liLarroµrreo~ rrporr6creL<; lrrLlie~La vroµoov; 
rravvuxtlia<; 0' Lepn<; 0~\Ct:<; xopot dµ.cpLSTTOOOLV, 
TT\UOTLY~ 0' ~ xa\xoo SuyaTI]p lrr' llxpaLOL xa0tsn 
xoTTa~ou li,jrrJ\a'i'.<; }(()pu~ai:c; · Bpoµi:ou 1jraxaliecrcrL v. ' 

The one who once wove songs for women's melodies 
Teos brought to Greece, sweet Anacreon, 
excitement of the banquet, deceiver of women, 
rival of pipes, lover of the lyre, sweet one, causing no pain. 
Never shall love for you grow old or perish, 
so long as the boy brings around water mixed with wine 
for goblets, distributing the toasts from left to right, 
so long as choirs29 of girls perform the night-long celebrations, 
and so long as the scale-pan, offspring of bronze, sits upon 
the top of the cottabus30 to catch the drops of the Bromian. 
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FOOTNOTES TO CHAPTER ONE 

1. The date is determined by calculation based on an entry in the Suda (s.v. 
'Avaxpeoov) stating that Anacreon 'flourished' (ye"(OV&) during the tyranny 
of Polycrates of Samos (c.533-522 B.C.). Eusebius notes that Anacreon was 
well-known (agnoscitur) in the second year of the sixty-second Olympiad 
(531 B.C.). 

2, Bowra (1961), 269. 

3. Strabo 14.1.30; Suda s.v. 'Avaxpeoov. 

4. E.g. IL 16.436 ••• µo:)(T], , •• 6axpuoe<JOTJ<;, 'of tearful war'; Il, 5.658 
atxµ~ ... a\&Y&LV~, 'grievous spearpoint'. 

5. The actual loss of the shield may be entirely fictitious; Anacreon is 
possibly alluding to a veritable poetic topos. The trend originated with 
Archilochus who claimed to have lost his shield while fighting the Saians 
of Thrace (5 West): 

darr£6L µev Zatoov ~L, dya\\e=L, ~v napa 8aµv~, 
~v~o, dµroµT}1:0v, xa\\Lnov oox e9e\oov• 

a&i:ov 6' e/;&000000.. ~, µoL µBA&L aarri, lxe£vri; 
eppe~OO• £/;ao~~, xtjOOµaL 00 xax£oo, 

One of the Saians is exulting in my shield, 
a blameless weapon which I unwillingly left beside a bush; 

but I saved myself, What does that shield matter to me? 
Let it be gone. I will get another one again no worse. 

Herodotus (5.94) notes that Alcaeus composed a poem about the loss of his 
weapons at Sigeum. A few lines are quoted by Strabo. (13, L 38 = Ale. 428 
L-P) but the text is faulty; Alcaeus seems to have said that he managed 
to keep himself safe but his weapons were taken and hung up in the temple 
of Athena. In a poem addressed to Pompey, Horace· refers to the ignoble 
loss of his shield at the disastrous battle of Philippi (Odes 2.7.9-12): 

tecum Philippos et celerem fugam 
sensi relicta non bene parmula, 

cum fracta Virtus et minaces 
turpe solum tetigere mento. 

With you I experienced Philippi and hasty rout, 
my shield disgracefully left behind, 
when Valour was crushed and threatening men 
touched the shameless ground with their chin. 

It is possible that Horace was reminded of the shield imagery because he 
was engaged in battle near the coast of Thrace where Archilochus had fought 
(cf. Nisbet and Hubbard [1978], 113). The geographical association·may have 
also been relevant to Anacreon. The exact context of Anacreon's ·reference 
to the shlel<l lt:i unknown. Ht! may be u~ing the image as a metaphor of 
escaping from love (cf. Gentili [1958], 201). Farnell ([1891], 195) sets 
the fragment in an amatory context by linking it together with Anac, 437, 
where the poet mentions his bird-like flight from a girl. There is no 
evidence to verify that Anacreon was referring to the abandonment of his 
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own shield. Brown ((1983], 4), who detects a pervasive element of invec­
tive in Anacreon's poetry, suggests that the poet may be upbraiding some­
one for cowardice. 

6. A.P. 7.226 = F.G.E. 484. There is no evidence to prove that this poem was 
used as an inscriptional.epitaph. Anacreon's authorship of epigrams in 
the Greek·Anthology cannot be verified (cf. Page (1981), 123-4, 133-4). 

7. Cf. Herodotus 3.40ff.; 122. Once Polycrates obtained absolute power, he 
proved himself to be a man of enormous drive, amassing great wealth and 
power. He was noted for building a powerful navy and for carrying out 
plundering raids of piracy. Several of the neighbouring islands as well 
as areas on the Ionian mainland came under his control. An alliance with 
Amasis, the Egyptian pharaoh who shared in the concern over Persian aggres­
sion, proved to be a lucrative step for the tyrant. Much of the wealth 
which Polycrates acquired throughout his reign was used to improve Samas. 
A huge tunnel for water was dug through the base of a mountain and a mole 
was constructed to protect the main harbour. The Samian architect Rhoikos 
was commissioned to build the great temple to Hera, the largest of all known 
Greek temples according to Herodotus. Himerius (Or. 28.2 = Anac. 483a) 
writes that "Anacreon sang the praises of Polycrates when the Samians were 
making offering to the goddess", a possible reference to the worship of 
Hera at her temple. In the words of Herodotus, "All of Polycrates' cam­
paigns were victorious, his every venture a triumph." 

8. Strabo 14.1,16 (= Anac. 483b). 

9. Herodotus 3.120ff. 

10. This fragment of Anacreon's poem (353) is quoted by a scholiast on Odyssey 
21.71 to illustrate the usage of the word µ69ou ('word, tale') to mean 
'rebellion' (o,;aaero,). (Cf. LSJ s.v. µu9o, III). Anacreon apparently 
used µu9LT)1:UL, 'chatterers', in the sense of o,;UaLa01:at, 'rebels'. The 
scholiast also says that the members of this faction were fishermen at 
Samos. The leader of the group was called Herostratus according to 
Antigonus (cf. Lobel (1927), 50~51). Herodotus (3.44) writes that Poly­
crates attempted to remove the seditious element at Samas by sending men 
he knew to be rebels on a suicidal mission, The tyrant was foiled in his 
deceit, however. 

11. In one poem (352) Anacreon writes that the good-natured Megistes has been 
in a festive mood for ten months, wearing a garland of willow and drinking 
honey-sweet must. The tone of the passage has been taken as ironic 
mockery by Page ((1966), 27) and by Harvey ([1957], 222 n.l). Podlecki 
([1980], 379) finds this interpretation unjustified. The truth seems to 
hinge upon the exact meaning of another poem addressed to Megistes (416): 

eyro 6e µLaero 
nav~a, ~OOL X00VLOU, rXQllCTL euoµou, 
x~L. xaAeno6c;: µE.µ.6.871x6; a', 00 MeyLOTTj, · 
~rov &~axLtoµevrov. 



•.• but I hate 
all who have underground and difficult ways. 
I have learned that you, Megistes, 
are one of the quiet ones. 

25 

These lines are quoted in an etymological lexicon (Etymologicum Magnum) to 
demonstrate the cognates of the adjective d~ax~, ('without speech, quiet'). 
The participle d~axLsoµevrov used by Anacreon is defined by.the lexico­
grapher as meaning 'peaceful and not clamorous' (dv~L -rou i:wv'~croxtrov xat 
µ~ Sopu~roooiv). One immediately draws a connection to the noisy 'chatterer~• 
(Anac. 453), the seditious group mentioned by Anacreon to which the 'quiet' 
Megistes clearly does not belong (cf. Podlecki [1980], 379; Bowra [1961], 
277). It has been suggested by Page ([1966], 31-2), however, that the 
asyndeton between the two sentences in fragment 416 shows that Anacreon is 
not making a distinction between men who are underground or difficult and 
Megistes, the quiet one; the poet may in fact be using Megistes as an 
example of precisely such individuals. If this is the case, the participle 
d~axLsoµevrov might be better translated with a negative connotation such as 
'sullen' or 'brooding'. Had Anacreon included the particle 6{, for 
example, between the two sentences, the contrast would be more obvious. 
The context seems to be political rather than personal since Anacreon made 
reference to the subversive µ08Lyt1:aL in his other poem to Megistes (453). 
Posterity nonetheless remembered Megistes as one of Anacreon's admirers 
(cf. A.P. 7.27.5 = H.E. 264 [Antipater of Sidon]; Himerius Or. 31.4). 

12. Herodotus 3.39. The captives from Lesbos were chained together and forced 
to dig a moat around the main citadel at Samas. 

13. Podlecki (1980), 379. 

14. Campbell (1983), 21. 

15. Cf. Athenaeus 12.540e (= Anac. 414a). In order to spite Anacreon, Poly­
crates cut off some of Smerdies' hair. The poet showed great self-control 
and prudence, however, in not blaming the tyrant but Smerdies himself (cf. 
Aelian N".H. 9 .4 = Anac. 414c). Anacreon's poetic lament over the loss of 
SmerdieThair (347 fr. 1), with its overt mock-heroic colouring, appears 
like an archaic prototype for Alexander Pope's Rape of the Lock. 

16. Labarbe (1982), 159. 

17. Cf. Strabo 10.2.9. The image of leaping from the Leucadian cliffs developed 
into a popular topos of amatory poetry. 

18. The motive may have been jealousy; in one fragment (372) Anacreon writes 
that "the fair-haired Eurypyle is in love with the litter-rider Artemon" 
(cf. Smyth [1963], 290; Gerber [1970], 233). Eurypyle is memorialized as 
one of Anacreon's lovers (A.P. 7.27.5 = H.E. 264 [Antipater of Sidon]; 
A.P. 7.31.10 = H.E. 1584 [Dioscorides]).Perhaps Anacreon found fault with 
the extravagance of Artemon as a young upstart who shot from poverty to 
luxury (cf. Athenaeus 12.533f ). Mockery of such individuals may have been 
a satiric topos (cf. Horace·Epode 4; Juvenal 1.27, 4.24). Slater (1978) 
attempted to show that Anacreon and Artemon may have belonged to the same 
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Dionysiac cult in which outlandish dress and mutual teasing were common 
practice. His view has been categorically denied by Davies (1981). Brown 
(1983) points out that although the exact context is unknown, the poem 
about Artemon testifies to Anacreon's role as an established writer of 
satire. 

19. Herodotus 3.120ff. The historian mentions that Anacreon was with Poly­
crates at table in the hall when a messenger from Oroetes arrived. The 
fact that the tyrant completely ignored this messenger may have provoked 
the subsequent wrath of Oroetes. 

20. [Plato] Hipparchus 228b; Aelian V.H. 8.2. 

21. Cf. Aristotle Athen. Const. 18. 

22. The observation is inferred from the ascription to Anacreon of two epigrams 
commemorating the dedications of the Thessalian lord Echecratidas (A.P. 
6.142 = F.G.E. 516) and his wife Dyseris (A.P. 6.136 = F.G.E. 504).-

23. Himerius Or. 39.11 (= Anac. 493). 

24. The girl of course scorns the male Anacreon precisely because she comes 
from Lesbos, a detail the poet skilfully delays until the very end of the 
poem. Podlecki ([1980], 379) speculates on whether there may be a political 
issue at stake since Polycrates was hostile toward Lesbos (cf. Herodotus 
3. 39) • 

25. Cf. Anacreontea 7, where the author expresses his hopes to enjoy life before 
he is stopped by some disease. The healthiness of mind and body is men­
tioned in Anacreontea 56, echoing Juvenal's famous phrase: mens sana in 
corpore sano, 'healthy mind in healthy body' (10,356). 

26. Scholiast on Aeschylus Prometheus Bound 128. The fitst dramatic production 
of Aeschylus was presented at Athens c.499 B.C. Anacreon is said to have 
died in his eighty-fifth year. ([Lucian] Macrobii 26,J 

27. The poem is preserved by Athenaeus (13.600 = Anac. 500). 

28. Plato Charmides 157e (= Anac. 495). 

29. None of Anacreon's choral poetry, if he indeed composed any, is extant. 

30. The author is referring to a game which was played at symposia; cf. 
Athenaeus 10.427d (= Anac. 415) where a fragment of Anacreon is quoted in 
which the cottabus is mentioned. 



Anacreontea 1 

CHAPTER TWO 

Anacreon, the lyric poet from Teos, 
saw me and addressed me, 
speaking in a dream; 
and I ran to him, 
embraced and kissed him. 
Although he was old he was attractive, 
attractive and amorous; 
his lips had the fragrance of wine, 
and since he was unsteady now 
Eros was leading him by the hand. 
He removed the garland from his head 
and gave it to me; 
it had the fragrance of Anacreon. 
I, fool that I am, lifted it up 
and tied it on my forehead; 
and truly, right up to now, 
I have not rested from love. 

Metre: hemiambic 
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Line 3: ms 5vap Aeyc.iv. 1 West prefers Baxter's emendation 5vap Aeyc.i, 

'I am recounting a dream' 

5vap. "You are telling me my dream", he said.), finding stylistic and gram­

matical fault with the two successive participles t &i>v (Ll) and Aeyc.Jv. The 

ms text does make sense, however, if 5vap is taken closely with Aeyc.iv, 

"speaking as a dream-vision" (i.e. in a dream), (cf. Aesch. Eum. 116 .3vap yap 

1>µ,ic; vuv; KA<Yra~µfprpa, xaAZi, '"For I, a dream-vision, Klytemnestra, am calling 

you") and not with t&i>v as in West's translation, "seeing me in his dream". 

The change of tense between the aorist l&i>v and the present Aeyc.Jv shows the 

difference in aspect. As for the stylistic redundancy which West sees in 

keeping the participle, it is evident that participles in succession are 

typical and economical in the Anacreontea (cf. lines 4 and 5 in this poem). 

Anacreontea 2 

Give me the lyre of Homer 
without the string of bloodshed; 
bring me goblets of laws, 



bring them to me; I will mix in customs, 
so that I may dance in drunkenness, 
and in controlled madness 
singing to the accompaniment of lyres 
may raise the drinking song. 
Give me the lyre of Homer 
without the string of bloodshed. 

Metre: anacreontic 
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Line 4: ms ~lpe µo~· v6µoo, xepaaooi. 2 West proposes a minor change 

from xepaaoro to xepaaoo,. He notes that the verb xepavvoµ~ Cxepaaoro is an 

epic future form) would be technically incorrect in the context of mixing 

'customs' into cups because the verb refers specifically to the mixture of 

wine and water in a crater (cf. Iliad 4.260; 9.203). With the change to the 

aorist participle, the action is moved further into the past so that the 

'customs' are mixed in, presumably with the water and the wine in a crater, 

before the liquid is poured into the cups. This is a logical and eogent 

correction. 

The verb xepavvuµ~ works effectively in a metaphorical sense in this poem. 

Water is mixed with wine in order to make it less potent. The poet wishes to 

temper the violent themes of epic in his poetry just as water tempers wine. 

Anacreontea 3 

Come, finest of painters, 
give ear to the lyric Muse; 

5 paint the cities first 
6 cheerful and laughing, 
3 and fun-loving Bacchantes 
4 tto the accompaniment of twin auloit 

and if the wax is able, 
paint also the customs of lovers. 

The ms text is not complete; lacunae can be detected after lines 2 and 4. 

Scaliger proposed the line order given here which restores the sense. 3 West 

keeps lines 5-8 in succession, finding a close parallel at Anacreontea 16.6-9, 

and places lines 3 and 4 after line 8 with the lacunae indicated. For the 
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missing passage following line 2, West conjectures that the poet may have 

stated what type of scene he wanted the painter to depict; a grape harvest, 

for example: 

ypa~e µoL KUA~V 6rroop~V 
~Lovucr(a, lv &paL, 

Paint for me the fair harvest-time 
in the season of Dionysus. 

Metre: anacreontic 

Line 1: The vowel e remains short before initial ~. 4 

Lines 3-4: ms ~LAOITa(yµove, 5e ~UKXUL 
e~eporrv6ou, lva6Aou, 

The scribe indicated within the lines and in the margin that he was un­

certain of the text. Barnes emended the nominative forms in line 3 to accusa-

tive which seems sensible if the poet is giving a list of items to be painted 

by the artist. The translation of lines 3 and 4 together poses the greatest 

difficulty. It is common for Bacchantes to inhabit ivaUAOL, 'haunts' (e.g. 

Eur. Bae. 122), but if this is .to be the meaning of lva6Aou, then the adjective 

e~eporrv6ou,, an example of ~rra~ Aeyoµevov, probably referring to 'double-blowing 

auloi', does not fit. It thus seems more logical for lva6Aou, to mean 'to the 

accompaniment of the pipe'. The correction e~epon6pou,, 'with various path­

ways' (1), written in the margin of the text could describe haunts or dens. 

Faber suggested e~eporrv6oL, iv a6AOL,· (t.4) to which Hiller added the supple-

Let fun-loving Bacchantes 
send forth mingled cries 
with twin-piped auloi, 

It is an impossible task to arrive at any clear understanding of the text, yet 

the existing words hint at the expressive imagery of the original. 



Anacreontea 4 

As you work your silver, 
Hephaistos, make 
no suit of armour for me. 
For what are battles to me? 
Carve out rather a hollow wine cup 
as deep as possible. 
Engrave upon it 
neither stars nor Wain 
nor hateful Orion --
what do the Pleiades matter to me, 
what does the fine Ploughman? 
Engrave vines for me 
and grape bunches on them 
and Maenads harvesting them; 
·engrave a wine press 
grape-treaders, 
the laughing Satyrs 
and golden Loves 
and Cythere laughing 
along with beautiful Lyaeus, 
(Love and Aphrodite.) 
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This is the translation of the version in the Anacreontea. A shorter 

version is found in the Greek Anthology (A.P. 11.48) and yet another in the 

Attic Nights of Aulus Gellius (19.9.6). 

Metre: hemiambic 

Lines 16, 17 and 19: anaclastic (-uu-u--) with choriamb in first metron. 

There is a metrical fault in the third syllable which should be short. 

Pauw's correction to xpucreou,, which is accepted by West, is supported by line 

14 of the version given by Aulus Gellius. The metrical and textual variations 

at the end of this poem may indicate that the lines are additions to an 

original text. 5 

Line 21: Bracketed by West. The line seems superfluous since mention 

has already been made of the Loves (t.18) and Cythere (t.19). 



Anacreontea 5 

Fine craftsman, fashion 
a goblet for spring now; 
the Seasons are producing for us 
the first charming roses. 
Pound out the silver 
and make a pleasant drink for me. 
Concerning mystic rites, I ask you 
to depict neither a bizarre 
nor an offensive tale; 
instead, engrave the son of Zeus, 
Bacchus Evius, for us. 
The Cyprian one is to be the initiator of the drinking, 
clapping to the wedding songs. 
Engrave unarmed Loves 
and laughing Graces; 
beneath a leafy vine 
abounding in grape bunches; 
include fine-looking youths, 
unless Phoebus is sporting about. 

Metre: hemiambic (irregular) 

31 

The prosody of this poem is chaotic. Edmonds calls the poem 'isosyllabic 16 

and West classifies it with those which are most prosodically degenerate (Group 

3). 
7 Bergk uses the description semibarbaro carmine. The words of Sitzler 

also seem appropriate: " ••. das ganz ohne Metrum ist".
8 

Brioso Sanchez com­

ments that the poem "seems to run away at once from the whole class of pre­

conceived ideas". 9 There is a random mixture of anaclastic lines together 

with altered quantities of vowels. 

Line 1: Pherecratean (-u-uu--). 

Line 2: Anacreontic. 

Line 3: Hemiambic with long third syllable (u---u--) (cf. 47.7, 9 [s.v. 

ll, 11). 

Line 4: Hemiambic with choriamb in first metron -uu-u--. Prosodic error: 

p65a. Bergk3 altered the ms ~epouoov ~p~v to ~epoucr~v-~gpa~, explaining that 

the poet is not giving the artist instructions to portray 'the season producing 

roses' but is merely noting the advent of spring.lo West prefers to retain 



the ms text and regards ~P11" as being in apposition to the word.s fopoc; 

11 x6nellov in line 2, 

Line 5: Hemiabic with choriamb in first metron. 
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Line 6: Hemiambic. Prosodic error: 
V '--" V ... 

µoL (cf; fJOL 5.8, '1:0L01nO 18.17; 

14.25n,). 

Line 7: Hemiambic with choriamb in first metron, 

V 
Line 8: Pherecratean. Prosodic error: µoL (cf. line 6). 

Line 9: Hemiambic. 

Line 10: Acatalectic Iambic Dimeter. 

Line 11: Pherecratean. 

Line 12: Glyconic (---uu-u-). ?' West reads~ (3rd pers, sing. pres., 

subjunctive of eLµC), following De la Fosse and Pauw, 'let her be', for the 

ms TJ, since 'ellipse of i01:00 is abnormal 1
•
12 

Line 13: Hemiambic with anaclasis of second and third• syllables 

(uu--u--). 

Line 14: Metre faulty. Perhaps iambic dimeter with anaclasis in second 

metron (u-u-uu--). If the prosodic error dv6nlouc; is admitted in the sixth 

syllable, the line may be construed as pure iambic dimeter, 

Line 15: Hemiambic with choriamb in first metron. 

Line 16: Metre faulty·. The scheme u-uu-uu- seems impossible. If the 

prosodic error·~µ,relov is admitted in the fourtq syllable (cf. 50,23n), then 

the iambic metre (-u-u) is restored in the first metron, 

Line 17: Hemiambic, 

Line 18: Acatalectic Iambic Dimeter, 

Line 19: Pherecratean. This line has been variously emended to achieve 

better sense: e.g. Edmonds o't'c; tiv q,o'i:~oc; d96poL 'wi.th whoin Phoebus may play'. 

West proposes · ale; µT) !!>o'i:~oc; d9~p'O and translates the passage: "Join good-
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looking lads to the ones (fem.) Phoebus is not dallying with 11
•
13 This does 

not seem clear, however, since the relative pronoun.al<; (fem. dat. pl.) has 

no antecedent. It cannot refer to xo6pou<; (masc. acc. pl.). The antecedent 

may be concealed in al<;. 

Anacreontea 6 

While weaving a garland once 
I found Love in amongst the roses, 
and pinning him down by his wings 
I dropped him into my wine, 
took it and drank him up, 
and now, inside my body, 
he is tickling me with his wings. 

Metre: hemiambic 

Line 5: ms }..a~"'" 6'~11~0" a6-r6v. There is a metrical fault in the fourth 

syllable which should be long. The vowel~ is short in the aorist rn~ov. 

Most editors accept Barnes' emendation [n~vov where the vowel is long. West, 

however, retains the ms text and includes this poem with those that show false 

vowel quantities (Group 2). This would be the only prosodic error in the poem. 

(Cf. Anacreontea 45.ln and 59.4n for similar problems with the verb nCvoo.) 

Anacreontea 7 

The women are saying, 
"Anacreon, you are an old man; 
get a mirror and have a look-­
your hair is not there any more 
and your head is balding." 
But as for me, I do not know 
whether my hair is there or not; 
but this I do know, 
that it is all the more appropriate 
for an old man to ha.ve fun 
the nearer Fate comes. 

Metre: hemiambic 



Anacreontea 8 

I care not for the wealth of Gyges, 
lord of Sardis; 
jealousy has not yet taken hold of me 
and I am not envious of tyrants. 
I do care about soaking 
my beard with perfumes, 
I do care about crowning 
my head with roses. 
Today is what I care about; 
who knows about tomorrow? 
So, therefore, while there is yet fine weather, 
drink, play games of dice 
and offer libation to Lyaeus, 
in case some illness come 
and say, "You must not drink". 

Metre: hemiambic 

Line 1: royeoo synizesis of Ionic genitive singular ending (cf. Il, 

Line 3: The vowel & remains short before initial~ (cf. 3.ln). 
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Line 15: ms AeY(l cr& µ~ 6&L n,v&~v. There is a metrical fault in the 

fifth syllable which should be short. West adopts Stephanus' emendation µ~6e 

restoring the correct metre. This metrical problem may be an indication 

that the last part of the poem is a late addition. The version in the Greek 

Anthology (A.P. 11.47) ends with line 10. The usage of©~ to mean 'while' is 

only found in later Greek. 14 

Anacreontea 9 

Let me, by the gods, 
drink, drink without breath; 
I want, I want to be mad. 
Alcmaeon was mad and 
also white-footed Orestes 
having killed their mothers; 
but I, having killed no one, 
by drinking red wine 
I want, I want to be mad. 
Herakles was mad once 
brandishing his frightening quiver 



and the bow of Iphitus. 
Ajax was mad once 
brandishing the sword of Hector 
together with his shield; 
but as for me, I have my goblet 
and this garland for my hair, 
no bow, no sword--
I want, I want to be mad. 

Metre: hemiambic 

The poem may be divided into six stanzas of three lines each. 
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Line 4: ms 'Alxµatoov. There is a metrical fault in the fifth syllable 

of the line which should be short. 3 West adopts the reading of Bergk, 

Line 18: West following Mehlhorn brackets this line because it disrupts 

the pattern of stanza division. Bergk speculated that the line may have been 

an addition. 15 

Anacreontea 10 

What do you want me to do with you, 
what, chatty swallow? 
Do you want me to take and clip 
your light wings, 
or rather should I cut out 
your tongue from inside 
as Tereus did? 
Why did you steal away 
Bathyllus from my beautiful dreams 
with your songs of the dawn? 

Metre: hemiambic 

Line 2: ms laleu XBAL66v. Stephanus emended the text to AaA~ XBALOO>V. 

The adjective lalo, has only two terminations. This instance of lal~, however, 

may be taken as an exceptional feminine singular form. 16 It is possible that 

the scribe intended to write AaAeL, 'speak!', but copied -eu from the word oco 

in the next line. The word XBA~66v may be an alternative vocative form 

17 (cf. 25.1). 



Anacreontea 11 

A certain youth was selling 
a Love made from wax. 
I :went and, stood beside him 
and asked, "How much do you want 
me to pay for the craft you have made?" 
He answered in Doric, 
"Have him for as much as you want 
so that you can become acquainted with him. 
I do not work with wax; 
I just do not wish to live with 
Love, the conniver. 11 

"Well then, hand it over; 
give it to me for a drachma, 
a good bed-mate." 
You, Love, set me aflame right now; 
if not, you are the one 
who will melt away in a flame. 

Metre: hemiambic 

Line 3: 6e ot hiatus (cf. 24.9; 31.7). 

Anacreontea 12 

There are some who claim 
that the half-woman Attis 
went insane as he was calling for 
beautiful Cybebe in the mountains. 
There are others who by drinking 
the babbling water 
of Phoebus, bearer of laurels, 
near the hills of Claros 
cry out in madness. 
But as for me, having had my fill 
of Lyaeus and of perfume 
and of my girlfriend 
I want, I want to be mad. 

Metre: hemiambic 

The poem may be divided into three quatrains. 
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Line 7: ~6rop (cf. 33.22). The vowel u in ~6wp is short by nature. The 

occurrence of long u in the nominative form here may be paralleled to that 

found frequently at line-endings in Homer (e.g. Il. 2.307; 17.54; Od. 1.110; 

3.300). At Alcaeus 45.8 the line ends B6wp. ii In later epic, u6wp becomes 
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. 1·1 . . 18 more common in any ne position. (E.g. in the second half of the first 

foot 'Homer' Batrachomyomachia 97; 'Homer' Hymn to Dem. 381; Apoll. Rhod. 

4.290; in the first half of the second foot Apoll. Rhod. 4.601.) (Cf. 37.3 

19 
and 5 where short vowel u must be scanned long.) 

Anacreontea 13 

I want, I want to love. 
Love kept on inducing me to love, 
but I, without thinking, 
was not induced. 
He immediately picked up his bow 
and golden quiver 
and challenged me to fight. 
I, taking my breastplate 
upon my shoulders, just like Achilles, 
and my spear and ox-hide shield 
proceeded to do battle with Love. 
He fired, I fled. 
But when he ran out of arrows, 
he was upset; so then he let fly 
himself as a javelin. 
He landed in the middle 
of my heart and made me collapse. 
In vain do I bear my ox-hide shield; 
for why should I take shots on the outside 
when the battle is happening inside me? 

Metre: hemiambic 

Line 1: Bracketed by West. Perhaps dittography of Anacreontea 12.12. 

Line 6: The ms reads xpua~~v, an aeolic form. The scribe seems to have 

frequently confused Lande which prompted Stephanus to alter the reading to 

xpuae~, accepted by West. Stephanus' further correction to the epic xpuaet~v 

in his Apograph, however, presents a metrical problem since a short syllable 

is required here. It would be difficult to admit such an inconsistency in an 

otherwise metrically sound poem. 



Anacreontea 14 

If you know how to count up 
all the leaves of the trees, 
to find the waves 
of the whole sea, 
I make you the sole bookkeeper 
of my love affairs. 
First mark down 
twenty loves from Athens 
and fifteen more; 
next, from Corinth, 
record strings of loves, 
fo-r it is in Achaaa where 
the girls are beautiful. 
Mark down for me from Lesbos 
and up to Ionia 
and Caria and Rhodes 
two thousand loves. 
What do you mean? Are you flabbergasted? 
Not yet have I noted the ones from Syria, 
nor my desires from Canobus 
nor from Crete which has it all, 
where Love revels in the cities. 
Why do you want me to enumerate for you 
the ioves of my soul 
beyond Cadiz, in Bactria, and in India? 

Metre: hemiambic 

Lines 3-4: ms et xuµaTro5er, eopetv· 
w 'TT)r, · /5),.T]r, 8a),.a.oOT]r, 
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The adjective xuµaTW5T]r,, 'where the waves break', is commonly used with 

20 
the noun YT) to mean 'beach' (e.g. Arist. Probl. 934bl). The neuter form 

seems to be used substantively here to imply 'the grains of sand upon the 

beach', an unparalleled usage. Davis proposed 

et x6µaT' ot5ar, eopeiv 
T~r,·/5,.T]r, 8aAO.OOT]r, 

which West accepts. (For the 'counting of waves' cf. Ap,Rh. 4.214; Theoc. 

16.60; Luc.~• 49,2). Edmonds suggests xuµaTwycr, (i,e, KUµaToayer,, 

'breaking like waves') which he translates 'sands'. 21 

Line 18: ms T' ~tr, det KT]pw8etr,. The text has been marked 7 to denote 

uncertainty. There is a metrical fault in the fifth syllable which should be 
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short. The exact meaning of d6t x~poo06Ls (from x~p6oµaL 'be waxed over') is 

also difficult. This verb may be regarded as a synonym for x~pL60µaL 'be 

22 
terrified', according to Giangrande. He accepts the ms text, calling the 

line isosyllabic, and translates, "What do you say? Have you gone permanently 

pale?" (i.e. like wax). His rendering of 'permanently' for dd seems 

unsatisfactory. Bergk proposed TL ~v,; ex~PL000~,; which alleviates the 

metrical and syntactical problems. West adopts Stephanus' emendation 

xapro06ts, 'benumbed' (cf. 52(b).3 and 6OB.2 xapc.coov) and changes the 

"incongruous" d6L to liy6 L, translating the line, "What's that you say? You 

are being carried away by torpor? 1123 

Line 24: ms Tt OOL 8eA6Ls dpL8µ6Lv'. West alters the text to Tc 6'06 

8eA6Ls dpL8µ61v; "Why do you not want me to count out", explaining that the 

listener would be more reluctant than desirous of hearing more about the poet's 

multitudinous love affairs. 24 The scribe may have been confused with 10.1 TC 

crot 8eA6Ls noLry;oo, on which grounds Scaliger emended dpL8µ6Lv·to dpLSµro. · 

Line 25: ms xat Tou, ra56£poov exT6,. There is a metrical fault in the 

fifth syllable which should be short. Stephanus offered TOUs ex"o' ab 

ra5eLpoov which solves the metrical problem but the omission of xat at the 

beginning of the line is unacceptable with T6 in line 26. 25 Bergk proposes 

two suggestions: xat -roxTo, a6 ra5dpoov, a variant of Stephanus' emendation, 

and xat wu, nepa ra56tpoov, accepted by Edmonds. Most editors, however, keep 

the ms reading and admit theunique metrical inconsistency ra56£poov in the poem. 

West points out that long final syllables (mostly unaccented) frequently have 

n short quantity in the Anacreontea, e.g, 26 38.9 ) , 
a.µTTCT.0€1:"UL; 

50. 24 TSpnoµa L; 52(b) .3 µoo; 

47.9 napir,-= 

58.2 

~66-ru; 58.S 6Looxoo; 58.8 ~;· 58.18 yivooµaL. All of these examples are taken 

fcom poems which show degenerate prosody throughout (West's Group 2). It is 



surprising that such an error should occur in poem 14 which is otherwise 

perfectly regular in metre. 

Anacreontea 15 

Lovely pigeon, 
from where, from where have you flown? 
From where did you get such perfumes 
which you give off and drip 
as you fly through the air? 
Who are you? What is your purpose? 
"Anacreon sent me 
to a boy, to Bathyllus, 
the one who just now 
is master and ruler of all. 
Cythere sold me, 
taking a little song in exchange; 
I provide such services to Anacreon. 
Even now what letters 
I am dispatching for him! 
he says that he will 
set me free at once. 
But I for my part, even if he does let me go, 
will remain as a servant beside him. 
For why do I have to fly 
over mountains and fields 
and perch upon trees 
having eaten something wild? 
As things are, I get to eat bread 
which I have snatched 
from Anacreon's own hands. 
He gives me the wine to drink 
which he uses to make his toasts, 
and when I have had my drink 
I start to dance 
and as my master plays his lyre 
I cover him with my wings. 
When I sleep, I lie down 
on the lyre itself. 
You have the whole story. Go away; 
Sir, you made me 

h 
,. 

more chatty tan even a crow. 

Metre: hemiambic 
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Line 2: ms n60cv, n60t-v nl·mou,•· There is a metrical fault in the sixth 

syllable which should be long. Pauw proposed nc~aoo.•, second person singular 

present of nc~aoµa•, which does not alter the meaning of the line. West keeps 
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the ms text and admits that the long vowel a is exceptional in this instance. 27 

Giangrande considers the line isosyllabic.
28 

Line 5: ms nvLeLS, Stephanus emended this word to nveeLS which West 

accepts, pointing out the confusion often made by the scribe between Lande. 

Rose proposed the equally acceptable epic form nveteLS, 

Line 6: ms ~ts [o~L OOL µeACL 6e. Sitzler proposed the emendation ~L~ 

et,; ~L OOL µeAeL 5~ which makes logical sense from the text and also alle-
, 

viates the problem of the particle 5e falling at the end of the line. West. 

prefers Brunk's reading ~LS et, ~L OOL µeAeL 5e and notes that the particle 

5e frequently falls in the third position in a sentence (e.g. 2.6; 17.38}, 29 

an example of poetic licence (cf. 19.8 where 5e is at the end of the line). 

Line 10: West proposes a minor change to 

~upavvoov since he knows no'parallel for ~6pavvos used of someone to whose 

30 charms everyone is enslaved.'' The translation of the passage would then be: 

'[Bathyllus], who just now is ruler of all, even·of kings 1 • 

" ,. V J. ~ Line 15: ms XUL vov OLUS ~XeLVOU. There is a metrical fault in the 

third syllable which should be short. Most editors adopt Stephanus' emenda­

tion op~s: West also suggests BAa,31 ('and now I am dispatching all letters 

for him'). The possibility of a short OL diphthong is not precluded here 

however (cf. noLe!v passim, ~Lome 18.17; 40.6n). 

Line 18: 

Line 33: ms XOLµooµeVT]. 4 West accepts the reading of Bergk XOLµroµevou. 

Perhaps it is redundant to have xoLµooµevT] and xa0e66oo referring to the same 

person. The distinction is slight; KOLµaoo, in the middle, can mean 'fall 

asleep' and xa0e65oo, 'be in a state of sleep'. 



Anacreontea 16 

Come, best of painters, 
paint, best of painters, 
master of Rhodian art, 
while she is away, paint my girlfriend 
just as I say. 
Paint for me her hair first of all 
soft and black; 
and if the wax can do it, 
paint it with the fragrance of perfume too. 
Above her full cheeks 
beneath her dark hair 
paint a forehead white as ivory. 
Do not divide or join, for me, 
the space between her eyebrows, 
but let her have, just as she does, 
an imperceptible meeting of eyebrows, 
the black rim of her eyes. 
Now, as to her eyes, make them, 
just as in reality, from fire 
at the same time sparkling, like Athena's, 
and moist, like Cythere's. 
Paint her nose and cheeks 
with a mixture of roses and milk; 
paint her lips just like those of Persuasion's, 
inviting kisses. 
Beneath her delicate chin 
around her neck of marble-white 
let all the Graces flutter. 
Dress the rest of her 
in purplish robes 
but let a little skin show through 
proof of her shape. 
That will do. I actually see her; 
Soon, wax, you will even speak. 

Metre: anacreontic 

42 

Line 1 and 2: The vowel e remains short before initials (cf. 3.ln). 

·Line 2: Bracketed by West. Bergk comments that the line is an unneces-

dd . . 32 sary a ition. 

Line 3: Ionic Dimeter (uu--uu--). This is the only such line in the 

whole poem. Edmonds suggests that it may be an addition. 33 Brunck accepted 

the emendation of ·Lennep, xcipave, 'chief', which does not alter the meaning 

and retains the anacreontic metre. The ionic dimeter, which is the base of 
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the anacreontic, is often used by Anacreon (e.g. 356(a)S, (b)5; 395.5, 11). 

Anacreontea 17 

Paint Bathyllus, my boyfriend, 
for me as follows, just as I instruct: 
make shining hair, 
black underneath 
but bleached on top; 
put on for me loose curls 
of hair in disarray 
letting them lie where they may. 
Let his eyebrows 
darker than snakes 
ring his soft, dewy forehead. 
Let•his dark eyes contain a mixture 
of gorgon-like fierceness and the calm of the sea, 
deriving the former from Ares 
and the latter from beautiful Cythere, 
so that anyone might be filled with terror 
yet suspended in anticipation at the same time. 
Make his downy cheek 
rosy like an apple; 
make a blush like Modesty's 
if you are able to do so. 
As to his lips, I am not sure yet 
in what manner you should depict them-­
soft and imbued with Persuasion. 
Let the wax itself 
have completeness, speaking inaudibly. 
Next after his face, 
let him have a neck white as ivory 
surpassing that of Adonis. 
Give him the chest 
and two hands of Hermes, 
thighs of Polydeuces, 
and abdomen of Dionysus. 
Above his supple thighs, 
thighs possessing fire, 
paint his simple manhood 
already desiring the Paphian. 
But you have a stingy art 
in that you are unable to show his back; 
It would be much better like that. 
Why must I give instructions regarding his feet? 
Accept your wages, as much as you say. 
Remove this Apollo 
and make Bathyllus; 
if you come to Samas some day, 
paint Phoebus using Bathyllus as your model. 

Metre: anacreontic 
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Line 21: ms B6vaoai,. Rose's emendation to B6vaa'el clarifies the syntax. 

Bergk suggested B6vaoo~ yap, lµno£~oov. West retains the ms text. 

Line 35: --u-u-- The first two short syllables have been contracted 

into one long syllable (cf. line 45). The scribe placed two dots over the word 

µ~po'iv'signifying that he had reason to doubt the text. Stephanus noted ih his 

Apograph: 34 µaAepov sunt qui hie legant. West accepts this emendation which 

keeps the line anacreontic. It is conceivable that the scribe repeated the 

last word in line 34 by accident (dittography). Such a repetition of words, 

however, may be used for emphasis (cf. 1.6-7 ••• xaAO~ Be I xaAO~ Be ... ). 

Line 43: Ionic Dimeter. 

Line 45: --u-u-- There has been contraction of the two short syllables 

at the beginning of the line (cf. line 35). 

Anacreontea 18 

Give me, give me, ladies, 
a drink of the Bromian to quaff down without breath, 
for I am groaning aloud, 
already a victim because of the heat. 
Give me his garlands of flowers, 
give them so that I may cover 
my burnt forehead. 
But what should I use to keep away 
the blaze of the Loves, dear heart? 
Beside the shade of Bathyllus 
will I take my seat; that is a beautiful tree, 
it rustles its soft leaves 
with the gentlest shoot; 
next to it a stream 
flowing with Persuasion 
makes provocation. 
Who, then, seeing such a resting-place, 
could pass it by? 

Metre: anacreontic 

Line 5: ms lxe£vou. The word must refer to the Bromian (i.2). West 

conjectures ~A£vou, 'of the vine-tendril', as an alternative. 



Lines 6-7: ms CITe~avoo, 5'otoo, noxasro 
-i;(l µS1:rond. µau 'n 1,, xa Let.. 
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The verb noxasro has ~a µe'IX>)na as its direct object. The reference to 

1 
garlands would make better sense in the dative as in the reading of Bergk 

CITe~avoo, 5o~•ot, noxasro which West adopts. The further refinement of Bergk 
4 

to 
' 

CITe~avop,, 608', ©, noxasro, 'give me garlands so that I may cover' is'even 

clearer. Edmondsproposed 'n£xaITTa 'burnt' for the ms 'nLKULeL 'is burning'. 

West retains the ms text. The passage as he presents it may be translated 

Give me garlands with which I may cover 
my brow it is on fire. 

The intransitive usage of lnLKULOO desired here is unprecedented. 

Line 14: ms napu 5'a<n:ov lpe9£seL. There is a metrical fault in the 

fifth syllable which should be long. Bergk offered tL0op£seL 'whispers' and 

35 also quotes another possibility xeAap6seL 'murmurs', which give ionic dimeters. 

Edmonds proposed ~peµ[seL 'goes by peacefully' which is metrically correct but 

difficult to construe from the text. 36 West introduces a new emendation: 

napu 5'a(n;o vep9e fX)Lse! 
fl~YT] peoooo neL9ou,· 

Beside it [the tree] at its base there rushes by 
a spring flowing with Temptation. 

The pronoun a(n;ov in the ms text was first changed to dative by Stephanus fol­

lowed by Barnes, then to genitive by Rose and to feminine accusative by 

Mehlhorn. West's preference for the neuter singular follows the reading of 

4 Bergk Giangrande is ready to accept the text as it stands, correctly trans-

lating lpe0£s&L as 'provokes to love' and finds no difficulty with the metre 

since he believes the poems are consistently isosyllabic. 37 

Line 15: --u-u-- The first two short syllables have been contracted 

into one long syllable. 

Line 17: 



Anacreontea 19 

The Muses tied up 
Love with garlands 
and bound him over 
to Beauty; 
and now Cythereia, 
bearing ransom, seeks 
that Love be set free, 
But even if someone does set him free 
he will not go away but stay; 
he has been taught servitude. 

Metre: pherecratean 

The poem may be divided into three stanzas of three lines each. 

46 

This poem, along with poem 20, is unusual in that the metre is neither 

hemiamdic nor anacreontic. However, a pherecratean in the form ---uu-~, which 

is found in every line of this poem, can be construed as an ionic dimeter 

(uu--uu--) with a contracted biceps in the first metron. It thus appears to be 

quite similar to an anacreontic (uu-u-u--) which is ionic dimeter with ana­

clasis of the fourth and fifth feet. The pherecratean may be an acceptable 

variation on the anacreontic. Pherecrateans can be found elsewhere in the 

Anacreontea (e.g. 5.1, 11; 36.6.16) as well as in the poems of Anacreon (e.g. 

348.3, 8; 357.3, 8, 11), where they round off sequences of glyconics. 

Anacreontea 20 

Metre: 

Sweet-singing is Anacreon, 
Sweet-singing is Sappho; 
Someone mix in for me 
a song from Pindar and brim my cup. 
It seems to me that 
if Dionysus came 
and the glowing-skinned Paphian 
and Love himself, 
they would drink up these three. 

The metrical arrangement of this poem is unlike that of any other in the 

Anacreontea. Brioso Sanchez points out that it belongs to the collection only 
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because of its thematic similarities with other poems, e,g. Anacreon, 

38 Dionysus, the Paphian, and Eros. It is possible to divide the poem into 

two quatrains with identical metrical pattern. 39 

Lines 1 and 5: -uu-u-u- Acatalectic Iambic Dimeter with choriamb in 

first metron. 

Lines 2 and 6: -uu-u-- Catalectic Iambic Dimeter with choriamb in 

first metron. 

Lines 3 and 7: -uu-uu-u - These two nine-syllable lines are surprising, 

In line 3, Bergk proposed,6i for -ro5e, a word which does not seem correct 

syntactically, thereby creating a line with the same metre as lines land 4. 

/ 
West keeps the nine syllables in the line but changes ~o6e to a•i~~. 'moreover', 

The text in line 7 is problematic, The last word reads nap6xpoo~ (vox nihili) 

and has been emended in the line and margin to A~nap6xpoo~ (marked~) which 

gives the line nine syllables as in line 3, In light of the.metrical pattern 

evident in the other lines, it is consistent that these two lines also have 

the same metre. The nine-syllable line is an unexpected variant, however. 

Lines 4 and 8: -uu-u-u- Acataclectic Iambic Dimeter with choriamb in 

first metron (cf, lines 1 and 5). 

Anacreontea 21 

The black earth drinks 
and trees drink her. 
The sea drinks the mountain-torrents, 
the sun the sea 
and the moon the sun; 
why do you oppose me, friends, 
when I also want to drink? 

Metre: hemiambic 

Line 2: ms nCve~ 6ev6pea 6'a6TI)v. There is a metrical problem in the 

third syllable. If the text is accepted, this is the only pherecratean line 
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(---uu--) in the poem. Stephanus proposed rr£ve~ Be 6ev6pe' a6Tijv which keeps 

the metre hemiambic but simultaneously creates hiatus between the fifth and 

sixth syllables, The emendation seems reasonable, however, since the scribe 

could have easily omitted the particle 6ibefore the word 6ev6pea which begins 

with the same two letters (haplography). Edmonds chose to em~nd lines 1 and 2 

radically but he retains the hiatus: 

' 'Y • µev a~a rr~vu 
BB 6Bv6pe' atav. 

The epic form a!a is not found elsewhere in the Anacreoritea. In light of the 

fact that hiatus occurs three times in the collection (11,3; 24.9; 28.1) and 

also that the rest of the lines in this poem are hemiambic, the emendation 

given by Stephanus is justified. 1 
Bergk emended the ms CLOTI)v at the end of 

line 2 to a6 ir]v · which West accepts. The repetition of the word irJ (R..l) in 

the accusative YTJV follows the pattern of 0aAacrcr' (R..3) and 0aAacroav (R..4). 

Anacreontea 22 

The daughter of Tantalus once stood 
as stone on the Phrygian mountains; 
once, too, the daughter of Pandion 
flew, a bird, a swallow. 
I wish I were a mirror, 
so that you would always look at me; 
I wish I could become a cloak, 
so that you would always wear me. 
I wish to become water, 
so that I could cleanse your flesh; 
I wish I were perfume, my lady, 
so that I could anoint you; 
I wish I could become 
a band for your breast, 
a pearl for your neck, 
a sandal for your foot-­
only walk upon me. 

Metre: hemiambic 

The poem may be divided into four quatrains. 



Anacreontea 23 

I want to speak about the sons of Atreus 
and I want to sing about Cadmus, 
but my lyre sings only 
of love with its chords. 
I recently changed the strings, 
even the whole lyre; 
and I began to sing of the labours 
of Herakles, but my lyre 
answered back about loves. 
Farewell from here on, 
heroes; you see, my lyre 
sings of loves alone. 

Metre: hemiambic 
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Line 11: ms lpon-6~. Stephanus changed this word to ~proc~ so that the 

passage means 'Farewell, heroes'. The ms text is not inconceivable, however, 

and could be translated, 'Greetings, loves'. 

Anacreontea 24 

Nature presented horns to bulls, 
hooves to horses, 
fleet-footedness to hares, 
to lions a gaping mouth of teeth, 
to fish swimming, 
to birds flight, 
to men the ability to reason, 
for women she had nothing left. 
So then what? She gave beauty 
as good as every shield, 
as good as every spear; 
she even conquers sword 
and fire, a woman who is beautiful. 

Metre: hemiambic 

Line 9: hiatus~( o6v (cf. 11.3, 28.1). 

Anacreontea 25 

You, dcnr uwallow, 
come year after year 
i.n sununer and weave your nest; 
but in winter you disappear 
to the Nile or to Memphis. 



But Love is forever weaving 
a nest in my heart; 
this Desire is a fledgling, 
that one is just an egg, 
another one is already half out of its shell; 
Screeching always comes 
from the chicks with their gaping mouths; 
the older ones feed 
the little young Loves; 
those which are grown up immediately 
beget others again. 
So what could there be as a cure? 
For I am not strong enough 
to shoo away so many Loves with shouting. 

Metre: hemiambic 
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Lines 19: ms uEpwi:a, lx~o~oa •. The exact meaning of the text is not 

clear. The implication is that the poet cannot chase the Loves away by 

'shouting aloud'. According to Bergk, there is no doubt that the text is 

40 corrupt. Pauw proposed exoo~~OOL, 'scare away', wh+ch West adopts, and 

Scaliger exno~ou., 'give out' or 'put up for adoption', which the imitator 

Nicetas Eugenianus seems to have followed. 41 Bergk conjectures lxxu~ou., 

42 'bring forth, sprout'. 

Anacreontea 26 

You talk about the happenings in Thebes, 
that man about the battle-cries of the Phrygians, 
but I about my own capture. 
Cavalry did not ruin me, 
nor infantry nor fleet 
but another strange army 
shooting at me from its eyes. 

Metre: hemiambic 

Anacreontea 27 

Upon their haunches horses 
have the imprint of fire, 
and one recognizes 
the Parthians by their tiaras. 
But I can spot lovers 



immediately at sight; 
for they have a certain faint 
imprint inside the soul. 

Metre: hemiambic 

The poem may be divided into two quatrains. 

Anacreontea 28 

The husband of Cythere 
took steel and was making 
arrows for the Loves. 
at the forge in Lemnos. 
The Cyprian one took sweet honey 
and was dipping in the points; 
Love was mixing in gall. 
Ares, after a battle once, 
brandishing his mighty spear, 
was scoffing at Love's arrow. 
Love said, "This one is 
the heavy one. You will find out if you give it a try." 
Ares took the arrow. 
The Cyprian one smiled to herself. 
Ares gave a loud groan 
and said, "This is heavy. Take it away." 
But Love said, "Keep it". 

Metre: anacreontic 
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Line 1: ms 'O av~p. The occurrence of hiatus .at the very beginning of 

the first line is striking. Bergk finds that either·av~p or ~v~p would be 

suitable and accuses the scribe of carelessness. Such emendations, however, 

would create a metrically irregular line in an otherwise regular poem. 

Edmonds begins his text •o~•av~p, 'When the husband ••. ', and deletes the 

particle 6' from line 5. 

Line 13: The word "Ap~~ has long vowel a (cf. Il. 5.31, Soph. Ant. 139). 

In lines 8 and 15 the more usual short a is found. 



Anacreontea 29 (29 + 29A West) 

It is difficult not to love, 
it is difficult to love, 
but it is most difficult of all 
if a lover fails. 
Ancestry means nothing to love; 
wisdom, character are walked over; 
only money do they notice. 
May the very one who 
was the first to love money perish! 
Because of it, no brother, 
because of it, no parents; 
wars, murders happen because of it. 
Even worse -- we perish 
because of it, we who are lovers. 

Metre: anacreontic 
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West, following Mehlhorn and Bergk4 , distinguishes two separate poems: 

29, lines 1-4 and 29A, lines 5-14. The imitator Nicetas Eugenianus refers 

only to the first four lines which seem to form an independent quatrain. 43 

The remaining ten lines may be divided into two five-line stanzas. 

Anacreontea 30 

In a dream I imagined I was running, 
with wings attached to my shoulders; 
Love, although he had lead weights 
on his dainty little feet, 
kept on chasing me and was catching up. 
What is this dream supposed to mean? 
I, for my part, believe it means 
that although I have been entangled 
and then slipped out of other affairs, 
I am knotted up in this one alone. 

Metre: anacreontic 

The poem may be divided into two five-line stanzas. 

Anacreontea 31 

While beating me severely 
with his rod of hyacinth 
Love kept on commanding ~e 
to run along with him, 



Sweat was bothering me 
from racing through raging mountain-torrents 
and thickets and ravines; 
my heart rose up all the way to my nose 
and I could have been snuffed out. 
But Love tfanningt my forehead 
with his delicate wings said 
"Well, are not you able to love?" 

Metre: anacreontic 

Lines 9-10: ms o 5"'Eproc; µ€:rrona crdrov 
N ' N ' ')' 

dnaADL<; n~ePDLcrL\I eLnev 
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The particle cre(rov has been the focus of some dispute. The usual meaning 

'shaking (violently)' seems out of place because, according to the context, Eros 

is appearing to relent from harassing his victim (lines 1-8) in order to tell 

him something (line 11). It is also incongruous that Eros should carry out such 

an action with 'delicate wings'. 44 Bergk suspected that the line was faulty. 

Brunck suggested ootvrov 'fawning', which can take a dative of instrument (anaAo!c; 

n~epo!crLv) (cf. Aristoph. Knights 1031 ••• xep~ oo£vrovcr' ••• 'fawning upon you 

by wagging his tail') but is difficult to construe with µe~rona. West finds this 

emendation impossible and supports, rather, Edmonds' solution natrov, 'hitting', 

with the further alteration in the line µ'le; ~na or µ'ln'~a, 45 'hitting me in 

the face' or 'ears'. This image is very similar to that found in the poetry of 

Anacreon where the poet describes how he boxes with love (e.g. Anac. 346(2), 358, 

396). West makes the qualification, however, that the blow would be nothing 

more than a 'petulant cuff', an observation which suits the context and diction. 

Although there is no parallel, it is possible to translate cre£rov as 'fanning'. 

Giangrande
46 

finds defence for this in Xen. ~- 3.4 ~xp~ 'qi oop~ cre£oocrLv, 

'(dogs) wag the tip of their tail', where the variant oo£voocrLv can also be 

found, leading him to conclude that cre£ro is used synonymously with oo(vro. 

Such a conclusion requires more evidence, however. Since Eros has been 

depicted as being very cruel in this poem (e.g. line 2 xaAenroc;· 
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/ pan~~oov 'beating cruelly'), it would not be out.of character for Eros to con-

tinue in his violent vein and shake his victim's head (metonymy from µ~~oorra, 

'brow'). The 'delicate' wings remain puzzling, however. This may he the.•inten­

tional oxymoron. The image of Eros beating his victim severely with a rod 

made of the hyacinth flower (Ll) seems equally oxJnlloron:l:c. 

Anacreontea 32 

I want to make a couch 
on soft myrtle leaves 
and lotus greenery 
and drink toasts. 
Let Love, having bundled up his tunic 
at his neck with a string of papyrus, 
serve out the wine to me; 
for life races along 
spinning like the wheel of a chariot, 
and we will lie as a mere bit 
of dust, after our bones have been loosened. 
Why should you anoint stone with perfume? 
Why pour upon the ground to no purpose? 
Anoint me while I am still alive instead, 
wreath my head with roses, 
call my girlfriend; 
Love, before I go away there 
to the dances of the dead, 
I want to disperse my worries. 

Metre: anacreontic 

The poem may be divided into three six-line stanzas. 

Anacreontea 33 

Once, during the midnight hour, 
when the Bear is already turning 
past the hand of the Ploughman 
and all the races of mortal men 
lie overcome by fatigue, 
at that hour, Love came up 
and began to knock on my locked door. 
"Who i.o it that knocks on the door," T nsked, 
"and has cut off my dreams?" 
Love said, "Open up. 
I am a baby; have no fear, 
I am soaking wet and I have been traipsing about 
all through this moonless nig_ht." 



Upon hearing this I felt compassion 
and lighting my lamp at once 
I opened the door and beheld 
a winged baby carrying 
a bow and quiver. 
After I seated him beside my hearth 
I proceeded to warm up his hands 
in my palms and to wring out 
the dripping water from his hair. 
But he, when the cold let up, 
said, "Come on, let us give thii::; bow 
a try in case the string has received 
any damage from getting soaked." 
He stretched it out and shot me 
in the middle of my heart just like the sting of a gadfly. 
He jumped up laughing loudly 
and said, "Stranger, laugh along with me; 
my bow is unhurt 
but you will feel an ache in your heart." 

Metre: anacreontic 

Line 22: E6wp cf. 12.7n. 

55 

Line 31: ms xepa~ d~Aa~e~ µev lµo\. There is a metrical fault in the 

seventh syllable which should be long. 4 Bergk' s emendation 11ev 1'Jµ~v. corrects 

the problem. West accepts µeveL µoL, 'my bow remains undamaged', as proposed 

by Michelangeli. 

Anacreontea 34 

We deem you blessed, cicada, 
when upon the treetops 
after you have sipped a little dew 
you sing like a king. 
For everything is yours, 
all that you see in the fields 
and all that the forests produce. 
You have friendship for farmers 
stealing from no one at all; 
you are honoured by mortals, 
sweet harbinger of summer; 
the Muses love you 
aw.J Phuebu::; hlwt;elr lu Vt!~ yuu 
and gave the gift of clear-toned song; 
ult.I agl:! does not waste you away, 
skl :I fnl, earth-born, lover of song; 
fn,., from pain, with bloodless flesh, 
you are just about like the gods. 
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Metre: anacreontic 

Line 7: ms xon6oo ~epoucrLV 6Aa". The word xon6oo must be incorrect. 

The letter x probably represents x(at) and the vowel o should have been 

transcribed as oo through crasis as Crusius' emendation xoon6oo demonstrates. 

With this correction, the line begins with a dactyl rather than an anapaest 

(cf. 49.ln, 59.1). The emendations given by Rose 6n6o'a6 and Bergk4 6n6oo 

1:pe~oucrLv keep the regular anacreontic metre (cf. 57.lOn where Stephanus 

altered the ms xooo to 300 at the beginning of the line). 

Line 8: ms au 56 ~LA£a yeoopywv: There is a metrical fault in the third 

syllable which should be long. The word ~LA£a also poses linguistic problems 

since it seems to mean the same as ~£Ao, 'friendly; a friend' in this context 

47 7 which is an unparalleled usage. Barnes proposed au yap eL ~LAOs yeoopyot, 

correcting the linguistic and metrical problems. Bergk introduced a new 

possibility
48 

with ~aCveaL, 'you appear' which can be .deduced quite easily 

from the ms text (~AINEAI from ~IAIA)f9 West's proposal ~e£5eaL,SO 'you spare', 

follows the same pattern and fits in well with the context (cf. line 9). Al­

though the uncontracted Ionic second person singular ending -eaL can be found 

nowhere else in the Anacreontea, there are other Ionic or Homeric features 

present (e.g. 8.1 ruyeoo, 12.6 5a~vryp6po"o) as West correctly points out. 

Line 9: ms dno µ~5ev6, 1:L ~Aan,:oov. Perhaps there is tmesis of dno~Aan1:oo 

just now of such a friend'). Dihle understands dno µ~5ev6, as an adverbial 

51 phrase, 'by no means'. 

A11ucr~uul:t!a 35 

Once Love was unaware 
that there was a bee sleeping 
amongst the roses and was injured. 



Stung in the finger 
of his hand, he gave a yelp. 
He ran and flew 
to beautiful Cythere 
and cried, "I am dead, mother, 
I am dead and perishing. 
A snake bit me, a little 
winged one, which the farmers 
call a bee." 
But she said, "If the sting 
of the bee hurts, 
how much do you imagine those hurt, 
Love, whom you sting?" 

Metre: hemiambic 

57 

Line 14: ·ms nove'L · West accepts Pauw' s emendation noveic;, with the 

resulting translation of the passage: "If you are distressed at the sting of 

the bee, how much do you imagine those hurt, Love, whom you sting?" 

Anacreontea 36 

If the wealth from gold 
afforded life to mortals 
I would persevere in hoarding it, 
so that if death approached 
it would pocket a bit and move on. 
However, because it is not possible 
for mortals to buy life, 
why do I groan to no avail? 
Why do I utter sighs? 
For if death is fated, 
how does gold help me? 
Let it be that I may drink, 
and, after I have drunk sweet wine, 
be together with my friends 
and upon soft couches 
fulfil Aphrodite. 

Metre: hemiambic 

The poem may be divided into three stanzas of five lines each, if line 9 

is removed as an interpolation (cf. i.Bn). 

l/ .. ,/' Ul'\ Line 4: ms LV' daBeveLv eneA~-- Stephanus emended the text to ,v'uv 

eaveiv eneA0D 'so that if Death should come', the infinitive 0avetv being 

used substantively for 'Death'. 
52 West, however, argues that a deus fatalis 
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is needed here, such as 0ava~o~ (unmetrical), who might 'accept the money and 

travel on' (line 5). Edmonds' proposal tv, ~v IT6po~ npocrel0~, 'so that if 

Fate approached', follows the thought but is difficult to derive from the text. 

West conjectures tv•~v ~0evoo µ'!neA0~, 'so that if Stheno should come to me'. 

Stheno is one of the Gorgons (cf. Hes. Theog. 276, Ap.Rh. 2.4.2.7), the mere 

sight of whom could cause death (cf. Od. 11.634£.). West gives two other 

alternatives :53 i;,, Atcr' [µ' -1.,v lnlA0'() ( 'Destiny') and tv'&':v Noocro~ !nel0p 

('Disease' cf. 8.14). The latter suggestion is not very close to the ms text. 

Giangrande accepts the ms text explaining that "the infinitive doBevetv is here 

54 substantivized,11 The inclusion of 11.v, however, makes better sense syntac-

tically. West's argument is convincing; any of his suggestions would create 

a vivid image. 

Line 6: pherecratean ---uu--. 

, ' ti 'Y Line 8: ms~~ xa~ µa•~V =evasoo, West proposes =eyasoo, 'I hoard' for 

=evasoo, 'I groan', which he maintains is more logical in sense. 55 It also 

removes the redundancy with line 9, 'why even utter sighs'. However, if line 

9, bracketed by West, is to be deleted, as Mehlhorn proposed, in order to 

keep the five-line stanza pattern consistent, then it is not necessary to 

alter the text in line 8. 

Line 15: Anaclastic -uu-u-- (choriamb in first metron). 

Line 16: pherecratean u--uu--. 

Anacreontea 37 

During the night, asleep 
upon throws of sea-purple, 
content thanks to Lyacus, 
I imagined that I was running 
a swift race on the tips of my toes 
playing with maidens, 
but some boys more tender 



than Lyaeus were mocking me 
hurling heart-wrenching insults at me 
because of those beautiful girls. 
Indeed I desired to kiss them 
but they fled out of my dream, all of them; 
abandoned in solitude, I, the unfortunate one, 
yearned to fall asleep once more. 

Metre: anacreontic 

59 

Line 3: ms yeyavuµevo, Aual~- There is a metrical fault in the third 

syllable which should be long. Because of the dichronic nature of the vowel 

56 u, however, the syllable may have been considered long. 

Line 5: ms 6p6µov roxov lxTav6eLv. There is a metrical fault in the 

seventh syllable which should be long. The vowel u may have been considered 

long in this instance also (cf. line 3). 

Lines 11 and 12: ms l8e\OVTL 6e ~~\~mi:~ 
~6yov l~ ~nvou µoL navTe, 

As the text stands there is a metrical fault in the fifth syllable of 

line 11, which should be long, and in the sixth syllable of line 12, where a 

short syllable is needed. Stephanus' emendation l8e\OvTa •.• µe alleviates 

the problem in line 12 and Zeune's replacement of 6e by 6~ solves line 11. 

West, however, keeps the ms text as written and admits the two prosodic errors 

6e and µo'1, in these lines. The metrical licence taken with the vowel u in 

lines 3 and 5 no doubt influenced his decision. He places this poem in that 

group which demonstrates some prosodical difficulties (Group 2). 

Anacreontea 38 

Let us drink wine with good cheer, 
we shall begin a hymn to Bacchus, 
the inventor of the dance, 
the one desiring all song, 
who has the same character as the Loves, 
the beloved of Cythere; 
through whom drunkenness was created, 
through whom the Grace was begotten, 



through whom pain is assuaged, 
through whom grief is lulled to sleep. 
So tender youths 
are bringing the drink mixed with water, 
and aching has fled away, swirled up 
in a storm fed by winds. 
So let us take our drink 
and let go our worries; 
for how does it help you 
if you torture yourself with worries? 
Where do we get to know about the future? 
Life for mortals is uncertain. 
I want to dance in drunkenness 
and have a good time, anointed with perfume, 

and in company with beautiful women. 
Let it be a concern only to those who so desire, 
how much worry there is. 
Let us drink wine with good cheer, 
we shall begin a hymn to Bacchus. 

Metre: anacreontic 
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The poem may be divided into six quatrains with a couplet at the beginning 

and the end, if a lacuna is posited after line 23 (cf. t.23n). 

Line 5: ms -rov·· bµ6-rponov 'Epco-ru,v. There is a metrical fault in the fifth 

syllable which should be long (cf. 40.2 -rpt~ov; 50.23n). West places this 

poem in that group which demonstrates irregular vowel quantities (Group 2). 

There is again a metrical fault in the 

fifth syllable. Bergk was willing to accept Barnes' emendation xapL~ -r' but 

57 admitted that the metrical offence was insubstantial. Because both vowels 

in the word xapL~ are dichronic, West offers two possibilities: 58 xapL~. as 

needed for the anacreontic metre, or xJPL~ which gives an ionic dimeter line. 

Line 9: ms 6L'3v dµnaue-raL Auna. The metre is ionic dimeter with a 

metrical fault in the sixth syllable which should be short. The short diph­

thong -aL is supported by several similar instances in the Anacreontea where 

final syllables with long vowels or diphthongs are scanned short (cf. 14.25n). 

Lines 10, 11, 15: Ionic Dimeter. 



Line 16: -u-u-u-u The first syllable is long (cf. 44.12; 50.26, 27; 

60. 9) • 

61 

Line 22: West replaces the ms oe with ~E, thereby linking this line with 

line 21 and creating a complete quatrain. The next quatrain would begin with 

the line missing after 22. 

Line 23: Barnes detected the lacuna at this point and conjectured µe~a 

~oov·xaArov·l~~~rov, 'together with handsome youths'. Such a conjecture, however, 

could not be used if the pattern of stanza division is followed. 

Anacreontea 39 

I love a charming ·old man, 
I love a young man who dances; 
but when an old man dances, 
by his hair he is old 
but in his he~rt he is young. 

Metre: hemiambic 

Lines 3 and 5: anaclastic -uu-u-- (choriamb in first metron). 

Anacreontea 40 

Since I was created a mortal 
to travel on the road of life, 
I am aware of how much time has gone by 
but as to what I have yet to run, I am not sure. 
Release me, worries; 
let there be nothing between you and me. 
Before the end overtakes me, 
I will have fun, I will laugh, I will dance 
with beautiful Lyaeus .. 

Metre: anacreontic (irregular) 

The metre of this poem is problematic. Edmonds considers it isosyllabic. 59 

Brioso S~nchez points out that both 40 and 41 fail to abide by the customary 

60 
rules of metre and quotes Sitzler's comment regarding these poems, "sind 

•• · II 61 ganz unregelmassig. This poem is included in that group which West regards 
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as prosodically corrupt (Group 3). There is,a marked disregard for normal 

vowel quantities • 

. Line 1: Acatalectic Ionic Dimeter with anaclasis in first metron 

(u--uluu--). The line scans perfectly as an anacreontic if all accented syl­

lables are counted long and the others short. This is a feature which can be 

62 found in Byzantine poetry. Another characteristic of late poetry is the 

accent on the penultimate syllable of the line which is evident throughout 

this poem. 

Line 2: Anacreontic. Prosodic error: 1:pi.~ov (cf. 50.23n). 

Line 3: Anacreontic. Prosodic error: ~yv~v. or 
V 

Ionic Dimeter. Prosodic error: -~v nap-
~ 

Line 4: -u-u-u-- (cf. 38.16n). Prosodic error: o6x (cf. 58.21n; 

" V 01100 41. 2, 3). 

Line 5: ms µe0e1:e µe ~pov1:£6e~. The line is textually and metrically 

faulty. 

Line 6: ms µ~6ev µoL xai uµtv [cnui. The line has been marked·/· by 

the scribe. There are too many long syllables to make any metrical sense. 

63 West pr~poses a hemiambic line: µ~6ev µoL x!lµ;Lv iO'l:ro. This shows a 

metrical fault in the third syllable which should be short. Short DL diphthong 

seems acceptable at times, however: 

6, 8. 

V N • V ,-.., U 
cf. 110LBLV passim, 't"OLOO't"O 18.17, µoL ·5.3, 

Line 7: ms rrptv lµe ~0,iO'[l 1:0 1:e:>..o~. There is a metrical fault in the 

seventh syllable which should be long (cf. 37,11 6~ [ms and West], 41.7 

xa1:exrov). The placing of the accent, however, may have some influence in 

lengthening the vowel (cf. £.ln). 

Line 8: --uu-u-- (cf. 44.13 and 46.1 where the same metre occurs but with 

a resolved syllable at the beginning uu-uu-u--). 



Anacreontea 41 

It is pleasant to stroll 
where meadows are verdant, 
where Zephyr blows 
the sweetest gentle breeze, 
to look upon the vine-branch of Bacchus 
and to slip under the leaves 
cuddling a delicate girl, 
all fragrant with the Cyprian. 

Metre: anacreontic 

This poem is as metrically corrupt as that which precedes it. It is 

63 

64 isosyllabic according to Edmonds and forms part of West's Group 3. Bergk 

d ib h . b b "1 65 
escr est e poem as semi ar ara canti ena. 

Line 1: ms T1 xaAOV toi:L ~aBt~eLv. If the second syllable of xaAOV may 

be scanned long, the line is an ionic dimeter. The accented ~Lat the beginning 

of the line is difficult to explain. An interrogative pronoun seems out of 

66 
place, and an indefinite pronoun at the beginning of a line would be rare. 

6 7 -, 68 
West conjectures that ~i is I an uncial corruption' of T] (H➔ TI). He also 

supports his emendation by referring to two epigrams from the Greek Anthology 

which begin~ xaAOv, Satyrus ~- 10.19 = F.G.E. 341 and Marianus A.P. 9.668. 

Since there is an evident problem with accuracy of accents in the Anacreontea 

(for example, in this line the ms xaAOV was corrected to xaA6v), it seems 

reasonable to assume that the scribe may have unintentionally put the accent 

on ~L. The metre which results from West's emendation (-uu-uu--) is the same 

as that found in lines 5 (s.v.1.) and 6, 69 and can be regarded as an anaclastic. 

Line 2: ms ~rrou AeLµrove~ xoµroo~v. There are metrical problems in the 

second syllable, which should be short, and in the fourth, where a short syl­

lable is needed. 'l'he short diphthong needed in Bnuu l::i found el::;cwh~rc in Lhe 

Anacreontea (cf. 40.4n). 

Cl '\ ., .,).,, ,. Line 3: ms orrou ~eIT'TT)V ,1Bu~a'TT)V, The metrical faults are once again inthe 
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second and fourth syllables. The long vowel a needed in the seventh syllable 

may be accepted because of the placement of the accent (cf. 40.ln). 
" ,_. 

For 01100, 

cf, line 2. West adopts Barnes' emendation :\.en--c-oc;, which agrees wit.h Zeq,upoc; 

in line 4, correcting the metre in the fourth syllable. 

Line 4: ms dvcmvet Zeq,upoc; 6/SpT]V. There is a metrical fault in the fifth 

syllable. The vowel ll in Zeq,ur,oc; is always short hut may have been considered 

long in this instance because of its dichronic nature (cf. 37.3, 5). 

Line 5: ms 1<.:\.T)µa, w 13,hxuov d6etv. Stepha nus emended the illogical 

eiBe~v to. t6etv. This gives a choriambic dimeter line (-uu--uu-), not found 

elsewhere in the Anacreontea. West accepts the alternative /3uxx~ov, offered 

by the scribe in the text. If £6etv·is scanned with long vowel L, then there 

is an ionic (uu--) in the second metron. The metre~uu-uu-- can be found in 

line 1 and 6 of this poem. 

Line 6: ms xono --c-cr ne--c-a:\.a 6ovaL. A metrical difficulty is posed by the 

word ne--c-a:\.a. The impulse is to consider the vowel e long (cf, 37.11; 40.7n) 

which would give the same metre as in lines 1 and possibly 5, -uu-uu--. 

Another possibility is to count the first vowel a long, giving the metre 

-uuu-u-- which is found in other poems (cf. 34.7n). 

scribe intended to write neTr):\.a. 

4 Bergk comments that the 

Line 7: Ionic Dimeter. The long vowel e needed in the seventh syllable 

may he acceptable because of the placement of the accent (cf. 40.ln, 7}. 

Line 8: Catalectic Iambic Dimeter (hemiambic) with choriamb in the first 

metron -uu-u--. 

Anacreontea 42 

I yearn for the dances 
of fun-loving Dionysus, 
and I find pleasure whenever 
I play my lyre in the company of a young drinking-mate. 



But most of all I love 
to wreath my temples 
with garlands of hyacinths 
and play with maidens. 
My heart does not know malice. 
I do not know murderous malice. 
I run from the lightweight darts 
of the insult-loving tongue; 
I despise drunken brawls. 
At banquets with much merry-making 
in the company of fresh, young maidens 
dancing to the lyre 
may I enjoy a peaceful existence, 

Metre: anacreontic 

65 

The metrical arrangement suggests four quatrains, each consisting of an 

ionic dimeter line followed by three anacreontic lines. Such a scheme involves 

the deletion of one line (cf. t.l0n). 

Lines 1, 5, 9 and 14: Ionic Dimeters. 

Line 3: u -
o-i;av. Long vowel a in this word is evident only in later Greek 

70 
poetry. There is a similar occurrence at Anacreontea 48.1 and possibly also 

at 49.3 (cf. note). 

Line 10: This line bears a very close resemblance to line 9 and may be 

an example of dittography. 71 Bergk brackets line 9 while West feels that line 

10 should be deleted. The removal of one line is necessary if the division 

into quatrains is retained. The word 6a
0

ix1:6v (t.10) is indeed questionable, 

It is difficult to see how a scribe could have _inserted this word through 

mistranscription of the adjacent lines. As an adjective modifying ~06vov, 

6a'ix1:6v would have the passive meaning 'to be slain' which does not seem 

suitable in this context. Pauw suggested the noun 6a'ixtjv, a unique usage 

with a meaning equivalent to 6 6a'ixtjp,_ 'murderer', which would be in apposi­

tion to ~06vov and have an adjectival force in the sense of 'heartrending 

72 
malice'. (Cf. a similar adjectival force of 6 6CILX1:TJP at Aeschylus, Seven 

Against Thebes 916 , • • 5a'ix-djp y60<;, 'heartrending wailing',) The translation 
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'murderous' seems to be more exact than 'heartrending' in both of these 

adjectival usages. 

Line 12: The ms reads i~euye which Stephanus corrected to ~euyro. The 

resulting metre is hemiambic through contraction of the initial two short 

syllables (cf. 17.35, 45). Rose proposed ~~uyov which regularizes the metre 

but seems out of place a:; the only aorist verb ln the whole poem. 

Line 15: uu-uuuu-- The fifth syllable of the anacreontic has been 

resolved (cf. 43.3; 46.6). Bergk commented that such metrical licence is 

73 acceptable in the Anacreontea. 

Anacreontea 43 

Having tied garlands of roses 
around our temples 
let us get drunk, laughing gently. 
To the accompaniment of the lyre 
let a girl with delicate ankles dance, 
carrying a thyrsus teeming 
with ivy-wreathed tresses. 
At the same time, let a boy with luscious hair, 
a breath of sweetness coming from his mouth, 
play upon the lyre 
pouring forth clear-toned song. 
Love, the golden-haired, 
together with beautiful Lyaeus 
and beautiful Cythere 
will take part in the revel, 
charming for old men, with joy. 

Metre: anacreontic 

Line 3: uu-uuuu-- The fifth syllable has been resolved (cf. 42.15n). 

Line 5: Ionic Dimeter. Barnes suggested ~puov~a~, 'teeming', instead 

of the ms ~peµov~a~, 'booming'. West retains the ms text
1
citing as a paral-

74 
lel John of Gaza 6.7 (Venus) sa8ef ~peµouoo xev~Pf, 'booming with the 

sacred goad'. Although this verb is often associated with Dionysus and his 

festivities (e.g. 6 ~p6µLo~ 'the booming one', for Dionysus; Eur. Bae. 160-1 

~=c\~ ... ~peµ'(l, 'the pipe booms'), the description of a thyrsus as 'booming' 
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is questionable. 

Lines 14 and 16: --u-u-- The first two short syllables have been con­

tracted into one long syllable. 

Anacreontea 44 

Let us mingle the rose 
of the Loves with Dionysus; 
after we have tied 
the lovely-petalled rose around our temples 
let us drink, laughing gently. 
Rose, the best flower, 
rose, darling of spring, 
roses, delightful to the gods as well, 
rose, with which the child of Cythere 
decorates the fine, youthful down of his cheeks 
dancing along with the Graces; 
garland me, and playing my lyre 
in your shrine, Dionysus, 
in the company of a deep-bosomed girl, 
having crowned myself 
with garlands of roses, 
I will dance. 

Metre: anacreontic 

Edmonds regards this ode as isosyllabic. 75 The poem may be divided into 

three five-line stanzas, if line 8 is excised (cf. note). 

Line 2: Ionic Dimeter with contracted biceps in first metron ---Juu--. 

Line 5: --uuuu-- The first two syllables have been contracted and the 

fifth resolved. 

Line B: Bracketed by West and Bergk in order to maintain stanza pattern. 

L . 12 ',I, 'l' ' ' , ~ ine : ms O'"C'eo/ov oov µe, xaL AOPL~OO~ According to the ms text, which 

West accepts, the metre is -u-u-u-- (cf. 38.16), with long first syllable. 

Sitzler's emendation 01:e~crvou regularizes the metre. Rose's o,;e~e vuv'µe also 

seems reasonable. In light of the other metrical irregularities in this poem, 

however (lines 2, 5 and 13), it does not seem essential to arrive at metrical 

perfection here either. If the pattern of stanza division is followed, though, 
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then perhaps this .line should conform to the pure anacreontic metre which the 

first lines of the other stanzas (lines 1 and 6) have. 

Line 13: uu-uu-u-- (cf. 40.Sn). Briosos s,nchez mentions the possibi-
. 76 . 

lity of synizesis in the word ~L6vuae (so also of iapo, at 46.1) but des-v ~ ' 

cribes this as a 'curious phenomenon'. (The only acceptable instance of 

synizesis in the Anacreontea seems to be in the Ionic genitive ending -ew 8.1 

r6yew). 

Line 14: Ionic Dimeter. 

Anacreontea 45 

Whenever I drink wine 
my worries fall asleep. 
What are troubles to me? 
What are laments to me? 
What do I care about worries? 
I have to die even if 1 do not want to. 
Why should I be confused about life? 
So then, let us drink wine, 
that of beautiful Lyaeus. 
For through my drinking 
my worries fall asleep. 

Metre: The poem demonstrates a variety of metre, mainly hemiambics and iambic 

dimeters. It belongs to West's Group 3 of prosodically degenerate poem~. 

Hemiambics: Lines 2, 4, 7, 8 and 10. 

Line 1: The word rr£vw is metrically difficult. Short vowel 

L also seems to be needed at Anacreontea 6.5 and 59.4. 

Line 9: Prosodic error: rr£veLv (cf. 49.3n el,?). 

Acatalectic Iambic Dimeters: Lines 3 and 5. 

Anacreontic: Line 6. 

Anacreontea 46 

Look, how the Graces are.making 
the roses bloom since spring has come; 



look, how the waves of the sea 
are quieted in the calm; 
look, how the duck takes a dive; 
~ook, how the crane travels about. 
Titan has shone out with force, 
the shadows of the clouds are shaken about, 
the fields' of men are bright, 

t[the earth thuds. with fruit] 
the olive-tree buckles from its fruit; 
the .flowing juice of Bromius fills out, 
leaf by leaf, branch by branch. 
the picked fruit abounds ••• t 

Metre: anacreontic 

Line 1: uu-uu-u-- (cf. 40.Bn). 

Lines 3 and 5: Ionic Dimeter. 

Line 6: uu-uuuu-- The fifth syllable has been resolved. 

69 

Line 7: ms dcpe:>..1&;: West keeps the ms text dcpe:>..roc;; 'simply'. Bergk 

proposed sncpe:>..roc;, 'harshly' which seems more appropriate to Titan, the Sun-God. 

Lines 10-14: ms xapnoiat yaia npoxGn1:eL 
xapnoc; l:>..aia<; npox6n1:et 
~poµ£ou =ecpewt vaµa. 
xa-i;u cp6:>..:>..ov xa-i;ax:>..6vov 
xa9e:>..oov ~ve~ae xapn6c;. 

These lines have been variously emended. Lines 10 and 11 are unmetrical and 

appear to be miscopied through dittography. Line 12 is also unmetrical and the 

meaning is unclear. Stephanus' emendation KllTO K:>..rova at the end of line 13 

seems correct. In line 14, xa9e:>..oov, 'destroying', was emended to 0a:>..e9oov 

'blooming' by Hermann and"~v9~ae was corrected to ~v9tae 'bloomed' by Barnes. 

. 77 
West gives the following conjectures on this troubled passage: 

Line 10: xapno1a~ ya1a xalPeL 'the earth rejoices with fruit' (contrac­

tion of first two syllables ~-u-u--). 

Line 11: 0a),),o~ vfov npox/.in1:et 'the young shoot peeps out anew' (contrac­

tion of first two syllables). West supposes that xapnoc; l:>..a~a<; was a gloss on 

the word 9a:>..:>..oc; (Hesych.~Suda ea:>..:>..oc;• x:>..a6oc; l:>..a~a<; x1::>...) which was incorporated 
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into the text (adscript). 

Line 12: West offers three alternatives: . (1) BpoµCou oq>pL~ -i:o va.µa, 'the 

juice of Bromius is bursting'. 
'N • 

(2) Bpoµ(oo '1:pe~e'l:aL vaµa, 'the juice of Bromius 

is growing'. The metre is faulty here. If '1:pi~e'l:aL is admitted, the line may 

be regarded as an ionic dimeter. The acute accent on the vowel e could have a 

lengthcn:lng effect. (3) Br,6p,Lo<; 1:r,f.<rr.L '1:0 vrrfJ.CT., 'llromjus nul'.tures the juice'. 

Lines 13-14: XU'l:cr ~OAAO\I, xae• lAL\/0\1, 
KU'l:cr KArov; fi)J0 LO-e xapn6<; 

Upon l,eaf, upon vine-tendril, 
upon branch, fruit strews flowers 

But the ms fiv0T)ae, 'flowers', makes.better sense than Barnes' emendation -Pjv0Lae, 

'strews with flowers'. 

Anacreontea 47 

Although I am old, 
I drink more than youths; 
and when I must dance, 
I will dance in the middle 
imitating Silenus 
holding my wine-skin as my stick; 
my cane is worthless, 
If there is someone who wants to fight 
let him come up and fight. 
My cup, boy, 
mix the honey-sweet wine 
and bring it to me. 
Although I am old, 
I drink more than youths. 

Metre: hemiambic 

Line 3: ms x&v Be~<YQ µe xopeueLv, This is th~ only eight-syllable line 

in the poem. Its metre -u--uu-- is very close to ionic dimeter which seems 

incongruous with the iambic-based metre in the rest of the poem. Hermann's 

emendation x&v µev-Be~ xopeueLv corrects the problem. West suggests either 

xl!v µe Be~ .or .x&v. Be~ µe in his apparatus criticus as two other possibilities 

but prints the ms reading in his text. He groups this poem with those which 
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demonstrate metrical difficulties (Group 2). 

Line 6: -uu-u-- choriamb in first metron. 

Line 7: u---u-- The third syllable is long (cf. lines 9 and 11). 

Line 9: ms napea,;w xai. µaxeoBw. There is a metrical fault in the third 

syllable which should be short ~cf. 14.25 n for shortened long final syllables). 

West emends the line to napea,;~ yap, µ.axeo0w which is identical to Anacreon 

429.2. With this logical alteration, the line becomes a pure hemiambic. How­

ever, 'the line may be correct since lines 7 and 11 also have a long third 

syllable. 

Line 11: ms µEoAtxpouv oLvov fioov. The third syllable is long (cf. lines 

7 and 9). West follows Stephanus' emendation µeALXpov (cf, Anacreon 383 

µeALXPOV otvov). 

Line 12: -uu-u-- choriamb·in first metron. 

Line 14: 2 78 Bergk repeated line 2 to complete the couplet. West proposes 

a new line order for this poem yielding three five-lined stanzas. In West's 

arrangement, the first stanza consists of lines 1, 2, 6 and 7 with a lacuna 

after line 2, the second stanza, lines 8 to 12 and the third stanza, lines 13, 

14, 3, 4 and 5. The translation of the text he presents is: 

Although I am old, 
I drink more than youths 

* * * 
holding my wine-skin as my stick; 
my cane is worthless. 

If there is someone who wants to fight, 
let him fight, for it is possible. 
My cup, boy, 
mix the honey-sweet wine 
and bring it to me. 

Al.though I am old, 
I drink more than youths; 
nnd when I muut Juucc 
I will dance in the middle 
imitating Silenus. 



Anacreontea 48 

Whenever Bacchus comes, 
worries fall asleep; 
I imagine that I own the wealth of Croesus; 
I want to sing beautifully; 
I lie crowned with ivy 
and I stamp out all my troubles in my heart .• 
Make the preparations so I may drink. 
Bring me my cup, ·boy; 
for it would be far better 
to lie drunk than dead. 

Metre: hemiambic - lines 1-7 

anacreontic ~ lines 8-10 

Line 1: /hciv (cf. 42.3n). 

Anacreontea 49 

Whenever Bacchus, the child of Zeus, 
the one who lets worries go·, Lyaeus, 
comes into my heart, the wine-giver, 
he teaches me to dance. 
But I have a further delight 
although I love wine; 
besides the beat of the dance, besides the song, 
Aphrodite delights me, 
I want to dance again. 

Metre: hemiambic and anacreontic 

72 

The metre is difficult. Campbell distinguishes two sections: lines 1-4, 

79 anaclastic anacreontics or Ionic Dimeters and lines 5-10, hemiambics. Brioso 

S~nchez describes the poem as containing 'a seri7s of difficulties and criminal 

80 
substitutions'.· It is included in that group of poems the prosody of which 

West considers most degenerate (Group 3). 

Line 1: -uuu-u-- The first t;.,o syllabl.es have been contracted and the 

third ~esolved (dactyl for anapaest cf. 34.7). West speculates on the possi­

V· u- 81 
bility of ~oo 6~o~ (for short oo diphthong cf. 40.4n). Edmonds suggests 

that there is an 'incorporated gloss' (adscript) in the line, which should 

82 therefore be deleted. 
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Line 2: The metre is ionic dimeter, either pure, •with a prosodic error 

in the second syllable (\ocr£~poov· cf. 37,3, 5 for variable quantity of vowel u), 

or anaclastic in the first metron (u-u-uu--), Barnes wished to remove the 

second article o, thereby creating a hemiambic line. 

Line 3: One difficulty lies in the incorrect quantity of the vowel a in 

8Tav. Elsewhere in the Anacreontea a long vowel is found (cf. 42,3n). There­

fore, West raises the possibility that the line is acatalectic iambic dimeter 
, 

(u-u-u-u-) with prosodic errors in the third syllable (eGc; cf. 45.9 11£veLv) 
- 83 and fourth and fifth syllables (~pevac;). With short vowel a, however, the 

line may be considered anacreontic, which solves the metrical problems in the 

third, fourth and fifth syllables but reveals faults in the sixth (Tac;) and 

seventh (Iµac;). Baxter conjectured the hemiambic line ~Tav ~pevac; Tue; aµac;, 

with vowel a long by position in 8Tav, but the prosodic error Tac; remains uncorrected. 

Line 4: ---uu-- Ionic Dimeter with contracted biceps in first metron. 

(Pherecratean: ,cf. poem 19; 44. 2). 

Line 5: Pherecratean u--uu- (cf. 36.16). Brioso Sanchez suggests that 

the first syllable might be considered long, since the vowel~ is dichronic, 

noting that the poet was seeking to imitate the metre of line 4, 84 

Line 6: Some prosodical licence must be permitted· here. Campbell calls 

the metre u~uu--- 'impossible 1
,
85 Perhaps the line could be hemiambic with 

')' 

prosodical errors in the fourth syllable TL (cf. 57.5 T1°<; 57.9 vi:v) and fifth 

syllable xat (cf. 14.25n). 

Lines 7-10: pure hemiambics. 

Anacreontea .'.:>U 

Whenever I drink wine 
then indeed my heart warms up 

begins to sing a clear-toned song of the Muses. 



Whenever I drink wine 
worries are cast away 
and mind-troubling decisions 
to the gales roaring on the sea. 

Whenever I drink wine 
then Bacchus, who brings freedom to enjoy fun, 
rocks me with breezes filled with flower scents, 
bringing good cheer with wine. 

Whenever I drink wine 
weaving garlands of flowers 
and placing them on my head, 
I celebrate the calmness of life. 

Whenever I drink wine 
anointing my body with ·aromatic perfume 
and cuddling a girl in my arms 
I sing about the Cyprian. 

Whenever I drink wine 
baring my soul 
through the aid of the curved cups 
I take delight in.the band of youths. 

Whenever I drink wine 
this is my only gain, 
this I shall take and carry off; 
for death is shared by everyone. 

Metre: anacreontic 

The poem is composed of seven quatrains, each beginning with the same 

line. It belongs to that group which West considers metrically difficult 

(Group 2). 
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Line 2: It seems logical to accept Rose's emendation µ~v for the ms µev 

so that the line becomes a pure ionic dimeter. The reading of'Bergk4 ,-roT' 

eµov, which West adopts, shows a prosodic error in the third syllable of the 

line (I.µov) (cf. 38.5). 

Lines 3 and 4: / 86 As Brioso Sanchez correctly points out, ·it is possible 

to sense that there is a lacuna in the text at this point because of the pat­

tern of quatrains evident in the rest of the poem. The text of line 4 is un­

metrical and clearly corrupt. West arrives at the following restoration of 



the text: <µeAO~> dpxeTaL ALya(veLV 
<dva~aAAETaL 6e> Mo6cra~ 

[my heart] begins to make song 
and strikes up a song of the Muses. 

His emendation is based on loci similes. 87 

Line 6: ms. dno ptnTavTaL•µgpLµvaL (corr. Stephanus). The line may be 
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:m ionic dimetcr with prosodic error Ln the fifth syllubll! (-u•) (cf. 14.25n). 

The same inconsistency occurs at line 24 (cf. note). Otherwise, the metre is 

uu---u-- (also at 50.16 and 21) which, as Campbell points out, 88 has justifica­

tion in Anacreon 346(2) .3, ••• roL T10},J,:?1v 6cpe£:>,,co, The impulse to r,~solve the line 

to an ionic dimeter is strong, however, considering that the second line of each 

stanza except the last may be an ionic dimetero There are metrical discre­

pancies in each case, however, except for line 14 which belongs to the fourth 

quatrain in the poem. 

Line 18: ms µ(n'f eooi6e'~ -T~y1;a~ Ionic Dimeter. There is a metrical fault 

in the second syllable which should be short (cf. 14.25 for shortened long 

vowels of final syllables), unless corruption is admitted in this instance. 

Line 22: ms bno xupwt~·6e KUTleAAOL~ Ionic Dimeter. Since the second 

line of every other quatrain in this poem except the last may be construed as an 

ionic dimeter, it seems reasonable to maintain that rhythm here also·. The particle 

6e, however, causes an unnecessary break in sense. West accepts Brunck 1 s xupwtcrL 

as a suitable reading. 

Line 23: ms ~v lµov v6ov an\roou~. There is a metrical fault in the fifth 

syllable which should be long. Bergk comments that there is a serious fault in 

this line.
89 

The lengthened second syllable of v6ov needed here may be paral­

lel to 38.5 6µoTponov, 41.1 xa\6v and 5O.2·eµfjv. 

Line 24: ms 0Laq:> TepnoµaL xo6prov. The difficulty lies in the vowel 

quantities in the word •TepnoµaL. If the line is anacreontic. (as every fourth 

line of each quatrain is except the last) then there are three prosodic errors, 
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Ttpnoµn'i'. (cf. 14.25 for short diphthongs in final syllables). 

Line 26 and 27: -u-u-u-- The first syllable is long (cf. 38.16). 

Line 28: ms T08aveLv yap µeTa nav=v Ionic Dimeter. The last line of 

every other quatrain in the poem is anacreontic. 

Anacreontea 51 

Do not run away from me at the sight of 
my grey hair; 
do not, because you are 
in the bloom of youth, scorn 
my affection, dear, 
Look, in garlands also 
how becoming it is when white lilies 
are interwoven with roses. 

Metre: hemiambic 

Lines 1-3: anaclastic -uu-u--: choriamb in first metron. 

Lines 4-5: ms llv8o, dxµnLOV Ta, tµa, 
Boopa Ta ~tATpa 6LWseL, 

The main problems with the ms text as it stands are that these lines have 

eight syllables, whereas the other lines have seven (accepting Stephanus' 

logical emendation xav· for the ms xav lv in line 6), that Ta, tµa, has no noun 

to modifY; and that OL~eL, makes better sense in the subjunctive BLros~, (cf. 

~6)11, in line 1). Stephanus offered the emendation: 

llv8o, dxµntov ~pa, 
Tdµa ~tATpa BLWs~,-

The change at the end of line 4 and beginning of line 5 seems radical. Many 

editors have proposed various alternatives. Those which retain the hemiambic 

metre, as for example the emendation given by Crusius llveo, dxµnLOV Tdµa/ 

~tATpa, ~(Aa, BLWs~,, are most acceptable in this poem. West, .however, keeps 

the eight-syllable line of the ms text in line 4, since other hemiambic poems 

in the Anacreontea admit some acatalectic dimeters (e.g. 45.3, 5), but devises 

90 a hemiambic for line 5: 



llveo, axµa~ov, ~a,·lµa,· 
~pn, ~iA~pn 6~rosDs• 

77 

He translates this passage, "And do not, because you still have the flower of 

your prime, spurn the charms of my season." The single eight-syllable line in 

West's version seems out of place, nevertheless. 

Line 6: pherecratean u--uu--. 

Anacreontea 52(a) (52 West) 

Why do you instruct me in the laws 
and restrictions of orators? 
What are all these arguments to me 
which bring no benefit? 
Instead, instruct me in drinking 
the delicate drink of Lyaeus; 
instead, instruct me in playing 
with golden Aphrodite. 

Metre: anacreontic 

Both metre and content suggest a division into two quatrains. 

Lines 2, 4, 5, 7: -u-u-u-- The first two short syllables have been 

contracted (hemiambic). 

Lines 6 and 8: Ionic Dimeters. 

Anacreontea 52(b) (52A West) 

Grey hairs are the garland for my head; 
bring water, pour in the wine, boy; 
numb my soul. 
Shortly you will bury me when I am no longer alive; 
the one who is dead feels no desire. 

Metre: anacreontic 

91 Edmonds considers this poem isosyllabic. . West includes it in the group 

of prosodically degenerate poems (Group 2). 

Line 1: There is a metrical problem in the seventh syllable.xapnv. This 

accusative form of -ro (~) .xapn is found only in late Greek. 92 The same confusion 

over the quantity of the first vowel in a word can also be seen in the noun 
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XUPLS at 38.8 (cf. note). The accent may have a lengthening effect (cf. 40.ln). 

Line 3: Ionic Dimeter. The first two short syllables have been contracted 

into one long syllable. A prosodic error arises at the fourth syllable however, 

µou (cf. 40.4n). If the line is regarded as an anacreontic, the error shifts 

to the third syllable: tuxflv. 

Lines 4 and 5: Ionic Dimeter. 

Anacreontea 53 

When I observe you amongst 
a group of youths, I feel young. 
Then indeed, then I fly to the dance, 
even though I am an old man. 
I am out of my mind, Cybebe; 
Give me a garland; I want to be garlanded. 
Grey old age is far away; 
I will dance among youths as a youth, 
and let someone bring me 
the juice of the fruit of Dionysus, 
so that be might behold the fortitude of an old man, 
one who has learned to speak, 
one who has learned to drink 
and to go mad with decorum. 

Metre: anacreontic 

Lines 1-2: ms "o~•tyro oi V60LS 
eoopwv napeO'HV 

6µ(.}..ouv 
u 
T)/3Cl 

The text as it stands makes neither metrical nor syntactic sense. The sign"/. 

has been placed both within the lines and in the margin. There has also been 

an attempt to cross out the pronoun oe. Stephanus emended the text to: 

"O~'eyro veoov 3µLAOV 
eoopoo, ·nupeO't"LV llji3Cl. 

West adopts and improves on Stephanus' reading, invalidating any emendation 

that tries to restore the pronoun oc because "the poem has no addressee", as, 

for exnmple, Preisendanz's "o~•eyoo veOL~ o'6µLA0UV<~> which would also give the 

only example of synapheia in the·Anacreontea. 93 In a few other poems, however, 

there is an addressee. A boy is asked to bring wine at·Anacreontea 48.8 and 

60B.1 (fr. 2.1 West). In poem 54, the poet is showing a painting to a boy and 
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addresses him & nai (i.l). West also conjectures that -the pronoun ae origi­

nated in the text through a misunderstanding of',, the preposition e, with 

prodelision (cf. 18.7 and 25.5). 
aa. ioo 

Line 5: ms nep"µe"v6v µe xo~~~a. Salmasius deciphered the first word to 

read napaµaCvoµa", 'I am out of my mind'. West finds difficulty in keeping the 

vocative form xo~~~a since the poet is speaking to his friends and not to 

Cybebe. He proposes xo~~jlW, · 'I am frantic'. It is possible that the poet 
) 

might call out to Cybebe since he is experiencing the same madness as she once 

felt (cf. 12.1). 

Line 7: ms TTOA"ov 5~ "(T)pa, exu, (exu, corr.). There is a metrical fault 

in the seventh syllable which should be long. The change in word order pro­

posed by Bo.the TTOA"Ov 5' exa., -ro Y17pa, alleviates the problem. West accepts 

Bergk's solution noA~ov 5e "(T)pa, ex56,, 'having shed old age', 

Line 14: Ionic dimeter. 

Anacreontea 54 

This bull, boy, 
appears to me to be Zeus; 
for he is carrying a woman 
of Sidon upon his back; 
he is travelling across the wide sea 
and is cleaving the wave with his hooves. 
Any other bull would not have 
separated from its herd 
and travelled on the sea, 
except that one alone. 

Metre: hemiambic 

West includes this poem with those which demonstrate metrical problems 

(Group 2), 

Line 2: 

Line 8: The line may be considered anaclastic with a choriamb in the 

first metron (cf. e.g. 4.16, 17). Since there are two other prosodic errors 



in the poem, West speculates on the possibility of dyeA~s for a regular 

hemiambic line. 94 

80 

Line 10: There is a metrical problem in the fourth syllable µovo, (cf. 

50.23n). Stephanus proposed µ.6vo, y' and Bergk4 the Ionic form µouv6, (cf. 

34.8n) either of which removes the difficulty. 

Anacreontea 55 

Besides garland-bringing spring, 
I am fond of raising clear-tone song 
about its companion, the delicate rose. 
For it is the breath of the gods 
and it is the delight of mortals, 
and the Graces' glory in spring, 
and joy of Aphrodite 
and of the flower-decked Loves; 
it is also a theme for poetry 
and the exquisite plant of the Muses; 
it is also sweet for the one who makes an attempt 
upon thorny pathways, 
and sweet also to pick and knead soft 
in hands which are supple and gentle, 
drawing near to the flower of Love. 
How would it be at parties and banquets 
and festivals of Dionysus 
if there were no rose? 
Rosy-fingered Dawn, 
rosy-armed Nymphs, 
rosy-skinned Aphrodite, too--
these are the·names given by the poets. 
The pleasure is the same for the non-poet; 
it gives help to the sick, 
it defends the dead, 
it outwits time; 
old age is lovely for roses, 
maintaining the perfume of its youth. 
Come then, let us mention its origin; 
when the sea brought forth 
Cythere, bedewed with foam, 
from its blue-grey depths 
and Zeus revealed Athena, who raises the din of war, 
from his head, an awesome sight for Olympus, 
nt thnr ti.me [l}Ro the earth blosnomcd forth 
with the wondrous new burgeon of roses, 
a creatively-wrought offspring; 
and so that the rose might be 
just like the blessed gods, 
by moistening it with nectar, 
from the thorn Lyaeus brought forth a new sprout, 
a proud, immortal plant. 
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Metre: anacreontic 

Line 3: The ms ooveTaLPEL d6~eL µe)..neLv is metrically faulty and gives no 

sense. Hermann's emendation OOVBTULpov o~o µe)..!leLV seems logical. West inno-

95 1 H • ( ' ) ., ~ ,, I i h d b • vatively suggests ~paTaL¾ or TepeLVUL¾ xa~O~L µe~neLv, wt ten er uds , 

but this is difficult to understand syntactically. 

Line 5: ms s:65e xat ppo~oov·xapµa. The scribe has marked the last word 

with the sign 'l .. One syllable seems to be missing. Bergk4 rejected Sal­

masius' invention xap~µa and accepted the emendation of Stephanus, TO xa,pµa 

despite the redundancy of T66e ••• TO. West adopts Bethe's proposal T66e xaL 

ppoTOLa~ xapµa which is close to the text. Perhaps the scribe copied the 

genitive plural ending of Se~v-from line 4. 

Line 11. ms y)..uxu KUL !!OLOOV !leLpav. The scribe has abbreviated the 

third word (suspension) (cf. line 13). An accusative ending would be expected 

but Baxter's interpretation as the dative achieves clearer meaning, 'It is 

also sweet for the one who makes .•• '. West sees greater corruption96 (the 

line is marked 'l.) and conjectures novouvi' dyelpeLv, '(It is also sweet) to 

gather while toiling on thorny paths'. 
T 

Line 13: ms )..apov cf. line 11. West reads )..ap6v~a. 

Line 14: ms xo6~aL~. West proposes xoo~ov agreeing with &v0o~ (i.15). 

This alleviates the absence of connection in µa)..axaLa~ ••. xo6~aL~ (probably 

written through dittography). 

Line 15: ms npooayrovT'. This must be a mistranscription of npooayovT' 

yet the exact implication of the verb here is uncertain. 'Drawing near' is a 

possible translation. West offers the explanation that the fragrance of the 

rose would be brought out by warming the petals in one's hands. He suggests 

npoayovT' so that the passage would mean, "drawing forth (the fragrance of) the 

delicate rose". This is a novel idea. 
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Line 16: ms lliacro~ro -i:o 5'au~oo ~epnv6v. The first word is an enigma. 

Bothe proposed the emendation do6~i ~65' a&i:o ~epnv6v which seems possible if 

the line is moved, as Preisandanz suggested, to follow line 23 where the word 

oo~oov . is found. 4 Bergk keeps the normal line order and conjectures: 

~oo; ~, 5'~v ~o ~epnv6v ... , 'What can I say? What delight would there be .•• 

(without the rose)?'. West also keeps the line in place, devising: dnopoo io5' 

ab, ~t ~epnv6v, which he translates, 'And then again, I don't know what plea­

sure there would be in feasting .•. without the rose 1 • 
97 

Line 41: Ionic Dimeter. 

Anacreontea 56 

The god who brings 
fortitude to the one in difficulties, 
fearlessness to the youth in love, 
beauty to the one who dances in drunkenness 
has come down, bearing 
a delicate love-charm to mortals, 
a drink alleviating sighs, 
offspring of the vine -- it is wine; 
he keeps it locked up 
in the fruit of the vine, 
so that, wherever they snip off a bunch 
all may remain healthy, 
healthy with a good-looking body 
and healthy with a sweet disposition 
until the appearance of another year. 

Metre: anacreontic 

Line 6: Stephanus wrote n6~ov, 'drink', which the Corrector of the text 

changed to n69ov, 'desire'. West accepts this correction; the line would then 

be translated, "(bearing) desire without sadness". The context is better 

suited to Stephanus' reading, however, since wine is clearly the focus in the 

l.uul tc11 linco of tltc poc1n. 

Line 8: ms nene5~µevov 6noopaL~- There is a metrical fault in the fifth 

syllable which should be long. 4 Bergk switched the words in lines 8 and 9 which 
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restored the metre and retained the sense. West keeps the ms text as it 

stands, This would be the only metrical error in the poem (cf. 50.23 n for 

Anacreontea 57 

Who crafted the sea? 
WhAt ski.11 of ins pi red madness 
poured out the wave on a dish'/ 
Who engraved lovely, white Cypris 
upon the back of the sea, 
exalted in his mind to the.gods, 
the beginning of the nature of the blessed ones? 
He displayed her naked 
hiding with waves only that 
which must not be seen. 
Wandering upon them like seaweed, 
Moving her soft-skinned body 
in a voyage through the calm sea, 
she drags a wake along her track. 
Above her rosy breasts, 
below her soft neck 
a great wave divides her skin, 
In th·e middle of the furrow, Cypris 
comes into view in the calm sea 
like a lily woven among violets. 
Overtop the silver, 
upon dancing dolphins, 
Love, deceiving the.mind of mortals, 
and Desire are carried, laughing, 
and the circular chorus of fishes 
diving in the waves 
also play about the body of the Paphian 
where she swims, laughing. 

·Metre: anacreontic 

West includes this poem in that group which shows altered vowel quantities 

and other prosodical errors (Group 2). 

Line 5: ms &pa~~, Bnep8e Aeoxcrv. There is a metrical fault in the third 

syllable which should be long, The vowel Lis dichronic and the syllable may 

thus be considered long in this instance (cf. 57.9, 49.6?). 

Line 7: ms v6o, t, 8eou, depeet,. This line, as well as.line 8, is dif­

ficult to understand. Bergk explains that the poet is saying, 'qui Venerem 
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caelarit, eius animus in coelum elatus est ibique vidit principium generis 

deorum 1 , "The mind of the man who engraved Venus was raised up to heaven and 

there he saw the origin of the race of the gods". West accepts the ms text: 

98 'what mind raised to the gods?'. Barnes' emendation v6ov (accusative of 

respect, 'raised as to his mind') perhaps is more acceptable syntactically. 

Such a profound line seems enigmatic in the Anacreontea. 

Line 9: ms 8 5e vtv ~5et~e yuµvav. There is a metrical fault in the 

third syllable which should be long. Because the vowel tis dichronic, how­

ever, it may be considered long here (cf. line 5). 

Line 16: ms p60tov,napot0ev iAxet. West keeps the ms text which perhaps 

means, "draws along a wave before her". Sitzler's emendation nap'oLµov 

'beside (along) her track' makes somewhat clearer sense. Edmond's I reading 

5ntotlev 'behind' is perfect in sense, yet it is unmetrical, and the corruption 

is difficult to explain. 

Line 19: µeya xuµa npro,;a ~eµvet. West retains the ms text, 'a great 

wave makes a cut first'. Sitzler's emendation xpon-a is elliptic, perhaps 

-taken to mean 'a great wave •. ; divides her skin'. 

Line 23: ms /:mep dpy6p't'. As West points out, the preposition :Snep 

rarely takes the dative. 99 He conjectures the compound /mepapy6potc; or pos­

sibly neptapy6pot<;, both of which connote composition from silver, _agreeing 

with 5eA~Lat 'dolphins' in line 24. He finds three literary parallels for 

dolphins crafted in silver: [Hes.] Sc. 2.12f., Quintus of Smyrna 5.95f., 

Virgil, Aen. 8.673f.). 

Lines 25-26: ms 5oAepov v6ov µep6nrov 
"Epwc; u I µcpoc; yeAon-ec; [ Barnes "Epoc;] 

West offers the following conject.ure as a clarification of these difficult 

lines: 5oAepov v6ov µe-rotorov 
~Epoc;, ~lµepoc;_yeArov·~e 



Eros, about to change his tricky mind 
and laughing Desire. 
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The positioning of ~eat the end of the line may be compared to that of the 

particle 6t (cf. 15.6n). 

Anacreontea 58 

Whcucver ruuawuy gul<l 
flees away from me on swift, 
wind-swift feet 
(and he always does, he always flees away from me) 
I do not chase after him. For who 
wants to hunt after something he hates? 
But immediately when I am separated 
from runaway gold 
I cast the troubles of my heart 
to the breezes to carry off 
and taking my lyre I sing 
love songs. 
However, when my heart has taught me 
to scorn him 
all of a sudden the runaway 
sneaks back 
bringing to me an intoxication of my wits 
so that by seizing him I may become 
negligent of my sweet lyre. 
Untrustworthy, untrustworthy gold, 
in vain do you charm me with your tricks; 
the strings of my lyre please 
the Desires more than gold, believe me. 
For you instilled in men a lust 
for deception and coveting, you indeed; 
but my lyre mixes cups of desires 
which cause no pain to marriage chambers 
and chaste kisses. 
Whenever you want, you flee away, 
but I would not abandon 
the song of my lyre even for a little. 
Instead of the Muses 
you please strangers who are conniving and untrustworthy, 
but for me, the one who plays the lyre, 
the Muse dwells in my heart, 

tMay you stir up your clamour, 
may you shine up your sparklet 

Metre: hemiambic 

Edmonds considers this poem isosyllabic. 100 It belongs to that group 

which West regards as somewhat prosodically degenerate (Group 2). 
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Line 2: ms ~~av µe_~e6Y(l xpaLnvo1~. The metre u-u---- is 'hard to 

· 101 
accept' according to Campbell. West suggests that there is a prosodic 

error in the fifth syllable. The same metrical problem of a long vowel 

instead.of a short one in the fifth syllable is present in line 5 (6Looxro) 

and line 8 <-nel-

Line 6: West accepts A. le Fevre's emendation µLOOUV for the'ms µLorov: 

"Who hunts after something which hates?". The ms text seems to make better 

sense as it stands, however. 

Lines 15, 16, 23, 24, 25, 33: Acatalectic Iambic Dimeter. 

Line 18: ms AOP~~ yevroµaL Aap6s. There is a metrical fault in the fifth 

syllable which should be short. (Cf. 14.25 for shortened final long diphthongs). 

Lines 21-22: ms TTAeOV XPO~~o veopa 
rr68oo~ xeKAll a5eL~ 

These lines have been· marked • /. by the scribe. West proposes a new conj ec-

102 
ture, which keeps remarkably close to the ms reading: 

TTAeGV A 6p~~ 000 

n68oo~ xheo8ev 

The strings of my lyre contain 
sweet desires more than you do. 

In line 21, according to West's text, there is a metrical fault in the fifth 

syllable. He explains that the diphthong may be short here (cf. lines 2, 5 

and 8 for long vowels in the fifth syllable where short is needed; cf. also 

40.4n o6x). 

Lines 35-36: ms 

The text of these lines is corrupt and has been so indicated by the scribe. 

The word dxav6fo~ may be a dubious adjective meaning the sameas dxavfo<;, 'empty', 

but it has no noun to modify. The two versions of line 36 are lacking one 

syllable. Preisendanz proposed: 



dxuv -cecw 6p£vo.c;J 
afyAav -ceuv Aaµnp6vo.c;, 

May you stir up your clamour., 
may you shine up your sparkle. 
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The abrupt change to addressing the money directly, however, is surprising. 

West conjectures dxuv 0ecr 6'6ptvo"c; for line 35, ''May you stir up your 

clamour, goddess", referring, most likely, to the Muse mentioned in line 34. 

The crux remains unsolved. 

Anacreontea 59 

Men along with maidens 
carry dark-skinned grape clusters 
in baskets upon their shoulders, 
and when they have thrown them into the wine-vat 
only the men trample 
the grapes, letting out the wine, 
applauding the god loudly 
to the songs of the wine-press 
as they watch lovely Bacchus 
bubbling up anew in the jars. 
Whenever an old man drinks this, 
he dances with his trembling feet 
shaking his grey hair. , 
The charming youth having waited 
for the maiden .•• 

crouched •.• 
her soft body sprawled 
under shady leaves, 
heavy with sleep. 
Love casting an untimely spell 

to become a traitor to her marriage. 
But the one who has not made her comply through words 
holds her tight although she is unwilling. 
For Bacchus, drunk, is sporting about 
with youths i.n a disorderly fashion. 

Metre: anacreontic 

Line 1: -uuu-u-~ The first two syllables have been contracted and the 

second resolved (dactyl for anapaest) (cf. 34. 7). Bothe proposes .1<eAa.v6xpco-m, 

'black-coloured' and the removal of the article -cov which gives a hemiambic 

line. 
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Line 2: ms ~epov-i:e,. Stephanus offered the emendation ~epoocrLv since 

there is no finite verb until the fifth line of the text. West speculates that 

a line is missing after line 3, perhaps one similar to Atyoprrv xeoootv 6µ.q,av, 

'pour forth a clear-toned sound•, 103 which would contain a finite verb. 

Line 4: Ionic Dimeter. Bothe rejected this line. Edmonds gives the 

conjecturt! ·Ku·L·U A11vOv lµpuA6v·n:.c;, "c:Jstinc into thC? wine-press". West prefers 

the genitive ATJVOO following the preposition ,m-i:a., translating, "when they 

have cast the clusters down i11to the vat". 104 The only other metrically 

variant line, perhaps, is line 11. 

Line 11: The verb nfv~ poses the same metrical problem of short vowel L 

as at Anacreontea 6.5 and 45.1. 

Lines 15-16: Bergk senses lacunae in these lines and offered the conjec-

105 ture: lpa-i:o, veo, npocrepneL 
XIl'l:IlAilµ~aveL -i:'lAOo0e£,. 

a handsome youth creeps forward 
and having crouched down takes hold 

West proposes the following: 

lpa-i:o, veo, TTLe,eL 
nePL~UAAe-i:a( -i:'lAoo0ei~-

a handsome youth squeezes tight 
and embraces [ the maiden] , having crouched down. 

Giangrande
106 

regards the ms text as complete, calling line 15 isosyllabic: 

lpa-i:o, veo~ lAoo0eL, 
crTTilAOV 5eµa, xo0eLOOV. 

He translates the passage: "The handsome youth, crouching in order to escape 

her notice (lAoo0eL,), has ambushed (Aoxfiou,) the girl. ••• " The absence of a 

Cl1tlL" vorl, (cf. i.2), hnwc,vc,r, <'n11s<>s clifffr11lty in translating the text as it 

stands. 107 

Line 18: " ms onep0e. Bergk PfOposed ~nnL0n, 'under' for the ms ~nep0e, 
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'above'. which seems a necessary correction. Pauw suggested ~vep0e, 'below', 

adopted by Edmonds. West retains the ms text, the translation of which, 

"above shady leaves", makes little sense in context. 

Anacreontea 60(a) 

I will rouse my lyre; 
the~e ts no prize At stak~ 
but practice is the part of everyone 
who has achieved the best poetry. 
Picking a clear-toned song 
with my ivory plectrum 
I wHl shout aloud in Phrygian rhythm, 
just like a swan of the Cayster 
singing an intricate song with its wings 
in harmony with the whistle of the wind. 
You, muse, dance along; 
for the cithara is sacred 
to Phoebus, the laurel and tripod too. 
I 'tell of the· love of Phoebus, 
the futile passion; 
for the girl is chaste; 
she escaped from his goad 
by altering her natural form 
and became planted as a flourishing tree; 
but Phoebus came, Phoebus, 
supposing that he had mastery over the girl, 
and plucking a green leaf 
he thought he was fulfilling Aphrodite. 

Metre: anacreontic 

Lines 3-4: Stephanus emended the ms nav'tTJ (t.3) to nav~L and the ms 
' 

Aaxrov (t.4) to Aax6v~(L). West considers the elision of the dative singular 

ending in Aax6v~•, 'of a harshness unparalleled in the collection or indeed 

anywhere in post-Hellenistic verse•, 108 (Cf. 55.ln and 13n where West reads 

accusative also.) The text (lines 1-4) he presents runs as follows: 

'Ava ~ap~L~OV Bov~ooo 
(lle8AO~ µev 06 np6xeL~aL 
I 1.F.ll '·Tl'J Ii' rn F.rn: cl 11'1 ""1) oo~•~~ Aaxrov llro.:ov. 

I w:Ll I rouse my lyre 
( there ls no prize at stake; 
this is practice) in every way 
having achieved the best poetry, 
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Line 9: -u-u-u-- The first syllable is long, cf. 38.16. 

4 Lines 12-18: West, like Bergk, detects major textual problems in this 

109 , , 
passage and proposes several changes. He conjectures a line such as epew 

6a~v~, TOv 0L1:0v to follow after line 11 since line 12 appears to be a 'non 

sequitur'. After line 13, he senses that a passage concerning 'the power of 

Eros' is missing and offers a fragment of Anacreon's poetry (505(d))' as a 

possible solution: 

<Tov> "E~a ya:p TOV a13p6v 
µeAOf.lllL /3pUOVTa µ£TpaL, 
noAoav0eµoL, detcieLv. 
u,,_ ' 0 • "- , Oue xaL ewv uova~,, 
~oe xat /3POT0Us oaµaseL 

Next, he inserts line 17 as it is written in the ms text (except for Rose's 

emendation TOO ror ms TOV) TOO µev hne~euya XEVTpa. Lines 14 and 15 follow 

without alteration. For the problematic line 16, ms oo6~pwv yap em' dxo6oa,, 

West follows Bergk's lead in expanding the text to include the mention of a 

divinity who gives assistance to Daphne. He conjectures: 

oo6~pwv yap emeva~ev 
0eov 06 0eAOUOO xoup~ 
yaµe~v ixeLv. 6 oe Ze6, 
e\e~o• llnwe' llxouoa,. 

In line 18, which comes next, West accepts Stephanus' emendation to llµeLte 

explaining that the scribe wrote llµeLta through dittography of exne~euya in 

line 17. This passage, according to the text presented by West, may be 

translated: I will tell of the fate of Daphne 
For the cithara is sacred to Phoebus, 
the daphne and the tripod too. 
For I am eager to sing of 
graceful Love, 
abounding with flowery garlands. 
He is the master of the gods 
and he subdues mortals as well. 
His goads have I escaped 
by telling of the love of Phoebus, 
the futile passion. 



The chaste girl groaned aloud 
not wishing to have the god 
as her husband. Zeus 
had pity on her, hearing her from afar, 
and changed her natural form ••• 

Anacreontea 60 (b) 

Well, heart, how is it that you are in a state of madness, 
mad in the finest madness? 
Come on, get control of your weapon 
so that having hit the mark you may get away. 
Reli~quish the bow of Aphrodite 
with which she defeated the gods; 
imitate Anacreon 
the singer famous in song. 
Drink the cup to the boys, 
the lovely cup of words. 
Receiving encouragement 
from the drink of nectar 
let us flee the fiery dogstar. 

Metre: anacreontic 
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Bergk separated 60(a) from 60(b) sensing that the first poem was complete 

in itself.HO An abrupt change in subject is evident at the point of divfsion 

111 Rose disagreed with Bergk. West keeps and the separation seems correct. 

the poem intact. 

Line 6: ms cbc;. 
'l' 

Portus emended the text to~- West retains 

the ms reading as does Giangrande, who translates the passage, "but leave the 

b f A h di 1 b . i d d 11 112 ow o pro tea one,. ecause it vanqu she gos . 

Line 13: ms ~oy6v~ec;. Mehlhorn provided the emendation-~6yroµev 

which enables the poem to come to a conclusion. West keeps the ms reading 

since, as Barnes suspected, the poem may be incomplete. 

Anacreontea 60B (West Fr. 2) 

Bring water, bring wine boy, 
inebriate and numb me; 
My wine-cup tells 
what I must become, 

M~tre: anacrcontic 
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Anacreontea 61B (West Fr. 4) 

Why do you flee me, the old man? 

Metre: anacreontic with fault in fourth syllable or ionic dimeter with fault 

in fifth syllable. 

Anacreontea 62B (West Fr. 3) 

For this woman seems to hear 
if anyone wants to speak. 

Metre: anacreontic 

West Fr. 1 (Anacr. PMG 505 (a) 7 cf. 60.14ff. West). 

For I am eager to sing 
about graceful Love 
abounding with flowery garlands. 
He is the master of the gods 
and he subdues mortals as well. 

Metre: anacreontic 
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CHAPTER THREE 

Anacreontea 1 - The Proem 

The first poem of the Anacreontea has the important role of serving as the 

introduction to the who.le collection. There are several distinctive features 

which suggest that the poem was designed expressly for the purpose of an intro­

duction. It is believed that the poem was placed at the beginning of the oldest 

1 
of those groups of poems from which the Anacreontea were collected. This 

position at the front of the collection was justifiably retained by the compiler 

of the Anacreontea. 

The author of the poem recounts how Anacreon, whose name is placed empha­

tically at the beginning of the first line, came to him in a dream and handed 

over the garland from his head. In this visionary encounter, the author 

acknowledges Anacreon as the source of his inspiration. The garland of Anacreon 

represents poetic inspiration; 2 it is a manifest symbol of the convivial poetry 

for which he was renowned. Anacreon was equally famous as a composer of love 

poems and, thus, when the author ties the garland on his head he is overcome by 

3 a feeling of being in love, which may be interpreted in this context as a 

symbol for receiving the inspiration to become a love poet. In censuring him­

self as a fool (6 jlu)p6s i.14) for accepting the garland, the author expresses 

the agony he feels in being a constant victim of love, an experience which 

Anacreon often descr.ibed with great emotion in his amatory poems. The dream, 

the garland and the ensuing feeling of love are deliberately chosen as symbols 

of poetic inspiration which the author uses to show the influence of Anacreon 

upon th~ couvivlal aml amatory pu~mo he lo t:UlllJ.J08lng. 

The dream motif which is found in the poem may be paralleled to the common 

literary convention of a poet claiming to have experienced a vision or a dream 
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before composing poetry, The context of such a dream is most often religious, 

however, involving the visitation of the gods, especially the Muses, the 

divinities of poetic inspiration, Hesiod opens his Theogony (ii,22-34) by 

recounting a dream he had,while tending his, sheep on Mt. Helicon, in which the 

Muses visited him, The goddesses inspired Hesiod by breathing the power of 

song into him and also through the gift of a blooming laurel branch, Similarly, 

Anacreon gives his garland to the author who will imitate him as a token ,of 

poetic inspiration. Propertius (3.3) dreamt that he was resting in the soft 

shade of Mt. Helicon, a mountain sacred to the Muses, and conversed with Apollo 

and the Muse Calliope who set him on the proper course of a lyric poet, 

Archilochus also, according to legend, had encountered the Muses and was thus 

4 inspired to embark on his career as a poet. In the first poem of the Anacreon-

tea, therefore, an attempt is being made to create a formal opening, based on 

literary convention, to the collection, 

The appearance of Anacreon in a dream proves to be a valuable and unique 

opportunity for a description of the poet. This characterization remains as a 

backdrop for the rest of the poems in the Anacreontea. However, the portrayal' 

of Anacreon is neither entirely realistic nor comprehensive; it is evident 

that only those attributes which are relevant to the context of the Anacreontea 

are considered of any importance. Throughout the Anacreontea, it is possible 

to trace the outlines of the character of Anacreon, not as he really was, but 

as posterity remembered him on the basis of the poetry which he composed. 

Anacreon is first of all described as 'the singer from Teos' (i.2), a 

5 traditional means of identifying the poet, even though his career developed 

outside of Teos, the city ,of his birth. He is said to be an old man (i,6), 

being assisted by Eros since his legs are shaky with age (ii.9-10). Anacreon 

apparently lived to the age of eighty-five and wrote frequently about his old 
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6 age. As a consequence, old age became part of his persona. Anacreon is cOilll1lonly 

referred -to as an old man iI\ lit_erary sources, especially in the _Greek Antho-

7 ~- In the Anacreontea, the poet is portrayed as an elderly man who longs 

for the ease and joy of youth. Anacreon himself was prone to despondency in 

his later years.8 ,In ·the Anacreontea, however, the attitude toward old age is 

less morose, with the message being constantly reiterated that the old are 

9 -entitled to the same joys as the young, 

The description of Anacreon as xCL:\6c; (U,.6-7), 'good-looking', is imagina­

tive in this context.' The adjective is used extensively in the Anacreontea, 

often of Dionysus or Aphrodite,
10 

and only refers to physical beauty in the 

poems. Its application to Anacreon is typical of the descriptive style found 

in the Anacreontea. 

The adjective ~£:\euvoc; (i.7), 'amorous', a word with only one other 

11 
attested reference, concerns Anacreon's role as a love poet. The scent of 

wine said to be on his lips (i,8) serves as a reminder of the sympotic poetry 

which he composed. These two facets of the poet's work, the convivial and the 

amatory poems, are the primary concerns of the Anacreontea; the satirical and 

political poems are completely overlooked. 

Although the representation of Anacreon in the Anacreontea does not do 

justice either to his true identity or to his work as a .poet, the portrayal is 

nonetheless complimentary. On other occa$ions, the characte~ of Anacreon was 

the target for unfai-r ridicule. Pausanias (1. 25. i) mentions a statue of 

Anacreon, which stood on the Acropolis between the statues of Pericles and 

Xanthippus, depicting the poet "in a drunken pose". The poets of the Greek 

Anthology, most notably Leonidas of Tarentum, described this statue with much 

12 
exaggeration. Wilamowitz comments that the statue, so described, made 

Anacreon appear either as "an elegant rake" or "an Ionic Falstaff11
•
13 
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The distortion of Anacreon's true character seems to have been generated 

by the element of unseriousness found in his convivial poetry.· During his 

lifetime, however, Anacreon was in great demand primarily because h_e was a 

talented composer of precisely this kind of light poetry. The environment in 

which he was commissioned to work, in the courts of Polycrates and Hipparchus, 

for example,, demanded poetic compositions with festive and light-hearted themes. 

Anacreon fulfilled his role as a court poet nobly, as is evidenced by the wide­

spread fame which brought him to Samas and Athens. His poetry is· skilful and 

meticulous in composition but his convivial poems were never intended to be 

overtly profound in content. Those poems in the Ailacreontea which concern 

themes of a convivial nature contribute to the mistaken notion that Anacreon 

wrote only poetry of this kind. 

From the scraps of the original works of Anacreon which have survived, it 

is possible to detect a noticeable tendency toward seriousness. This is 

14 especially true of those poems which deal with the agony of.love, for example, 

:1.5 
or the frustrations of old age. The acceptance of the reality of fate and 

death has a profoundly sobering effect on the general tone of the poems; an 

element which may also be detected to some extent in the Anacreontea.16 

Anacreon was an advocate of moderation in drinking and decorous behaviour at 

17 
the symposium. A. similar kind of ()OO(j)poouv'I') ('moderation') is present in the 

Anacreon tea. 18 

It is evident from the first poem that the Anacreontea give only a limited 

reflection of the poet Anacreon and his work. Some of the main themes which 

recur throughout the collection, including old age, love and wine, are intro­

duced in Anacreontea 1. These themes are also the most obvious, yet not the 

only, topoi found in the poetry of Anacreon, One can also discern in this 

first poem several of the stylistic features which mark the'Anacreontea. The 
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manner of composition aims at conciseness and precision. The shortness of the 

lines dictates exact and economical diction. Descriptive material is restricted 

for the most part, and adjectives are chosen carefully for aptness. When a word 

is repeated, as is the adjective xal6~ i~ lines 6 and 7, the effect is marked 

and emphatic. The repetition of Anacreon's name in lines 1 and 13 is particu­

larly significant -in this introductory poem. Although the content and especially 

the metre of the poems .are reminiscent of Anacreon, the artistry and vigour of 

the poet himself are noticeably absent, being replaced by a less skilful style 

which focuses on directness and simplicity, 
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FOOTNOTES TO· CHAPTER THREE 

1. West (1984), XVI. The last thirteen lines of the final poem in the Anacreon­
tea, which Bergk regarded as a separate poem, could also have served as an 
excellent introduction to the collection. Here are found the words, 
"Imitate Anacreon, the poet famous in song", which would have been more 
suited to a preface than to a conclusion. 

2. c{. Horace, Odes 3.25.20 where the poet writes of crowning his temples 
with a garland in recognition of Bacchus as his poetic mentor. The gar­
land itself may be interpreted as a symbol for poetic inspiration (cf. 
Quinn, The Odes of Horace (1980), 286-7). 

3. A similar image can be found in an epigram of the 6th c. A,D. poet, Paulus 
Silentarius (A.P. 5.288): 

Ever since Chariclo, who was playing together 
with me as I drank, 

secretly placed her garland on me, 
a murderous fire has been consuming me; for 

her garland as it seems, 
possessed that element which burnt up Glauce, the 

daughter of Creon. 

4. The Monumentum Archilochium (Diehl, Anth. Lyr. Graec. [1949], Archil. fr. 
51) records the story ·of how Archilochus, while en route to sell his 
father's cow, met a group of women who were interested in buying the 
animal. As soon as Archilochus agreed to the sale, however, both the 
woman and the cow vanished. There was only a lyre left in their place. 
Soon thereafter the poet realized that he had encountered the Muses and 
that the lyre was their gift to him (cf. Anne Pippin Burnett; 'Three Archaic 
Poets [1983], 17-18). For other examples of divine epiphanies leading to 
poetic or prophetic inspiration cf. [Oppian] Cyn, 1.17ff.; Quintus of 
Smyrna 12.310; Isaiah 6.lff.; Jeremiah 1.9; Ezekiel 1-2. 

5. E.g. in the Greek Anthology: A.P. 16.308.2 = F,G.E. 451 (Eugenes); A.P. 
7.30.1 = H.E. 276 (Antipater of Sidon); A.P. 7.24.3 =·H.E. 3316 (Simonides); 
A.P. 9,599.3 = H.E. 3442 (Theocritus). C~also Horace~des 1.17.18; 
fyodes 14.10. Anacreon is often identified simply as 'the Teian'. 

·6. E.g. Anacreon 358, 379, 395, 420. 

'7 i, E.g. A.P, 7.24.9 = H.E. 3322 (Simonides); 
pater of Sidon); A.P. 16.306.1, 3 = H.E. 
A.P. 16.306.8 = F.G.E. 457 (Eugenes).-

8. Cf. Anacreon 395. 

A.P. 7.27.10 = H.E. 269 (Anti-
2151, 2153 (Leonidas of Tarentum); 

9. E.g. Anacreontea 7; 39; 43; 47; 51; 53. 
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10. E.g. of Lyaeus (Dionysus): Anacreorttea 4.20; 40.9; 43.13; 4'5.8; of 
Cythere (Aphrodite): 17.15; 35.7; 43.14. 

11. •L.S.J. Sup2l. s.v. ,cpt:\,euvoc;: F.A. Hooper, Funerary Stelae from Korn Abou 
Billon (1961), no. 112. Some editors have endeavoured to emend the text. 
Brossius proposed·'PLAOLVO<;, 'fond of wine', and Bergk,cp£\uµvoc;, 'fond of 
song'. Rose deleted the whole line. 

12. Leonidas of Tarentum (A.P. 16.306 = H.E. 2151): 
Behold old Anacremi;" utterly besotted with win~, 
hunched over upon the rounded base; 
how the old man with bloodshot, lustful eyes 
drags the robe that reaches down to his ankles. 
He is missing one of his two shoes; 
his shrivelled foot is stuck in the other. 
He sings either of Bathyllus or Meg'istes, 
holding up bis lovesick lyre. 
Protect him, father Dionysus; for it is not fitting 
that a servant of Bacchus should fall at the hand of Bacchus, 

For other similar descriptions of Anacreon's statue in the·Greek:Anthology 
cf. A.P. 16.307 = H.E, 2514; .fu!• 16.308 = F;G.E~ 450; · A.P. 16.309. 

13. Wilamowitz (1913), 105. He also comments that·Pausanias, writing in the 
second century A,D,, was strongly.influenced by the literary tradition 
concerning the statue as revealed in the'Greek Anthology, and for that 
reason noted that Anacreon was depicted in a drunken pose, 

14. E.g. Anacreon 376, 378, 400, 411, 413, -428, 

15, E,g, Anacreon 395, 

16, E.g. Anacreontea 36, 40, 45, 

17, Anacreon 356, 402(c), 

18. Anacreontea 2.6 ('controlled madness' referring to moderation in drinking); 
53,14 ('graceful madness' referring to decorous behaviour.) 
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CHAPTER FOUR 

The Poems on Poetry 

In several poems of the Anacreontea, the poets refer to their own art of 

poetry. These references are not by any means profoundly analytical or didac­

tic; the theme of poetry merely seems to be a suitable and popular subject to 

write about. The exploration of the creative process through which poetry is 

composed as well as of the art itself is a typical feature of Greek and Latin 

lyric poetry in general. 

,I. The Recusatio Motif and the Nature of Lyric Poetry 

The authors of the Anacreontea profess to be true lyric poets, often 

drawing a sharp contrast between the genre in which they are working and epic 

poetry which, in most respects, is antithetical to lyric poetry. The motif of 

the recusatio ('refusal') is therefore used freely as a means by which the 

. authors can openly declare their allegiance to lyric poetry. The recusatio is 

a stylistic device whereby a poet formally declares his preference for writing 

a certain kind of' poetry: he first of all lists various poetic themes and 

styles which he could discuss but categorically rejects them as being inap­

propriate to his own poetic purposes. The recusatio is typically used by lyric 

poets as a means of differentiating between the genres of lyric poetry, in 

which they are working, and of epic poetry, which they find entirely unsuitable 

to their poetic purp~ses. 

The Hellenistic scholar and poet Callimachus (c.305-240 B.C.) provided the 

model upon which subsequent poets styled the recusatio. His preference for 

short, polished poems as opposed to epic brought him into bitter controversy 

with the traditionalists who regarded Homer as the epitome of perfection and 

' 1 
the most. worthy to be imitated. As a preface to his works, and in particular 
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to the Aetia, Callimachus compos~d an apologetic proemium addressed to his 

2 
literary detractors, whom he called the Telchines, in which he defended his 

approach to poetry: 

1 I know that the Telchines mutter at my poetry 
(they are ignorant and no friends of the Muse) 
because I did not compose one continuous poem 

about kings ••. or heroes with thousands of lines 
but I roll out short poetry like a child .•. 

17 Be gone, hateful race of Envy. From here on 
3 judge poetry by skill, not by the Persian measure; 

do not expect a long booming poem to be born from me; 
thunder does not belong to me but to Zeus 
For when I first put a writing-tablet 
on my knees, Lycian Apollo said to me: 
" •.• poet, make the sacrifice as fat as possible 
but the Muse slender, my friend. 
I advise this also: tread where carriages do not go, 
do not drive your chariot upon the tracks common to others 
nor upon the broad path, but rather on paths 
untravelled, even. though your course be narrower. 
For we sing with those who love the clear-toned song 
of cicadas •.• not the braying of donkeys." 
Let another bray like the long-eared donkey 
but I would be the tiny, winged one •.•• 

Callimachus was determined not to continue in the epic ~radition. 4 The best 

kind of poetry, according to him, was short·yet refined and precise (Aen~aAe~v, 

'slender, fine'. ,as the Muse is called by Apollo (.l!..24). 5 Besides the Aetia, 

an elegiac poem dealing with a variety of aetiological legends, Callimachus 

6 wrote numerous other poems in iambic and diverse lyric metres. He was un-

doubtedly an iconoclast; he advocated originality in poetry (cf. U.25-28), 

being himself an innovator in developing the aetiological poem, and he consis­

tently applied his knowledge of a wide range of scholarly subjects to his 

7 poetry. 

The r_i:,_cu_sat_io became the trademark of the A11p;11stan poets in RomP, r,spPdnlly 

Horace, Propertius and Ovid. These poets were ready to admit that their purpose 

was not to compose epic poetry but rather lyric poetry, in whichthey sang most 

8 often about their experiences of love. The first poem in the second book of 
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Ovid's Amores serves as a perfect example. Ovid's attempts at epic poetry were 

unappealing to his girlfriend, who walked out in mid-recitation. He therefore 
' 

changed his tune to singing of her and of love instead, with Amor dictating 

the poems to him (t.38), which resulted in far greater success, 

The Augustan poets also used the recusatio to say that political themes, 

aei a substitution for epic themes, were unsuited to the type of poetry they were 

writing. 9 For example, Propertius (2.10) longs to praise Augustus and his con­

quests in song but feels inadequate to do so because he is a composer of erotic 

verse. In the course of this type of recusatio, however, the poets often 

ended up singing the praises of Augustus and his supporters, such as Maecenas, 

upon whose patronage they relied for survival and success, simply by listing 

the victories and accomplishments they would write about if they had the ability. 

The fact that the recusatio was so popular among the Roman poets10 might 

suggest that the authors of the Anacreontea were acquainted with the technique 

through their knowledge of Latin poetry. This would imply that the recusatio­

poems in the Anacreontea may have been composed when the tradition of using the 

recusatio as a literary device had become well-established, that is, during the 

first century A.O. and later, 11 The various loci similes which West has com-

piled for each poem in the Anacreontea testify to the depth of literary aware­

ness which the poets demonstrated. It is not inconceivable that a scholarly 

poet working in the early centuries after the birth of Christ should write a 

poem in Greek based on Latin literary models. 

It is also possible, however, that the occurrence of recusatio in the 

Anacreontea may be one of the earliest in literary history. Nisbet and Hubbard 

in their commentary on the Odes of Horace suggest that this is the case, going 

even so far as to date the recusationes in the Anacreontea before Callimachus, 

with the comment that the recusatio "may be quite an old literary motif". 12 
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The influence of the Callimachean apology, however, was far more important, as 

h . t 13 t ese commentators pain out. Their observation situates some of the poems_ 

in the Anacreontea at a much earlier time than could be established from any 

other available chronological evidence. They claim that Horace was .directly 

influenced by and indebted to the Anacreontea, which he would have considered 

as the original works of Anacreon. 14 There is no doubt that Horace leaned 

heavily upon the Greek lyric poets, including Sappho, Alcaeus and Anacreon. 

Whether any of the Anacreontea were in existence during Horace's time, however, 

is difficult to prove, although equally there i.s nothing to prove that some of 

those poems which demonstrate sound prosody might not have been composed in the 

first century B.C. In any case, it seems highly unlikely that Anacreon himself 

could have either devised or made use of the recusatio: early Greek lyric is 

less self-conscious than Alexandrian poetry. More to the point is the fact 

that the Augustan poets were the ones who developed the Callimachean apology as 

a defence for composing lyric love poetry instead of epic poetry, which is 

precisely how the recusationes in the Anacreontea are used. The germ of the 

recusatio may be seen developing'in ancient Greek lyric poetry where for the 

first time poets made an earnest attempt to compose subjective poems dealing 

with their own feelings, as opposed to the self-effacing style of epic. It was 

Callimachus, however, who succeeded in formulating an authoritative statement 

on the value of non-epic poetry, a statement which subsequently became the 

backbone for Roman lyric poetry. 

* * * * * * * * * * * 

The second poem of the Anacreontea begins and ends with the same two lines, 

which form a neat framework for the poem. These lines are in essence a recusatio: 

Give me the lyre of Homer 
but without the string of murder. 



16 
The poet of this poem declares that he wishes to emulate Homer but 
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he does not wish to write about the violent exploits of heroes traditionally 

glorified in epic such as the Iliad. In other words, he does not wish to com­

pose epic poetry but lyric poetry. Nisbet and Hubbard draw a comparison between 

this poem and Horace, Odes 1.6 where an image of the 'lyre of peace' is also 

17 found. In this Ode, Horace politely declines to praise the general Agrippa 

in his poem as well as to compose epic poetry on the following grounds (tt.9-12): 

dum pudor 
imbellisque lyrae Musa potens vetat 
laudes egregii Caesaris et tuas 

culpa deterere ingeni 

• . • While modesty 
and the Muse presiding over the peaceful lyre forbid 
me to detract from the glories of noble Caesar and yours 

through the fault of my talent. 

The desire to avoid themes of violence returns in many other poems in the 

Anacreontea, usually in the context of the recusatio. In the fourth poem, the 

poet asks the silversmith Hephaistos not to make a suit of armour for him out 

of the silver but rather a drinking goblet, asking the rhetorical question, 

"What have I to do with battles?" (L4). This whole poem is firmly based on 

the scene from the Iliad (18.368-616) in which Hephaistos fashions a new suit 

of armour for Achilles after the death of Patroklos who was killed while 

wearing the hero's old armour (Iliad 16.130ff.; 783ff.). Homer provides the 

famous description of the new shield (Iliad 18.478ff.), upon which a variety of 

scenes are engraved, including the heavens and the constellations18 (tt.485-491): 

He engraved·upon it the earth, the heavens, the sea, 
the untiring sun and waxing moon 
and all the constellations, those which crown heaven, 
t:.hf! 11 lelu<le.o uw.J the llya<le.s uu<l L:11c mlgl1L of Or lou 
and the Bear, which they also call the Wagon 
which revolves in one place and watches Orion, 
and alone is unwashed by the Ocean. 

In the poem from the Anacreontea, the poet makes a specific request that the 
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same craftsman, Hephaistos, depict no constellations on the goblet (4.7-11): 

Engrave upon it for me 
neither stars nor the Chariot, 
nor hateful Orion. 
What do the Pleiades matter to me, 
What does the fh,e· Ploughman? 

This is a cryptic recusatio. The scenes which the poet commissions for the 

goblet represent 80mc of the poetic images common .in the Anacrcontca: n ha1'.'ve::1t 

scene (t.12ff.; cf. Anacreontea 49), the Loves (t.18), Cythere (t.19) and 

Lyaeus (t.20). The poet wants nothing to do with epic, which is symbolized by 

the constellations as found upon the shield of Achilles. The adjective cn:oyv6v 

(t-9),. 'hateful', has perhaps been chosen to describe Orion not so much because 

19 of his actions or character in myth but simply because the constellation 

bearing his name is engraved on the shield of Achilles and is 'hateful' because 

of its association with the epic. In the fifth poem of the Anacreorttea, an 

20 apparent late imitation of the fourth poem,· the author asks the craftsman to 

engrave 'no loathsome, foreign tale' (tt.8-9) upon the goblet; this may be 

another allusion to epic. 

The epic tales of vengeance and violence appear to be entirely inappro­

priate to the symposium, where the atmosphere is congenial and festive. 

Anacreon himself emphasizes this very point in one of his elegiac poems (2) 

which is quoted by Athenaeus (11.463a) as an example of proper behaviour at the 

symposium: 

00 ~LAeOO 8, KPTJ'CTIPC rrapu TIAe~ olvorro~a~oov 
veCxea xal, rr6Aeµov 5axpo6evw Aeyu; 

dAA' 801:Ls Moocreoov ~e xat dyAau Boop' 'A~po5C'TT)s 
cruµµCcryoov lpa'TT),·µvt=e~aL eoq,p:,ouv~,. 

I <lo uul llk.l! Lhe mun whu opt!Ukti Of HLrl[e an<l t~arful war 
as he drinks his wine beside the full mixing-bowl, 

rather the one who mixes together the splendid gifts of 
the Muses and of Aphrodite and bears the lovely merriment in mind. 

The ideal song for the symposium, according to Anacreon, the accomplished love 
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poet, was a song about love. In rejecting 'the man who speaks of strife and 

tearful war', it is possible that Anacreon had not only epic in mind but also 

the convivial poems of Alcaeus, in which the theme of the politic11l turmoil on 

21 the island of Lesbos was frequently raised. The poet Xenophanes, in his 

detailed description of the model symposium, expresses a similar sentiment 

regarding the kind of song which is suitable for the party; he states that the 

performer should not discuss the battles of Titans, Giants or Centaurs, or 

violent political revolutions since there is no goodness in this (1. 21-23). 
, 

The eo~poouv~ ('merriment, festivity'; cf. Anacreon Eleg. 2.4) of the 

symposium seems to have been almost sacrosanct. Solon complains that the 

Athenian citizens have lost all grasp of civility, even at the feast (3.9-10): 

00 yap enCa,av-raL xa-rexeLV x6pov o66e napouooc; 
e6~poa6vac; xoaµe'i:v'Bai,oc; lv TJOoxC~. 

They do not know how to put a stop to their insolence 
or how to organize the available delights of the feast in peace. 

22 The symposium was an occasion for pleasing conversation and delightful song. 

Pindar describes its pleasantness in one of his victory odes (Nern. 9.48-50): 

'houxCa Be ~LA.ei: µev ouµn6aLov•veo8a),_T]c; 6'a!ll;e-raL 
µa),,8ax~ \ILXa~opCa aov d.OL6~ .. 

8apooHa Be napd xpaTIJpci. ~wva y£ve-ra L. 

But peace loves the banquet; new-born victory 
grows strong through gentle song 

and the voice becomes confident beside the mixing-bowl. 

Wine appears tohave an inspirational effect on the poet, whose songs are such 

.an important part of the symposium. This notion is mentioned in several of the 

Anacreon tea. 

In Anacreontea 42, a poem which is strongly reminiscent of Anacreon 

(Elegy 2), the symposium is described as a place where enjoyment and peace may 

be found. The persona seems to be none other than Anacreon, the poet who is 

noted for creating an atmosphere of happiness and festivity with his convivial 
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cp LAO AO L66po LO 
cpe6yoo ~e"/,.eµva 

YAWTITJ<; 
N • 

xoocpa 

I run from the lightweight darts 
of the insult-loving tongue. 
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This image may in all probability refer to epic poetry, which the author feels 

is not suitable to the symposium. The hurling of a weapon, such as the 'light­

weight darts' mentioned in line 12, is used as a common metaphor for poetic 

composition by Pindar. 24 A similar image may be found in Anacreontea 60(b).3-4: 

-.0 ~eAO<; cpepe xpa~ovov 
O'KOnov clic;; ~a"/,.rov dn eA0'Q<; 

Come on, get control of your weapon 
so that having hit the mark you may get away. 

The "insult-loving tongue" may be interpreted as being that of an epic poet who 

recites tales of quarrel and strife. There seems to be a hidden recusatio in 

this poem •. 

Lyric poetry is often characterized by an overwhelming interest in personal 

experience. Anacreontea 26 is a perfect example of the lyric poet at work; he 

.bypasses the epic subjects of Thebes and Troy in preference to telling his own 

story which is of primary importance: 

You speak about the affairs of Thebes, 
that man about the war-cries of the Phrygians, 
·but I care about my own capture. 
Cavalry did not destroy me, 
nor infantry, nor fleet, 
but another strange army 
striking at me with its eyes. 

25 The stylistic device of the priamel is used effectively here. A very close 

echo of this poem may be found in Ovid's Amores (3. 12 .15-16): 

cum Thebae, cum Troia foret, cum Caesaris acta, 
ingenium movit sola Corinna meum. 

Although there were Thebes, Troy, Caesar's accomplishments, 
only Corinna has stirred my mind. 



Propertius
26 

also uses a similar expression (2.1.9-21): 

non ego Titanas canerem, non Ossan Olympo 
impositam, ut caeli Pelion esset iter, 

nee veteres Thebas, nee Pergama nomen Homeri .••• 

I would not sing about the Titans, 
nor Ossa piled up on Olympus 

so that Pelion would be a way to heaven, 
nor old Thebes nor Pergamum, the glory of Homer. 
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Both Ovid and Propertius as well as the author of this poem from the Anacreontea 

clearly differentiate themselves from those poets who compose epic poetry· and 

then proceed to•describe their own experiences of. love as only lyric poetry can 

allow them to do. 

23: 

A further example of recusatio in the Anacreontea may be detected in poem 

I want to speak about the sons of Atreus, 
and I want to sing about Cadmus, 
but my lyre only sings 
of love with its chords. 
I recently changed the strings, 
even the whole lyre 
and I began to sing of the labours 
of Herakles, but my lyre 
only answered back about loves. 
Far.ewell from here on, 
heroes; you see, my lyre 
siµgs of loves alone. 

Despite all heartfelt intentions, the author is unable to compose epic because 

he is a love poet. The power of love has ultimate control over his poetry. 

The humorous touch of first changing the strings of the lyre and then the 

whole lyre itself in an attempt to become an epic poet is not unlike the whim-

27 sical approach Ovid uses in the recusationes in his Amores. For example, 

Ovid explains in the first poPm nf the first hook that he, ori.gi.nally embarked 

upon a composition of epic poetry but was stopped by Cupid who shot him with 

one of his unerring arrows (ii.26-27): 

me miserum, certas habuit puer ille sagittas. 



uror et in vacuo pectore regnat Amor. 

Alas, poor me! 
I am on fire 

That boy has arrows which never miss their mark. 
and Love holds sway in my empty heart. 
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The epic hexameter was thus displaced by the elegiac couplet. Ovid states near 

the end of his poem (i.28): 

ferrea cum vestris bella valete modis 

Farewell, iron wars with your epic metre, 

a line which is remarkably close to lines 10-12 of Anacreontea 23. 

The stylistic device of the recusatio is used primarily in love poetry. 

Propertius, who was told in his dream by.the Muse Calliope to sing 'of garlanded 

lovers' (3 .• 3.47), declines to write epic and hopes rather that his poems will 

inspire maidens and youths to fall in love (3.9.45). Horace (Odes 2.12) admits 

to· his patron Maecenas that political themes are unsuited to the 'soft measures 

of the lyre' (ii.3-4) and thus he will rather sing of his love for the lady 

· -Licymnia. So also in the Anacreontea the recusatio is used most often in the 

.context of love. 

_Many of the Anacreontea are typical lyric poems in that the central focus 

is on personal experience. The scope of the content is far narrower than in 

epic. Horace admits that his themes are restricted because he is writing as a 

lyric poet (Odes 1.6.16-20): 

nos convivia, nos proelia virginum 
sectis in iuvenes unguibus acrium 
cantamus, vacui, sive quid urimur, 

non praeter solitum leves. 

I sing about drinking-parties, I sing about 
the fights of fierce maidens scratching their boyfriends 
with sharpened fingernails, whether fancy-free 

or even if I am on fire, 
trivial as usual. 

The Roman lyric poets make a scholarly joke out of replacing the tales of 

battles between heroes described in epic poetry with scenes of petty quarrels 
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28 between lovers. In the Anacreontea, the same interests in light themes, as 

opposed to the serious and noble strains of epic, is evident. The poet 

Anacreon clearly took the same approach in his poetic compositions. 

The Anacreontea contain many of the commonest elements found in the genre 

of lyric poetry. 
29 The poems for the most part are relatively short, written 

in a style that is consistently succinct and concise. There is a deliberate 

distinction made between epic and lyric poetry, especially through the use of 

the recusatio motif. The personal experience of the poet is always the main 

focus as opposed to the objective description of traditional epic subjects. 

The themes are intentionally chosen for lightness, even for triviality. The 

topic of love, whether a sweet or a bitter experience, is common throughout the 

Anacreontea as in most lyric poetry. 
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FOOTNOTES TO CHAPTER FOUR (PART I) 

1, Callimachus was a highly controversial figure in his own day. The biting 
invective he uses to criticize his literary opponents (e.g. fr. 191, 192, 
203, 215, 393 Pfeiffer) would suggest that the debate was acrimonious. 
Ferguson (1980, .p.162) describes Callimachus as being "in a state of 
alienation •.. walking by himself," The main point of contention was that 
as a poet Callimachus refused to have any part in or show any respect for 
the epic tradition which by his day had become hackneyed.· The scholiast 
on Callimachus' Prologue "Against the Telchines" (Scholia Florentina, 
Pfeiffer [1949], I, p.3) quotes the names of certain individuals who were 
part of the opposing faction. He includes the names of Asclepiades, a 
third century B.C. writer of love epigrams (cf. H.E. 812-1034), Posidippus, 
another epigrammist included in the Greek Anthology (cf.!!..:_!. 3054-3199) 
and Praxiphanes, a pe:i;ipatetic Hellenistic philosopher whom Callimachus 
denounced in one of his poems (fr, 460. Pfeiffer). Asclepiades seems to 
have been one of several poets who admired the 5th-4th century B.C. epic 
writer Antimachus (cf. A.P. 9.63 = H.E. 958), Callimachus (fr. 398 
Pfeiffer= H.E. 1340) calls Asclepiades' elegy, the 'Lyde', which concerned 
a girl from Lydia, nuxu ('thick'), an adjective denoting prolixity of style, 
This no doubt referred to the poetic style of Antimachus whom Asclepiades 
emulated. Catullus (95 .10) uses the adjective tumid us ('puffed up') to 
describe Antimachus. 

The most significant controversy, however, may have been between 
Callimachus and Apollonius of Rhodes, who was a pupil of Callimachus at 
Alexandria where the two held posts in the library. Their feud, famous 
for being the "archetypal literary dispute" (Bulloch, Camb. Hist. of 
Class. Lit., I, p.586), is clouded by lack of certain evidence, however. 
Apollonius composed narrative epics, of which the Argonautica is extant. 
He was willing to continue in the epic tradition which Callimachus rebuffed. 
Apollonius' exile to Rhodes is generally believed to have resulted in part 
from his clash with Callimachus. The 'Ibis' (fr. 381-2 Pfeiffer) appears 
to have been written by Callimachus in order to mock Apollonius. Klein 
(1975), however, attempts to prove that Apollonius was in fact a devoted 
follower of Callimachus and that his epic has a greater affinity in style 
to the aetiological poem which Callimachus invented and admired than to 
Homeric epic. F. Vian, in his sound inquiry into this controversy 
(Apollonios, Bude (1974), Intro., XIII-XX!), cautions that although 
Calliniachus does not explicitly refer to Apollonius in his extant works, 
one cannot deny the existence of the quarrel in light of the circumstantial 
evidence. 

2, Strabo (14.2.7) provides a detailed description of the Telchines. They 
were inhabitants of Rhodes, having migrated there from Crete and Cyprus. 
Their main profession was metalworking. The Telchines acquired a bad 
reputation, however, perhaps because they were such excellent craftsmen 
and were maligned by those who envied their success, as Strabo speculates. 
They became associated with black magic and sorcery; for example, they 
were said to destroy animals and plants by means of a toxic mixture con­
taining sulphur and water from the river Styx, The name Telchines came to 
be used to mean 'spiteful individuals' or 'backbiters' (LSJ s,v, TeAXt½), 
Callimachus, who probably composed the prologue at a late date following 
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much harassment (Webster (1964], 105), found an appropriate likeness for 
his literary opponents in the evil-working Telchines, 

3. Callimachus uses the phrase oxoCv~ ITepoC6t, 'Persian measure', to mean a 
long poem. The oxoi'.voc;, literally 'rush' or 'reed', was a technical term 
denoting a large measure of land. 

4. In one of his epigrams (A,P. 12.43.1-4 = H.E. 1041-1044) Callimachus writes: 
I abhor the cyclic poem and I do not 
like a road which takes many people this way and that. 
I also hate the wandering lover, and I do not 
drink from the public fountain, I loathe everything that is common. 

The cyclic poem (-ro noE~µa ~o xoxAtxov) refers to that type of epic poetry 
which succeeded Homer (i.e. 7th-6th c. B.C.). Aristotle (Poetics 8; 23) 
professed his intense dislike for this kind .of poetry because, unlike 
Homeric epic, it lacked organic unity. 

In this epigram, which even seems to contain a mockery of love poetry 
(i.3), Callimachus expresses his attitude toward poetry in general. The 
dislike for the well-travelled road (i.2) is echoed in his Prologue (ii.25-
28),. The phrase 'I loathe everything that is common' (i.4) summarizes 
Callimachus' whole approach to poetic composition. He is an iconoclast 
and an innovator. It is worthwhile to compare the similarity· of feelings 
in Horace (Odes 3. 1. 1-4) : 

Odi profanum vulgus et arceo; 
favete linguis. carmina non prius 

audita Musarum sacerdos 
virginibus puerisque canto. 

I hate and I ward off the impious crowd. 
Keep silent. I, the priest of the Muses, 

sing songs not heard before 
for maidens and youths. 

5. Cf. also Callimachus frs. 11, 32; Epigram 29. At the end of his 'Hymn to 
Apollo' (ii.105-109), Callimachus once again voices his preference for the 
short poem instead of the long: 

Envy spoke secretly into the ear of Apollo: 
"I do not admire the poet who does not sing songs as great as the sea." 
Apollo kicked Envy with his foot and spoke thus, 
"The stream of the Assyrian river is great, but it drags 
much filth from the earth and much refuse in its water •..• 11 

Williams (1978, p.89) explains that the Assyrian river (the Euphrates) 
represents: 

.•• the imitation of traditional epic, a genre which in its 
lengthy course has lost all its vitality and has been invoked 
to serve unworthy purposes .••• 

Callimachus continues the passage with the image of a 'pure and undefiled 
trir.klinp; Rtre~m• (H.111-11?) which no i1011ht symholi,Pn his nwn kinil nf 
poetry. In this curious epilogue to a religious hymn, Callimachus seems 
to be returning to the literary controversy which plagued him. It is Envy 
(P0ovoc; i.105) who speaks into Apollo's ear, like Jealousy (Ba(J")(avE~) that 
'hateful race' which Callimachus refers to in his Prologue (i.17). Calli­
machus regarded the hostility as stemming from the jealousy which his 



rivals felt at his poetic successes. 
In simplest terms, Callimachus seems to be saying that he prefers 

the short poem to the long poem. Athenaeus (3.729) wrote that Callimachus 
equated a big book with a great evil: 6 KaAALµaxo~ 6 ypaµµa~LXO~ w µeya 
PL~ALOV l'.aov ~Aeyev elvaL ~~ µeycrA~ xal!~. · But Callimachus may not just 
have been referring to physical size in his condemnation of TO µeya 
PL~ALOV. His own poem, the Aetia, consisted of four books, each containing 
more than one thousand lines, with a total of seven thousand lines. Klein 
(1975) puts forward the argument that Callimachus was referring not to size 
but to style, explaining that Callimachus disapproved of the 'self-impor­
tant stance' and 'high-flown style' in poetry, cs,pecially epic, and pre­
ferred instead a 'light, terse treatment of miscellaneous or various 
elements'. This did not necessarily imply that a good poem had to be 
short. The various epigrams and other pieces of short poetry which Calli­
machus composed, however, attest to his liking for the short poem as well. 

6. As an experimenter in various lyric metres, Callimachus was promoting the 
genre of lyric poetry. Regarding the lyrical element (in Callimachus), 
Ferguson (1980·, p.27) remarks how the poet 'espouses Hesiod as a model 
rather than Homer, and brings a strong lyrical impulse .... ' Lines 2lff. 
of the Aetia are modelled upon Hesiod, Theogony 22-34 where the poet 
imagines that he is being visited by the Muses on Mt. Helicon. 

7. Callimachus was first and foremost a scholar (ypaµIJ.(LTLl!O~). He compiled 
a huge catalogue of Greek literature at the Alexandrian library, He 
appears to have been unable to restrain the impulse to include as much 
scholarly knowledge as he could in his poetry. Webster- (1964, p.103) 
comments that 'the fascination of Kallimachos is the struggle between 
the scholar and the poet, a struggle which with ironical humour he makes 
no attempts to conceal". 

8. E.g. Horace Odes 1.6, 1.19; 2.1, 2.12. Propertius 1.7; 2,l, 2.10; 3.9. 
Ovid Amores 1.1; 3.1. 

9. E.g. Horace Odes 1.26; 2.1, 2.11, 2.12; 3.8, 3.29. Propertius 2.1, 
2.10; 4.1, 4.la. 

10. 

11. 

12. 

11. 

15. 

There does not appear to be a technical equivalent for the literary term 
recusatio in the Greek language, The concept is firmly roo.ted in the tra­
dition of Latin literature. 

Ovid died in A.D. 17. The recusatio motif may be regarded as being most 
typical of the Augustan poets. 

Nisbet and Hubbard (1970), Introduction to- Odes, I ii' , X 1 0 

l I> Id. 

;~1;::a~!s t:~ ~oems of Ibycus (282a), a poet who thrived at the court of 
appears to be aamos tog~ther with Anacreon, it is possible to find what 

recusatio. The poet states that he will not sing about 
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epic themes, which he lists in detail, such as the sack of Troy, the 
seduction of Helen, and the misfortune of Cassandra, because he believes 
that "no living mortal man could tell every detail" (U,25-26). Unfor­
tunately the end of the poem has not remained intact, but it is probable 
that the poet continued by saying that he would rather sing about the 
beauty of Polycrates which would have been pleasing to the ear of the 
tyrant to whom the poem is addressed (i.47). Ibycus is here openly 
admitting his departure from the epic tradition, The same may be said of 
Sappho who obliquely voices her dislike for epic themes when she says 
(16.1-4): 

Some say a host of cavalrymen, others of infantrymen, 
and others of ships is the finest thing upon 
the black earth, but as for me 
it is what a person loves, 

For Aleman (141), playing the lyre well is as mighty as the sword, a 
statement which may also be an allusion to his preference for lyric poetry 
as opposed to epic, The Greek lyric.poets are noted for writing in the 
first person and for dealing with their personal experiences in their 
poetry, 

16. The influence of Homer surfaces from time to time in the Anacreontea. 
Examples include the following: 

Poem 4: craftsman Hephaistos (i.2) 
suit of armour (i.3) 
constellations (ii.8-11) 
grape harvest scene 

(ii,12-2O) 

Poem 9: the shield of Ajax (i.14) 

the sword of Hektor (i.15) 

Poem 14: 'For it is in Achaia 
where the women are 
beautiful (ii.12-13) 

Poem 23: the sons of Atreus (i.l) 

Poem 26: the war-cries of the 
Phrygians (L2) 

Poem 32: .•• OOTEWV A00ev-rrov (i.1O) 
'when our bones have 
been loosened 1 • 

Poem 33.: Bear and Ploughman 
(U.2-3) 

Iliad 18.368-616: Hephaistos fashions 
a new suit of armour for Achilles; 
upon the shield he engraves the con­
stellations (ii.485-489; cf. Od. 5. 
282ff.) and a grape har~est scene 
(U,.561-572). 

Iliad 7,219-223: description of the 
mighty shield of Ajax. 
Iliad 7.299ff.: Hektor gives Ajax his 
sword after they have fought each 
other, 

e.g. Iliad 3.75, 258: 'AxaLi:6a 
XOAALy6vaLxa, 'Achaia with its 
beautiful women'. 

e.g. Iliad passim. Agamemnon and 
Menelaus. 

e.g. Iliad 2.862: a Phrygian contin­
gent came to assist the Trojans. 

e.g. Iliad 21.114, 425: •.. A6-ro 
yo6va~a, 'limbs loosened' (in death). 

Tliad 18.485-489: constellations on 
shield of Achilles. 
Odyssey 5,282-286: Odysseus steers his 
ship by the stars - the Pleiades, 
Ploughman, Great Bear (Wain), Orion. 



Poem 34: on the cicada. 

Poem 55: the rose protects the 
dead (i.25). 

Poem 59: grape-harvest scene (cf. 
poem 4 and 5) 

-grapes are collected in 
baskets (R.. 2) 

-vintage-songs ti.8) 
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Iliad 3.150-2: simile about cicadas. 

Iliad 23.185-6: Aphrodite anoints the 
corpse of Hector with '. the amb.rosial ·c·~, ,, oil of roses ••. f-'06oe;v1:L ••• oAaL'f· .• 
~µ~pocrt'f)· This protects the corpse 
from being mutilated by dogs and from 
being injured when dragged about by 
Achilles. 

Iliad 18.561-572: The scene of a 
grape-harvest is depicted on Achilles' 
shield. The grapes are collected 
into baskets by men and women. Songs 
for the wine harvest are being sung. 

Poem 60(a): the swan of the Cayster Iliad 2.459-463: simile about swans 
river (i.8) on the Caystrian waters. 

17. Nisbet and Hubbard (1970), I, 86. 

18. In the article 'Imago Mundi: Cosmological and Ideological Aspects of the 
Shield of Achilles' (JHS 105 [1985] 11-31), P.R. Hardie discusses the 
reasons why the constellations are engraved upon the shield of Achilles. 
Heroes and their armour are often compared to heavenly bodies in Homer: 
e.g. Iliad 5.4-8, Athene makes the shield and helmet of Diomedes blaze 
like a bright star; Iliad 6.513, Priam shines in his armour like the sun; 
Iliad 11.61-63, Hektor's shield shines like a star through the clouds. 
Such comparisons are especially relevant to the new armour which Hephaistos 
makes for Achilles: the shield glimmers with a great light like that of 
the moon or a star (Iliad 19.374ff.); the helmet shines like a star 
(Iliad 18.382); Achilles, dressed in his panoply, is compared to the sun 
crossing the heavens (Iliad 19.398). The moon, stars and sun represent 
the might and .glory of the epic hero. Hardie also presents artistic evi­
dence that stars were often depicted on shields (e.g. the Altar of Zeus 
at Pergamum). The heavens and the celestial bodies are also part of the 
whole natural world which is depicted in the various scenes engraved upon 
the shield. 

19. Orion was a hunter who loved Merope, the daughter of the king of the island 
of Chios. According to one legend, Orion killed. all the animals on Chios 
for the king in order to win his daughter. Somehow Orion offended the 
king who made him drunk and then blinded him. In another tale, Orion is 
said to have insulted Artemis who killed him in reveng~. Homer speaks of 
the 'might (otlsvo~) of Orion' (Il. 18.486), an expression also found in 
Hesiod (Works and Days 615). The adjective cr-royv6v, 'hateful' (Anacreon­
tea 4.9), by contrast, seems to have an incriminating force. 

20. W"r, ~ (1 QR/1) XVT-XVTT. 

21. Campbell (1983), 39. 

22. Cf. Phocylides 14 Diehl; Theognis 763.· 



23. Maximus of Tyre (37.5 = Anacreon 471) comments: 
.•• Anacreon softened the tyrannical rule 
of Polycrates over the people of Samos by mixing 
it with the hair of Smerdies and Cleobulus, 
the pipes of Bathyllus, and Ionian song. 

24. E.g. Pindar, Olympian 2.83-85; 13.93-95. 

121 

25. The priamel is a stylistic device in which a poet gives a list ·of what · 
other individuals do or how they think and then states how he acts or 
thinks instead. A good -example can be seen in a poem of Sappho (16.1-4) 
in which she says that other people are impressed by the battle array but 
she believes that·what a person loves is "the most beautiful thing". 
Horace uses the priamel in the first poem of the first book of his Odes, 
saying that some men are athletes, some are politicians, others are mer­
chants, others soldiers, but he is a lyric poet. The priamel may also be 
seen employed in Horace, Odes 1.7 and Propertius 2.1.43££., for· example; 
so also in Anacreontea 26, the author states that some poets write about 
the battles of Troy and Thebes, as in epic poetry, but he is going to 
write an account·of his own personal struggle on the battlefront of love. 

26. The image of 'being wounded by a glance' (Anacreontea 26.7) can also be 
found at the beginning of the first book of Propertius' elegies (1.1-2): 

Cynthia prima suis miserum me cepit ocellis, 
contactum nullis ante cupidinibus. 

Cynthia was the first who captured me with her eyes; 
previously I was untouched by desire. 

It is highly probable that Propertius derived his inspiration from an epi­
gram of Meleager (A.P. 12.101 - H.E. 4530; cf. comments by Gow/Page 
(1968) II, .p.661) which begins: ''Myiscus shot at me under· the breast with 
the eyes although I was invulnerable to desire". Compare Aeschylus 
Agamemnon 742: "the gentle weapon of the eyes". · 

27. Cf. Ovid, Amores 2.1. 

28. ·Cf.Horace 1.6.17; Propertius 2.1.45; 3.5.2; Ovid, Amores 1.9; Tibullus 
1.3.63. 

29. Anacreontea 17 is the longest poem in the collection with 46 lines. 
Anacreon.tea 55 has 43 lines. Poems 15, 16, 33 and 58 are all over 30 
lines long. If poem 60 is kept as one complete poem then it too is more 
than 40 lines long. The rest of the poems range from 5 lines (poem 39) 
to roughly 20 lines. 
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II. Poetry·and Wine in the Anaareontea 

Wine is one of the most popular subjects of the Anacreontea. The great 

interest in the topic had its origins in the poetry of Anacreon, much of which 

consisted of material suitable for the symposium or formal drinking-party. 

' 1 
Posterity memorialized him as a poet·primarily of this sort, a biased image 

which is supported to a large degree by the Anacreontea. Some of the poems in 

the collection may be interpreted as being the imagined compositions of Anacreon, 

performed by the poet himself as he plays his-lyre for the guests at the sympo­

sium, The expressiveness and skilfulness of ,the original poems of Anacreon, 

however, are noticeably lacking in the Anacreontea. 

The context in which wine is mentioned in the Anacr.eontea is characteris-

tically one of festivity and merriment, at the grape harvest (4, 59), for 

example,· or at pleasant gatherings of friends at a party (e.g. 36, 42, 43). 

· Elsewhere, however, the tone tends to be more serious, particularly in those 

poems wh_ich have ,as their central focus the notion that inebriation is an effec­

tive means of escaping from the troubles of life (e.g. 38, 45, 48, 50, 52(b)). 

In Anacreontea 21, drinking wine is likened to the natural process by which 

2 trees obtain moisture from the ground (i.2), a necessity for survival. 

Dionysus, the god of wine, is an object of unceasing praise {cf. 38; 50; 

56). 
N 3 

He is called /I tJClt:o<; ( e. g, 4 . 20; 8 .13, etc.), "the Relea·ser", the 

one who offers release from anxious worries (b AtlcrL~prov 49.2) and brings free­

dom to enjoy pleasures (AUcrLTIClLyµrov 50.10 s.v. 1,), The means by which this 

release may be obtained is through the drinking of wine, "a drink alleviating 

sighs" (n6-rov lfcrrovov 56.6). 4 Dionysus himself is described as being "£un­

loving" (~LAOTIClLyµovo<; 42.2) and the one who brings good cheer through wine 
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(50,12), a characterization which is far different from the powerful, spell­

binding god depicted in Euripides' Bacchae.
5 

The effects of wine are pleasurable and relaxing. In Anacreontea 50, an 

extended hymn of praise to wine and Dionysus, the drinking of wine is said to 

remove not only worries but inhibitions as well (tt.21-24): 

Whenever I <lrlnk wlnt! 
baring my soul 
through the aid of the curved cups 
I take delight in the band of youths. 

The theme of wine as possessing a force which opens up the inner self is 

familiar among the lyric poets. Alcaeus (333) devises a unique and perceptive 

statement to describe wine: 

y ' o~voc; yap d:v0pronou 0Eon1:pov 

Wine is a spyglass into a man. 

Theognis sums up the effects of wine in a concise phrase (500) : 

d:vopoc; o'otvoc; ~oed;e v6ov 

wine shows up the mind of a man. 

When thoughts are opened up through the effects of wine and speech flows freely, 

the desire to sing seems to be a natural impulse (cf, Anacreontea 48.4; 50,19). 

Wine and song are often presented as conventional partners. 

In the Anacreontea, many of which would serve as suitable drinking songs, 

the association between wine and song is brought to the fore. Dionysus is 

extolled not only as the traditional giver of wine (49.4) but also as 'the one 

who desires .all song' (38.4). In Anacreontea 20, the fanciful image is pre­

sented of Dionysus, together with Aphrodite and Eros, drinking from a cup con-

tnining the Rnngn of An:irr0nn, S:ippho nod Plnd:1r, poeLu who □ tune.I uL Lin~ plu-

nacle of Greek lyric poetry. The author of Anacreontea 44 wishes to play his 

lyre in the precinct of Dionysus (i.12ff.), a place which, in the context of the 
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Anacreontea, seems entirely appropriate to lyre-playing and graceful dancing. 

In these examples,•it is evident that a deliberate attempt is being made to 

link together the god Dionysus and lyric poetry. 

Dionysus was worshipped in part as a divinity of music and poetry, similar 

to the more ancient god Apollo. His cult titles included A6:>..c.ove6<;, "god of 

Pipe Music", Me'X.TT6t1.evoc;, "Singer", and Mouoay€:t17c;. n ti.tle given most often to 

6 Apollo, meaning "Leader of the Muses". Music played an important role in 

Dionysiac religion •. The powerful choruses in the Bacchae of Euripides give a 

taste of the kind of impassioned music which accompanied Bacchic worship. The 

Maenads describe how the Corybantes on the island of Crete dance to the drum 

and. sweet-sounding auloi (R.R. .126-129) • In another stirring ode, they sing of 

Dionysus who urges on their song, to the accompaniment of loud-booming drums 

and the holy, melodious pipe (R.R..151-165). The chorus hymns Dionysus as the 

one who brings "laughter to the accompaniment of the aulos" (R..380). The 

pounding drums and shrill toned pipes, as well as their own cries, spur on the 

frenzied madness and dances of the Maenads who are filled with the god (ivee□ L). 

A similar kind of Bacchic inadness is mentioned in a few of the Anacreontea 

(9, 12, 53), where the drinking of wine elicits a state of µav £a ('madness'). 

This is at direct odds with the experience of the Maenads in the Bacchae, 

however, since they are.driven to madness by the sheer force of the god Dionysus 

through the aid of hypnotic music, and not by wine, 7 

Specific musical forms, such as the dithyramb and songs for the xooµo<; 

('revel'), were associated with Bacchic festivities. 8 There were special songs 

for the harvest of the grape, as mentioned in Anacreontea 59, where the harves­

"'""' d111wc 1111d cbp to the vintage-songs (bttATJVLOLCJtV ,Yµvot<; £.8). 9 The 

drinking of wine was a traditional occasion for song especially at the sympo-

sium. The celebrations began with the pouring of libations and the singing of 
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a religious hymn. While the guests enjoyed the•ir wine and engaged in conversa-

10 tion, entertainment was provided by pipe-players, dancers and singers. The 

familiar songs of the lyric poets, especially of Alcaeus and Anacreon, were 

frequently performed.
11 

The guests themselves participated by singing ox6A~a 

'drinking songs', in succession around the table. 12 

'fhc oympoolum lo c.lcocrlbc<l ln :::ieveral o[ Lhe Anacreontea; mention is made 

of garlands, perfume, boys serving wine, dancing and lyre-playing. In Anacreon­

tea 42, it is easy to picture Anacreon himself playing the lyre and performing 

his own compositions at a drinking party. Many of the Anacreontea, which imi-

tate, to some extent, the sympotic type of poetry which Anacreon composed, may 

be regarded as conventional cruµrrocrLaxu, especially those poems in which instruc­

tions are given as to the mixing of wine and water (e.g. 2, 47, 48), or requests 

13 are made for drinking and singing (e.g. 38, 43). 

Aulus Gellius (Attic Nights 19.9.1-6) 14 gives an account of a dinner party 

held in celebration of the birthday of Antonius Julianus, a man "well-acquainted 

with ancient literature", where boys and girls entertained the guests by singing 

several 'Avaxpe6v~eLa and songs by Sappho. According to Gellius, the most de­

lightful pieces performed on that occasion were 'the most charming songs of 

aged Anacreon' ( •.• versiculis lepidissimis Anacreontis senis .•. ), an example 

of which he quotes. The poem he chooses is a slightly altered and shorter 

version of Anacreontea 4,
15 

lines about a wine goblet which are most appropriate 

for a drinking party. It is significant that Gellius uses the term 'Avaxpe6v~eLa 

("[songs] of Anacreon"), implying that he was familiar with a corpus of songs 

which he, like everyone else, considered to be the original work of Anacreon. 

Since the poem quoted by Gellius is included, with slight variations, in the 

Anacreontea, however, it is highly probable that the work is an imitation as the 

rest of the poems in the collection most likely are. In fact, the version which 
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Gellius records, being metrically and textually sound, could be the model upon 

which Anacreontea 4, with its metrical faults, was based. The festive atmo­

sphere of the symposium perpetuated the tradition of singing songs in the manner 

of Anacreon. Some of the sympotic poems in the Anacreontea may have originated 

in precisely such a surrounding. 

The connection between wine and song in the Anacreontea is further empha­

sized by the representation of wine as a form of musical or poetic inspiration. 

The drinking of wine is often said to precede the utterance of song. In 

Anacreontea 48, the author states that whenever Bacchus comes, 'I want to 

sing beautifully' (0eAro xaAl:x;.de,5eLv i.4). The personification of wine as 

Bacchus, in the common poetic device of metonymy, 16 intimates that the wine 

possesses a divine element which enters into the person who drinks it. 17 Thus, 

Dionysus plays a direct role in the inspiration of the poet who is filled with 

· the god aveeoc;). Horace (Odes 3. 25) acknowledges the inspiration of Bacchus 

as he is led to ponder various poetic topics at the compulsion of the god. In 

Odes 2.19.1-4, he uses the ingenious image of Bacchus teaching nymphs how to 

sing upon the mountain crags. The poet Callimachus (A.P. 9.566.3 = H.E. 1307) 

speaks of Dionysus 'breathing into a poet' as a form of inspiration. Plato 

links together Dionysus with the Muses and Apollo, whose primary roles concern 

poetic inspiration, when he says that these divinities have been given to 

mortals as patrons for feasts (Laws 653D). In Euripides' Bacchae, the chorus 

begs Dionysus to lead the way to Pieria (i.409), the birthplace of the Muses, 

a place where it is right (0eµL<;) for the Bacchantes to worship their god 

(Ji,.416). Pieria is considered µ,ixap, 'blessed' (J!,.565), by the Maenads because 

it is honoured by Dionysus himself '(Ji,. 566) •18 

In Anacreontea 50, wine appears to evoke song. When the poet drinks, he 

'begins to sing a clear-toned song of the Muses' (J!,.4). He also sings of 
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Cyprian Aphrodite (i.20) while he holds his girl in his arms. Similarly, in 

Anacreontea 2, the poet asks for wine so that he may "sing to the accompani­

ment of lyres and raise the drinking song" (i.7-8) in drunkenness (i.6). 

Wine appears to have some effect on the power of speech according to 

Anacreontea 53. The persona of this poem, an old man who no doubt is intended 

to repre::.unt Anacreon, a::.ks someone to bring wine ::;o that lw may ::.ee an ul<l man 

"who has learned to speak" (1ie6arpt6-ro<; µev elnei'.v· L12). Since the subject of 

the poem is the poet Anacreon, it appears that reference is being made not 

merely to ordinary speech but to the utterance of poetry. There is a remini­

scence here of one of the poems of Anacreon where he discusses his own poetic 

art (402(c)): 

lµe yup t\6yo:,vt etvexa nai'.1i6<; ·&v ~LAEDLev· 
xapCev~a µev yap ~OOl, xapCev~a 1i'o£1ia Ae~aL. 

For youths love me on account of my words; 
for I sing graceful songs and I know how to speak graceful words. 

The poetry of Anacreon may be best described as stylistically graceful. 19 

An awareness of the skilful knowledge and practised art with which Anacreon 

composed his 'graceful poems' may be subtly implied in Anacreontea 53.12 with 

the participle 1ie6a~x6~o<;, 'one who has learned'. The adverb xapLev~c.x;, 

'gracefully', is in fact found in the last line of the poem modifying µav~vaL.· 

The idea of 'graceful madness', however, seems at first glance as paradoxical 

as the 'sane madness' mentioned in Anacreontea 2 (i.6). The madness which is 

spoken of in the Anacreontea (2; 9· , 12; 53; 60(b)) may be interpreted as 

20 referring to the revelry of a drinking party. There is a remote element of 

Bacchic µav Ca as well, but of a weak nature, since the Dionysus of the A_r,_'!_~_,eoE­

tea is depicted as a gentle and unfrightening god. In Anacreorttea 53, the mad-

ness may play a part in the transformation of the old man into a young man, a 

phenomenon which is part of the Bacchic experience. 21 It is appropriate that 
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Anacreon, the one who advocates decorous behaviour at the drinking party and 

whose poetry embodies the element of gracefulness, should himself enjoy the 

convivial celebrations in a graceful manner. Thus, 'graceful madness', an 

ingenious contradiction in terms, makes perfect sense when applied to the poet 

Anacreon. 

The notion that wine was a form of poetic in.!:>piration was very popular in 

classical antiquity, Archilochus acknowledges the power of wine when he 

boasts (120): 

~ b~rovo□oL' &vax~o, xaAOV e~ap~aL µeA□, 
□ L5a 5L06paµ~ov otv~ aoyxepaovro0et, ~peva, 

since I know how to begin the beautiful song of lord Dionysus, 
the dithyramb, when I am struck as by a thunderbolt in my 

senses with wine. 

According to Athenaeus, there were several poets who composed under the influence 

of wine, including Alcaeus and Aristophanes (Athen. 10.429a). Anacreon, how­

ever, "who made wine the subject of all his poetry", merely "pretended to be 

drunk" because he was of good character (&ya0o,) (Athen. 10.429b), Anacreon 

himself speaks of wine and music in the same breath (373): 

~PLCYTTJOO µev L~pLOO Aen~ou µ~xpov dn□xAas, 
oCvoo 5'e~eTILOV xu5ov• vuv·5'a~pc&;· lp6eaaav 
taAAffi TI~X~L5a ~ ~LA~ xroµatrov tnaL51 a~p~t: 

I ate a small piece of light honey cake which I broke off 
and I drank a jug of wine, Now I gently pluck 
my lovely lyre and serenade my pretty girlfriend. 

Simonides, Anacreon's younger contemporary in Athens, is quoted by Athenaeus as 

ascribing the same origin (dpxriv) to wine and music (Athen. 12.40a = Sim. 647). 

The Augustan epigrammatist Antipater of Thessalonica was an outspoken supporter 

of poets who were ot-von6,;ai,, 11wine-drlnkers", as opposed to those who drank 

only water.
22 

Horace adopted the same position. 23 Propertius and Ovid also 

24 freely recognize the influence of wine upon the poet. 
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In the Anacreontea, wine not only appears to have the power to inspire 

song in a poet but may also represent, symbolically, poetry itself. This is. 

one of the most distinctive images in the poems. In Anacreontea 20, the songs 

of Anacreon, Sappho and Pindar are said to be mixed together in a drink, just 

like wine and water, ready for Dionysus or Aphrodite or Love to come and drink. 

The mention of PindRr i.n this ~omh:inntion of "swPPt-si.nr,inr," (r]fi1ll'-EATJ<; 20.1, 2) 

poets is significant because Pindar frequently uses the image of wine or some 

liquid to symbolize poetry. The third Nemean Ode, dedicated to Aristocleides 

of Aegina, draws to its close with the following image (ii.76-79): 

... xai:pe, <p~:\oc; · 
neµnro, µeµLyµevov µ£AL 
mlV yaAClK~L, KLpvaµeva 
n6µ' doC6Lµov Ato:l.~aLv 

lyib 1:66e 1:0 L 

Aeox~ · 
6'~epa' dµ.<peneL, 
lv TIVOClLOLV a6\oov: •.. 

••• Farewell, friend. I send this drink of song 
to you, mixed with honey and white 
milk, crowned with foam from the mixing, 
to the accompaniment of Aeolian pipes ...• 

Pindar speaks of his thirst for song (Pythian 9.103-104) and of the Muses' 

songs mixed in a wine crater (Isthmian 6.2). The image works successfully 

because wine and poetry, especially lyric poetry, are so closely connected; 

wine, like love, is one of the most popular subjects for lyric poets. 

Anacreontea 2 has the form of a typical drinking song in which goblets of 

wine are requested (i.6) and instructions are given as to the mixing of the 

wine (L4). The lemmatist has added to this poem the title ~ClDLALx(6v), 'a 

royal song', signifying that it was addressed to the aoµnoaCapxoc;, 25 also 

called ~ClDLAe6c;, 26 who was in charge of mixing the wine and water at the sym­

posium. However, the author of this poem does not speak of water being added 

to the wine but rather Seaµrov; 'laws' (i.3) and v6µouc;, 'customs' (i.4). The 

exact implication of this passage is not clear. The author may be referring to 

modcrntion in drinking, with the 'laws' and 'customs' representing certain 



130 

codes of behaviour which should be followed at the party. In line 6, the 

paradoxical phrase Ono OOlqlpovoc; 6~ \60-0T]<;, "in controlled madness", may further 

emphasize the point of regulated drinking. Anacreon himself uses similar dic­

tion in one of his sympotic poems (356): 

Come, then, boy, bring us 
a bowl, so that I may drink 
without breath. Pour in ten ladles 
of water and five of wine 
in order that I may once again 
be mad in Bacchic frenzy without insolence. 

There may be another viable interpretation of Anacreontea 2, however. The 

whole poem revolves around the theme of poetry. It begins and ends with a 

denunciation of epic poetry in preference for lyric poetry (ii.1-2 and.9-10), 

and wine once again appears to have the power to elicit song, leading to that 

state of drunkenness in which the poet sings (ii.5, 7-8). Perhaps the 'laws' 

and 'customs' refer to the rules and regulations of poetic composition, such as 

those regarding metre, to which a poet must adhere. These rules are combined 

with the wine which could represent poetry itself. With the assumption that 

the symbolism concerns the poetic process, the imagery becomes more logical. 

It may be unwise, however, to impart such abstruse symbolism to any poem in the 

Anacreontea. The poem remains enigmatic in the collection. 

In the fourth poem of the Anacreontea, and also in the fifth, which imi­

tates it in style and content, the author gives specific instructions regarding 

the engraving on a wine goblet. The poem is in essence a refusal to compose 

epic poetry (recusatio) since epic tales are not to be engraved. Instead, 

those scenes and characters which figure prominently in the Anacreontea are to 
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be depicted, including a harvest scene, the Loves, the Graces, Aphrodite and 

Dionysus. The goblet, therefore, must be intended to have some metaphoric con­

nection with poetry. More precisely, it is the wine inside the goblet which 

has the greater association with poetry. 

It is illustrative to compare one of the similes used by Pindar, involving 

a wine, a container for the wine and poetry (Olympian 7.1-10): 

4LOAUV oo, et TLs a~veLa,·ano xeLpo, eAWV 
[v/iov dµrr eAO\J }(UXAO);'.O LOUV 6p6oro 
6oop~creTUL ' 
veavt~ yaµ~p~ npontvoov otxo0ev ot}(aoe, nayxpuoov 

KOpu~av K~eavwv, 
ooµrrocrtou Te XOPLV }(UOOs Te TLµaOULs e6v, ev Be ~LAOOV 
rrapeOVTOOV 0~xe VLV );'.aA001:0V oµo~pOVOs e6va,; 
}(Ut eyro vexTap XtJTOV, MOLOOV.OOCTLV, ae0Ao~6poLs 
avopacrLV rreµrroov, YA\JKOV }(Upnov ~pev6,, 
tAaaxoµaL, 
06Auµn£a ITu0oL ie VLMffiVTecrcrLV" 

As when a man takes in his hand a bowl 
bubbling inside with the dew of the vine 
and gives it 
to his young son-in-law, offering a toast from home to home, 

all-gold prize of his possessions, 
delight of the banquet and honouring his new relative 
and makes him envied by his friends on account of his 

harmonious marriage, 
so I too send a drink of nectar, gift of the Muses, 
sweet fruit of my mind,. to the prize-winning man, 
victorious at Olympia and Pytho 
and give him honour. 

In this elaborate simile, Pindar likens his poem, which he calls "nectar", to 

the bowl and also to the wine in the bowl. As a container for the wine, which 

represents poetry, the bowl appears to have a symbolic significance of its own. 

Bowra interprets the symbolism in literal terms, explaining that the bowl is 

"the actual form of the song" and that the wine inside represents the contents 

t. t 27 o t 1e song. The same interpretation may also be logically applied to 

Anacreontea 4 and 5 as well. The goblets which are engraved with lyric themes, 

as found commonly throughout the Anacreon tea, could· represent the form or mold 
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of a lyric poem while the wine inside the cup is the poem itself. 

In Anacreontea 60(b) the image of poetry as a drink of wine is found once 

again (tt.9-10): 

Drink the cup to the boys, 
the lovely cup of words. 

The whole poem has a strong Pindaric flavour, both in the symbolism of wine as 

poetry and in the image of the hurling of a weapon (tt.3-4), a metaphor for 

poetic composition which is commonly used by Pindar. The phrase vEx~apo~ 

110~o°Lo, 'drink of nectar', (Lll) is also borrowed from Pindar. 28 The madness 

mentioned in the second line of the poem may refer to the µav(a ('madness') of 

29 a poet, a notion explored in some depth by Plato. He theorized that poets 

are overtaken by a divine madness when they compose poetry and that this 

experience is essential to the success of a poet. It is possible that a 

similar kind of furor poeticus is implied in Anacreontea 2, where the author 

wishes to sing in a state of madness (t.6). 

Wine as a symbol for poetry is used with particular reference to love 

poetry in Anacreontea 58, In this poem, a long tirade on the evils of wealth, 

the author speaks of the consolation he finds in playing his lyre, a constant 

friend, when he is troubled by financial problems, The argument is presented 

that the music of the lyre is far more conducive to true love than gold, which 

is fleeting and deceptive. The poet addresses gold,. saying (U. 23-27) : 

For you instilled in men a lust 
for deception and coveting, you indeed; 
but my lyre mixes cups of desires 
which cause no pain to marriage chambers 
and chaste kisses, 

The image of 'the lyre mixing cups of desires' refers to the composition of 

love poetry. The mention of wine cups (xuns\\n, i.27) serves as another example 

of wine being directly associated with poetry. Horace uses a similar approach 
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when he boasts that he knows how to mix drinks of desire with his amatory poems 

(desiderique temperare potula [.§E_, 17 .80]). John of Gaza, writing in the sixth 

century A.D., a date when some of the later Anacreontea might have been com­

posed, also employs the same imagery (3.11): 

66~e µo~ n60ou x6ne\\ov 

give me a drink of desire. 

The symbol of wine as poetry is one of the most effective stylistic features in 

the Anacreontea. 
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FOOTNOTES TO -CHAPTER FOUR (PART II) 

1, The descriptions of Anacreon's statue in the Greek Anthology focus on the 
drunken state of the poet (A.P. 16.306 '== H.E. 2151; · 307 = H.E. 2514; 308:::; 
F.G.E. 450; 309). The epigrammatists are far more complimentary regarding 
the tomb of Anacreon where grape vines abound and wine bubbles forth from 
the ground (A.P. 7.23 a H.E. 246; 24 = F.G.E. 956; 31 = H.E. 1575). 
Those who pass by the tomb are invited to pour wine upon the ashes of 
Anacreon (A.P. 26 = H.E. 252), the old man whose whole life was poured 
out as an offering to the Muses, Dionysus and Love (A.P. 27.9-10 = _!h!. 
268-269). 

2. Anacreontea 21 was imitated by Abraham Cowley (1618-1667). His version, 
written in lilting iambics, has twenty lines, whereas the poem in the 
Anacreontea has only seven. 

3. The word AuaLo~, from AUro, 'release', is used for Dionysus in the Anacreon­
tea. far more frequently than tJ L6vooo<; or BtiKXO<;. The Latin Lyaeus is a 
direct borrowing. The release from worries which Dionysus brings is one 
of the main currents in Dionysiac religion (cf. Eur. Bae. 280ff.; 381; 
Farnell, Cults, vol. 5 p.120). 

4. West keeps the ms reading n68ov &m:ovov, 'desire without sighs', and does 
not accept Stephanus' emendation (cf. my note on 56.6). 

5. Dodds (Eur. Bacchae, Oxford [1960] xii) points out that such a representa­
tion of Dionysus as found in the Anacreontea was typical of post-Classical 

II thinking and does not reflect the true nature of the god: ••. It was the 
Alexandrines, and above all the Romans -- with their tidy functionalism 
and their cheerful obtuseness in all matters of the spirit -- who depart­
mentalized Dionysus as 'jolly Bacchus' the wine-god with his riotous crew 
of nymphs and satyrs ••• If we are to understand the Bacchae, our first 
step is to unthink all this: to forget the pictures of Titian and Rubens, 
to forget Keats and his 'god of breathless cups and chirping mirth', to 
remember .•• that ~aKxs6eLv is not to 'revel' but to have a particular 
kind of religious experience .••• " 

6. Dionysus A6Arove6<;: I.C. 3.193, 197; MeAn6µevo<;: Paus. 1.25; 1.31.6; 
I .G. 3. 20; MooouyeTI]<;: on an inscription at Naxos from Roman times ·(cf. 
Farnell, Cults, V, 145 and 307). 

7. Pentheus imagines that the Maenads are drunk (Eur. Bae. 260ff.) but he is 
told by the messenger who has observed them that they are actually sober 
(.L 686) . 

8. The dithyramb is exciting and ecstatic in tone (cf. Pindar), being directly 
connected with Dionysus, who is himself called 1h06pir.µ[loc: (e.g. Eur. Ba_c. 
526; cf. Pickard-Cambridge, Dithyramb, Tragedy and Comedy, Oxford (1962) 
p.lff.). . 

The KWµo<;, 'revel', is frequently depicted on Greek vases. The figures 
are shown drinking wine, dancing and singing (cf. [Hesiod] Shield 281-282 

veo~ ){O)µa~ov &n' UOAOO, I ... on' opx~er/'l> KUL ~o"o~, ' ••• youths 
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enjoying the revel to the accompaniment of the pipe I ... dance and song'). 
The word xoiµoc; came to mean I a song which is sung at a revel 1 (cf. Pindar 
Nemean 3.5; Aristophanes, Banqueters 104, 988). 

9. In the grape-harvest scene depicted on the shield of Achilles, (Iliad 18. 
56lff.), a boy plays his lyre in the midst of the harvesters and sings 'the 
lovely Linos-song' (Q..570)'. The workers dance to this song as they gather 
the grapes. The Linos-song was a dirge, bewailing the death of a youth 
named Linos; it was commonly sung,at the harvest perhaps in lament of the 
passing summer (cf. Farnell [1891] 13). Hesiod writes that th~ song was 
also sung at feasts and dance'.s (fr. l). 

10. Cf. Xenophon, Symposium 2.1; ,xenophanes 12. 

11. Aristophanes, Thesmophoriazusae 161. 

12. Cf. Aristophanes, Wasps 1216ff. Athehaeus (15. 693f.-695f.) provides a 
collection of crn6\La, literally, 'crooked songs', so called because the, 
order of the singers followed a zig-zag pattern at the table. He·refers 
to Anacreon as one of the composers of such songs. The m<OALa were pri­
marily associated with Athens (hence 'A1:1:L1«i crn6ha, A then. 693f.). 

13. The same features characterize most sympotic poetry, especially that of 
Anacreon (cf. 356, 396, 406). 

14. The fact that a version of Anacreontea 4 has been,preserved by Aulus 
Gellius is an invaluable help in the difficult problem of dating the 
Anacreontea. Gellius lived c.A.D. 130-c,180 and it is believed· that his 
work, the Attic Nights, was published a short time before A:n. 180. The 
poem was therefore known, in some version, in the second century A.D. 

15. Version of Anacreontea 4 as presented by Aulus Gellius (Attic Nights 
19.9.6): 

Tov llpyupov 1:0pe6ooc; 
vl-lq,aurre µoL 110 LTJOOY 
11avo11\i:a,c; µev oox£· 

,,. ... ;! ' ' ,,. 't"L yap µCIXULOL xd,µoL; 
!lOTI]pLOV l:ie KOLAOV 
3oov 66vu ~6.Suvov. 
xat µTl 11oi.eL ,a1:' a&-t-6 
µfrt-' llmpa µfrt-' 'A µa.!;ac;, 
µTJ muyvov 'Q p i.wva • 
't"L TT\ual:iwv µeAEL µoL' 
1:i. l:i' dmepoc; Bowi:ew; 
!lOLT]OOV dµne\ouc; µoL, 
xat ~61:puac; xa1:' ao1:~v, 

·noLet.' 6~ ArivOv otvoo, 
xat xpucrfouc; na1:o'ov-rac; 
6µoo i<i:t\ro , /\uai.w 
JI - L .,_ L, 

EpW1:a xaL Bci9u\\ov. 



As you work your silver, 
Hephaistos, make 
no suit of armour for me. 

·For what are battles to me? 
Carve out rather a hollow wine cup 
as deep as possible. 
Engrave upon it 
neither stars nor Wain, 
nor hateful Orion. 
What do the Pleiades matter to me, 
what does the fine Ploughman? 
Engrave vines for me 
and grape bunches on them, 
engrave a wine press 
and Love and Bathyllus 
in gold as wine-treaders 
together with beautiful Lyaeus, 
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16. E.g. Baxxo, = wine, Euripides, Iphigenia at Aulis 106l; Lyaeus = wine, 
Horace,Odes 1.22; Epodes 9.37; Vergil, Aeneid 1.686. 

17. At Euripides' Bacchae L284, wine is equated with the god Dionysus, who 
is poured out in libation. Dionysus was believed to inhabit wine, "the 
most potent ••• vehicle of Bacchic possession or divine communion, being 
the quintessence of that god-life that moved in the juices and sap of the 
earth" (Farnell, Cults, vol. 5, p.122). 

18. Dionysus is traditionally said to have visited Pieria (Delphic Paean 54f. 
Cf. Dodds' note on Bacchae, U.409-411). 

19. Cf. Bowra (1961), 282. The superlative lepidissimi, 'most 
charming', which Aulus Gellius uses to describe Anacreon (Attic Nights 
19.96) is an appropriate choice. Athenaeus calls Anacreon xap(eLs 
'graceful' (11. 463a) • · 

20. Horace also refers to the revelry of a drinking party as madness, an 
experience which he professes to enjoy (e.g. Odes, 3.19.18 insanire iwat 
'It is a delight to go mad'; cf, also Od7s 2.7.27-8; 4.12.28). 

21. In Euripides' Bacchae, old Teiresias and Cadmus join in the Bacchic 
rituals despite their age believing that Dionysus expects hon~ur from all 
mankind (2.208). Cadmus says that he has forgotten his old age (22.188-
189) and Teiresias admits to feeling young enough to dance (22.189-190). 

22. E.g. Antipater of Thessalonica A.P. 9.305 = G.P. 267; A.P. 11.20 = G.P. 
185; A.P. 11.24 = G.P. 87; A.p;-11.31 = G.p;-273. InA.P. 11.23.5-6 
(= G.P~81-282), Antipater urn the image of 'wine as being a swift 
ltot.:uc Lu '-' pucL'. The flfll1 ctrnLury ll.C. comlc pu~t Cratinus seems to 
have been the originator of this image. Nicaenetus, a Hellenistic epi­
grammaEist, quotes Cratinus more fully·(A,P. 13.29.1-2 = H.E. 2711-12): 

Olv6, -coL xap£ev-cL neAeL -caxo, tnno, doLB11 · 
"B B' ' 6 ' u ' 6 ' o rop e nLvrov o B.ev uv -cexoL, oocp v. 
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Wine is a swift horse to the graceful poet 
but by drinking water you will produce nothing skilful. 

23. Horace, Epistles 1.19.1-3. 

24. Propertius acknowledges Dionysus as his patron for poetic inspiration 
(e.g. 2.30.38; 3.2.9; 3.17 .20; 4.1.62) ., Ovid also speaks of Bacchus 
as his companion (Amores 1.3.11) and mentions wine as inspiring song 
( .•• carmina vino / ingonium faciente camint ... Met. 7 .432-3). 

25. CL Xenophon, Amil>a,ais 6.1.30. 

26. LSJ s.v. ~<IGLAEtJ<; V; cf. Plutarch, Mor. 622a. 

27. Bowra, Pindar (Oxford, 1964), 25. 

28. Pindar, Olympian 7.7, vlx~ap xu~6v. 

29. Cf. Plato, Phaedrus 245A; Ion 534B, 536B; Apology22C; Meno 99D. Demo­
critus proposed the same hypothesis, stating that the best poets were 
filled with divine madness (fr. 17, 18). Dodds (The Greeks and the 
Irrational, Berkeley 1971, p. 82) comments that the notion of the frenzied poet was 
'a by-product of the Dionysiac movement with its emphasis on the value of 
abnormal mental states'. Plato (Ion 536B) says the madness of poets is 
just like that of the Corybantes.--

West, however, notes in his apparatus criticus to Anacreontea 60 that 
since the madness mentioned in the poem is qualified as 'the finest mad­
ness' (µc:tv£~v µc:tVELS ap£~v 60(b).2 = West 60.31) it must refer to erotic 
madness which Plato calls the finest kind (Phaedrus 265b). Such an under­
standing of the text seems acceptable if the poem is not split in two (cf. 
my note on Anacreontea 60), since the first section deals with the love 
story of Phoebus and Apollo. The main theme of Anacreontea 60(b), how­
ever, as a poem standing on its own, appears to be poetry itself and not 
love. Thus, the madness would more logically refer to poetic madness, 
despite Plato's comment. 
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Ill. Ana<'.ll'eontea 34: The Cicada Metaphor 
£,. ~ 

Anacreontea 34 is one of the most famous poems in the collection. It was 

a popular model for imitation among those poets who perpetuated the tradition 

. 1 
of anacreontic poetry, including Ronsard, Belleau, Cowley and Lovelace. The 

version by Goethe, 'An Die Cicade 1 , is particularly expressive and faithful to 

2 the original. The appeal of the poem lies not only in the skilfulness of its 

composition but also in the potential applications of the image of the dew-fed 

cicada to the poet-singer. The cicada came to be a frequent poetic topos 

chiefly because the chirping of the insect was admired in antiquity for its 

musicality. Of all the many references to the cicada in both Greek and Latin 

literature, Anacreontea 34 stands out as the locus classicus in which traditional 

and innovative elements are brought together. 

The cicada appears as common poetic image as early as Homer, who compares 

the flowing speech of the eloquent Trojan elders to the song of the cicada 

(Iliad 3.150-152): 
... d:yoprrmi 

lo0Aot, ~e1:1:tyeoatv lotx6~e,, ot ~e xa8'~A~V 
6ev6pe~ l~et6µevot 8na Aetpt6eooov teta~v . 

• . . noble 
speakers, seeming like cicadas, who throughout the forest 
sit upon trees and pour forth their lily-like voice,3 

The emergence of the cicada with its distinctive chirping is traditionally re­

garded as an indication of summer's arrival, an association readily acknow­

ledged by poets. For example, in the pseudo-Hesiodic Shield of Heracles, 

Cycnus and Heracles fight in the heat of summer, the season when the cicada is 

in song (393-391, 401): 

~µo, 56 XAOEP~ xuav6n~epo, ~XET.a ~S'TTL~ 
8tw l~et6~evo, 8epo, dv8poonotatv det6etv 
llpxe~at, ~ ~e n6at, xa1 ppooa~, e~1u, lep~, 



When the dark-winged, shrill cicada 
sitting upon a green shoot begins to sing 
of summer to men -- its food and drink are delicate dew -­
and from dawn through the whole day pours forth 
its voice in the most torrid heat •.. 
at that season they fought and great clamour arose. 
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The cicada is commonly described as shrill-voiced and sitting upon the branches 

4 of the trees in the heat of •the sun. The dew-diet of the cicada is a popular 

notion, frequently alluded to in poetic contexts and also recognized by the 

naturalists of antiquity including Aristotle, Pliny and Aelianus.
5 

Another 

example of the association between summer and the cicada may be found in 

Hesiod's Works and Days (582-584), where the insect is described as producing 

his shrill song "in the season of wearisome heat." This passage evidently 

served as the inspiration for one of the convivial songs of Alcaeus (347 L-P). 

Vergil's use of alliteration is striking as he describes a typical summer 

scene (Georg. 3.328): 

et cantu querulae rumpent arbusta cicadae 

and plaintive cicadas will rend the forest with song. 

For Juvenal, the words expectate cicadas, 'wait for the cicadas' (9.69) are 

sufficient to express his anticipation of summer. In Anacreontea 34, the 

cicada, perched upon the· treetops· and drinking dew, is called 'the sweet har­

binger of summer' (t.11). 

The appeal of the cicada's song and the intriguing habits of the insect 

itself, with its supposed dew-diet and self-rejuvenating powers, accounted for 

Lhc wltlct:iprcut.1 !JUpuL.LL'lLy o( clcm.lu-ltnagcr.y iu poct.:ry. ~uch n dt.•t,Ti1ed :ind 

isolated treatment of the image as is found in Anacreontea 34; however, is 

unprecedented. The poem may be a reflection of the surge of interest in 



140 

nature and living creatures which arose during'the Hellenistic period, espe­

cially in the pastoral poems of Theocritus, and which remained constant for the 

6 
next few centuries as revealed in the Greek Anthology. A few other po~ms in 

the Anacreontea appear to have been composed with a similar approach, such as 

10 and 25, which are addressed to swallows, 15, directed to a pigeon, and 35, 

where a bee 1.s meutloned. The lnclusio11 of poem 34 in the Anacrcuntea must 

clearly have been determined upon the basis of its metre; an extended poem on 

the topic of the insect is completely alien to the style and content of the 

original poetry of Anacreon. 

In many respects, Anacreontea 34 bears resemblance to a religious hymn or 

psalm. This is entirely appropriate to the main theme of the poem, the semi­

divine nature of the cicada. The opening salutation, MaxapC,oµev, 'We deem 

you blessed', is overtly religious in tone, recalling the familiar Homeric 

description of the gods as µltxape,, 'the blessed ones•. 7 The cicada shares in 

the glory of the gods by being honoured by mortals (£.10). The gods are be­

lieved to have no blood in their veins, but rather ichor, hecause they do not 

8 
consume mortal food. Similarly, the cicada is called '6.va~µlioopxe, 'with 

9 bloodless flesh' (£.17), a word which occurs only here, and it is said to feed 

on dew, an ethereal substance, not unlike the nectar of the gods, with divine 

10 associations'of its own. 

The cicada is regarded as being unaffected by old age (£.15) because .of 

the manner in which it sheds its skin after emerging from the larva deposited 

in the earth. Moreover, the cicada only survives for a few months in its 

existence above ground and therefore avoids old age altogether. The cicada 

thus appears as ageless as the immortal gods. 

The story is told in mythology of Tithonus, the beloved of Eos, .goddess 

of the dawn, who was granted immortal life but without eternal youth, which was 
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foolishly overlooked in the request. As Tithonus shrank and decayed with old 

age, Eos locked him into a chamber where he continued to deteriorate with age 

and .babbled without ceasing. 
11 

According to some accounts, he was turned into 

a cicada, having only the power of speech left, but being able to rejuvenate 

himself by shedding his old skin. Like the cicada, which feeds on dew, Tithonus 

12 .1.8 glven amht"lH-;J.a Lu drlnk. The mctnmor.phnnis of Tithonus into fl c.i.c.1d.1 is 

entirely appropriate in the light of the immortal qualities traditionally 

associated with the insect. 

The adjective ana0-ii~, 'free from suffering' (£.17), also seems to be re­

lated to the divine nature of the cicada. According to Epicurean philosophy, 

the gods were incapable of feeling pain and enjoyed a peaceful existence com-

- 13 _pletely removed from the affairs of mortals. The cicada, however, does 

demonstrate some concern in being benevolent to farmers (££.8-9) by not des­

troying crops as locusts do. Dihle14 understands the cicada as representing 

the ideal Stoic sage who is immune to emotional pain (ana0~~) because of the 

lack of blood, the conduit for feeling and emotions according to Stoic philo­

sophy. It is evident that the adjective ana01j~ helps to convey the overa.11 

message that the cicada is an extraordinary creature whose existence is un­

touched by mortal suffering. This supernatural quality is further emphasized 

by the belief that the cicada defies the laws of nature in being earthborn 

(£.16) _ is 

The metaphorical association between cicadas and poets emerges as a central 

theme in Anacreontea 34. The cicada is said to have received from Apollo the 

gift of the clear-toned song (Atyop~v 5'iO(Jl~ev otµ~v £.14)o There appears to 

be a close verhal echo here of Homer who says that Demodocus, the blind bard 

at the court of King Alcinous of Phaeacia, was taught to sing by the Muse 

(orµa~ Moocr' l5t5nse Od. 8.481). The dew-which the cicada drinks appears to 
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be a medium for poetic inspiration, similar to wine, the traditional drink of 

poets. 16 The cicada first drinks the dew (.Q..3) and then breaks forth into song 

{.Q..4) .• Antipater of Thessalonica (first century B.C.) draws an obvious connec­

tion between wine and dew in one of his epigrams about a cicada (A.P. 9.92.1-2 

= G.P. 81-82):
17 

c:\.r'Xr.L 'T.t,TT.Lyn.<; p.f,06ma 
deCBe~v x6xvrov etcrt 

Dew is enough to make cicadas drunk. But having drunk it 
they are able to sing louder than swans. 

In this passage, the cicada represents the poet himself who continues to say 

that he will memorialize his patron through poetry even though little payment 

has been given. 

There has traditionally been a strong association between dew and the 

Muses, the goddesses of poetic inspiration by whom the cicadas are loved (t.12). 

According to Hesiod's Theogony (80ff.), the Muses touch the lips of kings, 

while yet in infancy, with dew·. As a result, the kings mature into eloquent 

speakers, with "honeyed words flowing from their mouths," and are consequently 

honoured by men as gods. It is significant that the author of Anacreontea 34 

writes that the cicada sings like a king (t.4) and is also honoured by mortals 

{.Q..10). 18 Borthwick suggests that this is an intentional and "learned allu-

sion" to the Hesiodic passage. The association between kings and Muses is 

further explained by Plutarch (~. 801E), who notes that it was common for 

kings who wished to be good speakers to pay special honour to the Muse Calliope. 

Plutarch cites Hesiod's Theogony as a parallel reference. The comparison ,of 

the cicada to a king, despite all r·elevant connections with dew and t~e Muses, 

is a striking oxymoron; there is a humorous contrast between the tiny insect 

who drinks droplets of dew and the potentate who has possession of everything 

in the fields and the forests {.Q..Q..5-7). 
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Cicadas are often directly associated with the Muses, a fact which is 

important to the understanding of the insect in the contexts of both divinity 

and poetry. The poets of the Creek .Anthology, who demonstrate a particular 

fascination with the cicada and its amazing musical abilities, 19 frequently 

represent the insect as being especially blessed by the Muses. For example, 

the cicada is addressed as "the one who c.all s with the voice of the Muse" 

(A.P. 9.372.6 = F.G.E. 2067 Tiberius Ilus). In a curious epigram of Posidip-

pus (third century B.C.), the poet, who is tormented by love, likens himself 

to a "cicada of the Muses" which has been captured by Love and is tortured 

with fire upon a bed of thorns (A.P. 12.98 = H.E. 3074). The theme of music -- --. 
is central in an epigram of Leonidas in which a cicada admits to loving Athena, 

the inventress of the aulos, as much as the insect itself is loved by the 

Muses (A.P. 6.120 = H.E. 2521).' It is also significant that Homer's phrase 

/Sna AeLPLOecraav, 'lily-like voice' (Il.. 3 .152), describing the cicada's song, 

is the same as Hesiod's ~ml. \e LPLOscrqi (Theog. 41) used of the Muses' voice. 

The origin of the association between Muses and cicadas is explained in an 

aetiological myth told by Socrates (Plato, Phaedrus 259cff.). He is reminded 

of the story as he hears the cicadas while walking outside with his companion, 

Phaedrus. The philosopher explains that when the Muses first offered the 

power of song to mortals, some· .individuals were so carried away with singing 

that they neglected to eat and perished. From these emerged the race ,of 

cicadas who, according to Socrates, have need of no food at all and sing until 

they die. After their death, the cicadas are to report to the Muses· which men 

have been paying the goddesses honour. With this tale, Socrates encourages 

Phaedrus to continue in philosophical discussion with him and not to rest, 

since the cicadas are .listening and will make report to Calliope and Urania, 

the Muses of Philosophy. 
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Socrates refers to the cicadas as 'the spokesmen of the Muses' (ot -i:rov 

Mouorov 'npocpryrin Plato, Phaedrus 262d). There may be a subtle allusion to this 

statement in Anacreontea 34.11 where the cicada is called npocpfrnl~, in the 

20 
sense of a 'harbinger' of the summer season. The word npocpfrnl~, however, 

seems to be double-edged. Since the cicada is so closely associated with the 

Muses and with song, the insect appears to he a sllitable metaphor for a poet. 

It is not uncommon for poets to refer to themselves as npoq,Yf,;6.L in recognition 

of the divine force through which they are able to compose poetry and thereby 

take on the role of 'interpreters' or 'prophets' of the gods. Bacchylides 

(8.3) calls himself "the sacred spokesman of the violet-eyed Muses" (Mouoav· 

lo~Aecpaprov 0e1o~ npocpa~a~). Pindar, a close contemporary and rival of Bacchy­

lides, expresses the identical sentiment in a paean addressed to the people of 

Delphi (Paean 6.6), referring to himself as 'the spokesman of the Pierians in 

song' (do~5~µov IT~ep£5rov npocpa~av). Since Delphi was regarded as the prophetic 

centre of the earth, it seems entirely appropriate for Pindar to have called 

h . lf h i h. 21 imse a prop et n tis paean. 

Poets have frequently identified themselves with the cicada, a direct 

result of the traditional association between cicadas and Muses. Lucian 

(Pseudologista I) describes how Archilochus on being insulted likened himself 

to "a cicada caught by its wing" (Fr. 223 West). Plutarch ,(Mor. 560E) recounts 

the story of Callondes, nicknamed Corax ('crow'), who was accused of killing 

Archilochus in battle. As expiation for this crime, he was commanded in an 

enigmatic oracle from Apollo to search out the birthplace of the cicada and 

there appease the soul of the slain poet who was sacred to the Muses. 

The poet Callimachus found a soulmate in the cicada whose song embodies 

the qualities of clarity and simplicity, the ideals of Callimachaean poetry 

(Aetia fr. 1.29-36): 



~e=£yoo]v tvt ~o1,'yap detooµev ot ALY~V ~xov 
0 ]6pu13ov 6' o6x lcplArioo.v 5v<<>v." 

Sript µev o6a~6ev~L rravelxeAOV oyx~OOL~O 
llAAo,, ty]oo 5' etriv ooAax6,, 6 rr~ep6eL,, 

~ rrav-roo<;, iva ')"r)pa, iva 5p6oov ~v µev de£oro 
.rrpolxLo]v tx 5£ri, ~epo, et'oap l5rov, 

a&8L w 5' lx56oLµL, ~6 µoL /3apo, 8croov inemL 
~PLYAWXLV DAO~ v~o6s ln' 'Eyxe\ao~. 

145 

For we sing with those who love the clear-toned voice of cicadas 
not the clamour of donkeys. 

Let another bray just like the long-eared beast, 
but I would be the delicate winged .one, 

indeed yes, so that I may sing, eating dew, 
free food from the divine air, 

and may shed old age which is a heavy weight upon me 
as the three-pointed island upon deadly Enceladus. 

In this passage, Callimachus recognizes the heavenly origin of the dew which 

the cicada drinks and desires to partake of the same divine food. There may 

also be ·a subtle yearning for immortality in his wish to cast off old age as 

22 the cicada sheds its skin. The cicada appears to be the choice symbol for 

both immortality and for poetic perfection. 

In the Idylls of Theocritus, the cicada is frequently mentioned; not so 

much because the poet is keenly interested in the natural environment but on 

account of the musical qualities associated with the insect. 23 The rustic 

characters of the poems often compare their musical talents to those of the 

cicadas whose songs flow from the surrounding trees. For example, the goat­

herd tells the shepherd, Thyrsis, that his singing is better.than that of the 

cicada (1.148). In another poem (5.29), the goatherd Comatas boast~ that his_ 

song is like that of the cicada, while the efforts or his competitor, the 

shepherd Lacon, can be equated merely to the buzzing of a wasp. 

The association between the cicadA :ind poetry iA·fnrthnr cmphas-fzcd -f.n 

Anacreontea 34 by the mention of Apollo (L13), the patron god of music and 

poetry. Like the Muses, Apollo dispenses musical. inspiration and is singled 

Otit as the one who gives the cicada its clear-toned song. One of the epigrams 
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24 in the Greek Anthology (A.P. 6.54) commemorates the dedication of a bronze 

cicada to Apollo, given by Eunomus who played the lyre, an instrument sacred 

to the god. The poem describes how during mid-performance at a musical 

contest, one of the strings on the lyre upon which Eunomus was playing broke. 

He was able to continue playing, however, thanks to a cicada which landed on 

the lyre and sang on key in place of the broken string. 

The cicada was mentioned in a Hymn to Apollo composed by Alcaeus, as can 

be deduced from the paraphrase provided by Himerius (Drat. 48.10-11 = Ale. 

307[c]). Alcaeus described how nightingales, swallows and cicadas burst into 

songs of praises to Apollo as the god arrived in Delphi during the season of 

summer. In this response from nature, Apollo is recognized in his dual role 

25 as both a musical and a pastoral deity. 

Another way in which the cicada is connected with music and poetry in 

Anacreontea 34 is in the description of the insect as oo~e, 'wise one', 

(2.16). The adjective 00~6,, as well as its cognates, often has specific 

application to the skilfulness of a musician or a poet. For example, Apollo 

is celebrated as being skilled in playing the lyre (lv xL0ap\l oo~6v, Eur. IT 

1238). The word oo~[a ('wisdom') may apply to both the art of music, as in 

the Homeric Hymn to Hermes (483, 511), and poetry, as in· Solon (1. 52) and Theog­

nis (e.g. 790, 942). Pindar stands out as being most conscious of the rela­

tionship between wisdom and poetry. He frequently uses the adjective 00~6, 

as a substantive for a poet (e.g. Pyth. 3.113), and similarly the noun oo~[a. 

for poetic art itself (e.g. Pyth. 4.248). The 'song-loving' (2.16) cicada 

thus appears to be represented as a poet in miniature. 
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FOOTNOTES TO CHAPTER FOUR (PART III) 

1. Cf. D.C. Allen, Image and Meaning (Baltimore, 1960, 80~92) for a detailed 
analysis of Richard Lovelace's 'The Grasse-Hopper', a poem based upon 
Anacreontea 34 but filled with 17th century political overtones, Allen 
also provides an important summary of cicada-imagery throughout Greek 
literature, pointing out some of the popular metaphorical associations 
between the cicada and a poet. 

2. AN DIE CICADE 

nach dem Anakreon 

Selig hist du, liebe Kleine, 
Die du auf der Baume Zweigen, 
Von geringem Trank begeistert, 
Singend, wie ein Konig lebest! 
Dir gehoret eigen alles, 
Was du auf den Feldern siehest, 
Alles, was die Stunden bringen; 
Lebest unter Ackersleuten, 
Ihre Freundin, unbeschadigt, 
Du den Sterblichen Verehrte, 
Su~en Fruhlings su~er Bote! 
Ja, dich lieben alle Musen, 
Phobus selber mu~ dich lieben, 
Gaben dir die Silberstimme, 
Dich ergreifet nie das Alter, 
Weise, Zarte, Dichterfreundin, 
Ohne Fleisch und Blut Geborne, 
Leidenlose Erdentochter, 
Fast den Gottern zu vergleichen. 

-- Goethe (1749-1832) 

Blessed are you, dear little one 
who upon the tree branches, 
by a small draught inspired, 
singing, live like a king! 
All is your very own 
that which you see in the fields, 
all that the seasons bring; 
you live among farmers, 
their friend, uninjured, 
you who are honoured by mortals 
sweet herald of sweet spring! 
Indeed, all the Muses love you, 
Phoebus himself must also love you, 
t·hry who g~1vc you the ullver vulcc; 
age never overtakes you, 
wise, delicate, friend of poets, 
born without flesh and blood, 
free from suffering, daughter of the earth, 
almost like the gods in comparison. 
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3. The adjective AeLpL6eaoav, 'lily-like', which Homer applies to the voice 
of the cicada, is puzzling. Kirk (1985) ·283-4, finds the implication of 
the 'clatter of cicadas' as being delicate, like a lily, surprising, yet 
perhaps not an impossible association for the Greeks who enjoyed the 
sound. Kirk also notes that there may be a 'touch of affectionate irony' 
in comparing the unending chatter of the Trojan elders to the equally 
limitless chirping of the 'lily-like' cicada. Stanford (1969) 3-8, 
draws three significant- parallels in this context: the song of the 
cicada is even and continuous like the outline of a lily; the chirping 
is free from roughness and irregularity as is the texture of the lily; 
and the voice of the cicada is as distinct as the lily is bright in its 
whiteness. The choice of the adjective appears to be a compliment to the 
cicada's voice since lilies are commonly associated with beauty. 

4. E.g. Theoc. 16.94; A.P. 6.120 = H.E. 2521 (Leonidas); Verg. Ee. 2.13. 

5. Cf. [Hes.] Shield, 395; Theoc. 4.16; Arist. Clouds 1360; Call. Aet. 
fr. 1.33; A.P. 6.120 = H.E. 2521 (Leonidas); A.P. 7.196 = H.E. 4066 
(Meleager);A.P. 9.92 =G.P. 81 (Antipater of Thessalonica);A.P. 9.373 
= F.G.E. 2068(Tiberius Ilus); Verg. Ee. 5.77; Anacreont. 34.3; 
Aristotle H.A. 532b; Plutarch Mor. 660F; Pliny N.H. 11.32, 92ff.; 
Aelianus 1. 20. 

6. Many of the poems in the Greek Anthology are concerned with all manner of 
animals and insects (cf. Norman Douglas, Birds and Beasts of the Greek 
Anthology, London,.1929). Dihle (1966),who regards"Anacreontea 34 as a 
learned philosophical allegory, puts the date of composition as late as 
between A.D. 350 and 580. 

7. E.g. Od. 5.7; 10.299. It is interesting to compare a passage from 
Philostratus' Life of Apollonius (7.11), written in the 2nd century A.D., 
in which cicadas are called µaxapLOL ('blessed') and ao~o( ('skilled', 
cf. Anacreont. 34.16). 

8. Cf. Iliad 5.340, 416. 

9. Cf. A.P. 9.264.6 = G.P. 1228 (Apollonides) where the cicada is said to be 
doupxoo, "fleshless". Aristotle (De. Resp. 474b33) writes that all insects 
are bloodless, and Pliny (N.H. 11.2.8) notes that the cicada, in particu­
lar, is without blood. It was commonly believed that food was transformed 
into blood (Aristot. P.A. 65la.14-15), which accounted for the reasoning 
that the dew-eating cicada was bloodless. 

10. Dew was considered to be of heavenly origin (cf. Pliny N.H. 11.30-1; Call. 
Aet. fr. 1.34). Zeus is characteristically associated with dew (cf. Cook 
[1940] 261-277), especially because his fertility is often represented 
through images of water and, in particular, dew (cf. Boedeker [1984] 17ff.). 
Tile Muucu, J.:.1ugl1Lc1:o uf Zeuo, <l.ltiptawe dt!W a.ccurtllng to lleslod ('l'heog. 
81ff.). Dew is traditionally recognized as a pure and ethereal substance. 

11. Cf. Scholia on Lyc.ophron Alexandra 18 and ~n Iliad 11. 1. According to 
Eustathius (Iliad 11.1), one versio·n of the myth describes how Tithonus 
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begged Eos to turn him into a cicada so that she could at least he~r his 
voice. Eustathius explains that Tithonus becomes a cicada because he is 
physically cold in his old age like the insect and also because his per­
sistent pleas to Eos are as ceaseless as the songs of cicadas. The meta­
morphosis of Tithonus into a cicada is not explicitly stated according to 
th'! account given in the Homeric Hymn to Aphrodite (218-238) (cf. King 
[1986] 19-35). 

12. Hymn to Aphrodite 232, 

13. Cf, Lucretius 2.646ff. 

14. Dihle (1966) 110. His conclusions are well-supported, yet I cannot regard 
them as convincing. 

15, ~he eggs of the cicada are laid in small vines or twigs from which they 
fall into the ground, Lucretius (5,803-4) uses the example of the cicada 
to prove that the earth is the primary procreative force in the world. 
The Athenians, who regarded themselves as autochthonous (cf, Thuc, 1. 2, 5; 
Eur. Ion 29; Aristoph. Wasps 1076), adopted the cicada as a national 
symbol, The insect was engraved upon hair ornaments (cf. Thuc. 1.6.3), 
jewellery and coins (cf, Cook [1940] 252-6 for a detailed description of 
such items) , 

16, The word 6p6oo~, 'dew', may in fact be found in close association with 
wine. In Euripides, Ion (1194) the water which is added to wine in a 
mixing b'owl is called--.;iew', 1 Pindar (01. 7, 2) refers to the 'dew of the 
vine' which bubbles up in the mixing-bowl, The image is intended to be 
symbolic of poetry. 

17, Cf. A.P. 7.196 = H,E, 4066 (Meleager), where the cicada is said to be 
'drunk with dew drops', filling the wilderness with its song, 

18, Borthwick (1966) 104, Dihle (1966) 110 understands the kingship of the 
cicada in the context of the Stoic sage, represented by the insect, who 
regards himself as a king (cf, Lucian, Hermotimus 16). It is equally 
valid, however, to compare Plato's idea of a philosopher-king (cf. Rep. 
473 C-D), since in Anacreontea 34, the cicada is likened to both a king 
(L4) and also to a wise philo'sopher (oo(fle L16). 

19. Cicadas are frequently mentioned in the poems of the Greek Anthology. 
Examples include: A,P. 6.54 (Paulus Silentarius); A.P. 6.120 a H.E. 
2521 (Leonidas); AT. 7.190 = H.E. 742 (Anyte); A.~7.196 = H.~4066 
(Meleager); A.P. 7.201 =·H,E, 2839 (Pamphilus); A.P. 9.71 = GT. 985 
(Antiphilus) ;A.P. 9.92 =G.P. 81 (Antipater of Thessalonica);A.P. 
9.122 = G.P. 2318(Euenus);A.P. 9.264 = G.P. 1223 (Apollonides);A.P, 
9.273 = G.P. 1707 (Bianor); A,P. 9.372 = F.r..r.. 20/i2 ('l'iherius T111s): 
A.P. 9.3i3- = F.G.E. 2068 (Tiberius Ilus); A;P: 12.98 = H.E. 3074 
(Posidippus). 

20, Dihle (1966) 109, 

21. Cf. Pindar fr. 150, where the poet asks for an oracle from the Muse so 
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that he may interpret it (npo~a~e6aro). 

22. The noun -fiipac; ('old age') in fact has the secondary meaning of "a skin 
which is cast off", such as that of a snake (tsf s.v. -fiipac;). 

23. 

24. 

Cf. Rosenmeyer (1969) 132-135. 
include Idylls 1.148; 4.16; 

Instances of cicada-imagery in Theocritus 
5.29, 110; 7.138, 142; 16.94. 

Cf. A. P. 9. 584 (Anon.) , an epigram which describes the 
who is holding a lyre with a cicada perched upon it. 
mentioned by Strabo (6. 1. 9). 

statue of Eunomus 
This statue is also 

25. Cf. Page (1955) 248. 
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The Amatory'Poems 

Anacreon's proficiency in composing amatory verse brought him his greatest 

fame, Pausanias {1.25.1) notes that Anacreon was the first poet after Sappho 

to write mostly about love. Similarly Athenaeus (13.600d = Anac, 500) comments 

on the popularity of "wise111 Anacreon, "the poet on everyone's lips", who 

hymned the god· uf love in his songs. Cicero's statement, Nam Anacreontls qui<lem 

tota poesis est amatoria (Tusc. Disp. 4.71), is clearly an exaggeration, how-

2 ever. Horace draws a parallel between himself and the poet Anacreon (Epodes 

14.9-12): 

non aliter Samia dicunt arsisse Bathyllo 
Anacreonta Teium, 

qui persaepe cava testudine flevit amorem 
non elaboratum ad pedem. 

Not otherwise do they say for Bathyllus of Samas 
did Anacreon of Teas burn, 

who often wept for love with his hollow lyre 
in simple measures. 

Such widespread fame in this respect was not unmerited. Anacreon's finest 

poetic skills, especially in the art of imagery, were displayed in his amatory 

poems. 

It is natural that the theme of love should appear as a main current in 

the Anacreontea. The author of poem 23 asserts that despite all efforts to 

c9mpose epic, he can only produce love poems. In the first poem, the claim is 

made by the author that he has been in love ever since he accepted the garland 

from Anacreon, that is, ever since he took on the task of writing poetry in the 

manner of the poet. This recognition of Anacreon's influence, however, comes 

close to a mere formality. Although his amatory poetry is 11sed as a stepping-

stone on some occasions in the Anacreontea, the poems, for the most part, show 

a marked divergence from Anacreon, especially through the synthesis of later 

poetic traditions, Moreover, the authors of the Anacreontea do not demonstrate 
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the same finesse of style as Anacreon. 

One motif which the authors of the Anacreontea borrow directly from 

Anacreon is the contrast between old age and youth, especially in an amatory 

context. In his poem about the girl from Lesbos (358), Anacreon suggests that 

he has been shunned on account of his white hair. 3 This reference clearly 

.serve.<l as the inspiration for Anacreon tea 51: 

Do not run away from me at the sight of 
my grey hair; 
do not, because you are 
in the bloom of youth, scorn 
my affection, dear. " 
Look, in garlands also 
how becoming it is when white lilies 
are interwoven with roses. 

In this brief poem, there is an effective progression of thought and imagery 

from "the bloom of youth" mentioned in line 4 to the lilies and roses of gar-

4 lands (££.6-8). The situation is similar in Anacreontea 7, where the author, 

in the persona of the aged Anacreon, is faced with rejection. In a manner that 

typifies the Anacreontea rather than Anacreon, however, the author reasons that 

the old are all the more entitled to youthful happiness. In Anacreontea 52(b), 

by contrast, the author is horrified at the prospect of approaching death and 

. earnestly wishes to escape his ·.troubles. This tone of desperation follows 

Anacreon's own despondency at growing old (395). 

The loss of youth ~nd of all its associations with love, and hopefulness was 

one of the most important concerns to the Greek lyric poets in general. Semo­

nides, in a didactic poem (1) about the folly of hope (t:\.nt<;), uses the poignant 

a_djective &)•;:n,,_ov, "unenviable" (Lll), to describe old age "which overtakes a 

lllllU bc[ure lw 1:·e.ucl1~:::; hl~ guc:.1.l" (Jl.!l.11-12) a 'l'he solution offered by 8emonides 

(1.22ff.), that man should not dwell on his miseries, is similar to the message 

echoed throughout the Anacreontea (e.g. 38, 40, 45). By contrast, Mimnermus 
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leaves no room for optimism in old age, especially with respect to love (1): 

~£, 5e ~£0,, ~£ 5e ~epTTvov ~~ep XPDOTJ,· 'A~po5£'TI),; 
~eeva£~v. 3Te µDL µ~XSTL TUUTU µeAOL, 

_xpOTTTa5£~ ~LAO'TI)s xat µe£ALXa 5oopa xat e6v~, 
OL' ~~~' llv0ea YLVeTaL apnaAea 

dv5paaiv ~5e yovais£v· lnel 5' o5ov~pov eTTeA0~ 
y'iipa,, 3 T' ataxpov OJJro,.XaL xaxov ~v5pa TL0eL, 

ale£ µiv ~peva, d~t xaxal TetpooaL µepLµVaL, 
065' a6ya, npoaopoov·~epTTe~aL ~eA£oo, 

dAA' exepo, µev naia£v, dTiµamo, Be yovai~iv• 
O~Tro, dpyaAEOV y'iipa, Ke~xe 0e6,. 

What is life, what is happiness without golden Aphrodite? 
May I perish, when I no longer care about these things: 

secret friendship, kind gifts, and love-making, 
such are the flowers of youth, alluring 

to men and women; but when painful old age 
approaches, that makes a man both ugly and mean, 

miserable worries always rub away at him in his heart-­
he does not even enjoy looking at sunbeams; 

he is hateful to boys, dishonoured by women; 
so distressing did god make old age. 

The conciseness of Theognis' statement appropriately illustrates his view on the 

swiftness of time (984): 

alta yap ~me v6~µa TTapepxeTaL dyAao, ~~~-

For shining youth passes by quickly like a thought. 

Horace, the master poet who coined the phrase carpe diem, "pluck the day," 

(Odes 1.11.8), followed in the footsteps of his Greek predecessors. He is re­

minded by the gloom of winter that sweet love and dances should not be neglected 

in youth (Odes 1.9.15-16). Nisbet and Hubbard5 draw a comparison between the 

Anacreontea (e.g. 7 and 30) and~ 2.11 where Horace writes (££.5-8): 

fugit retro 
levis iuventas et decor, arida 

pellente lascivos amores 
canitie facilemque somnum • 

. . . omuuLh-::;klnnt!d youth 
and beauty flee away behind, while 
parched old age banishes playful 
loves and easy sleep. 

Inn poem addressed to his former love, Lyce, (Odes 4.13), Horace describes how 
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Cupid flies past her disdainfully because of her wrinkled skin and white hair 

(U.9-12). The imagery .is striking in its vividness and in its cruelty. 

The idealization of youth continues to be an important topos for the poets 

of the Greek Anthology. The visible signs of old age are called at 5taAoa~~LAOL, 

"the dissolvers of love" (A.P. 5.21.2 [Rufinus]). An epigram by Paulus Silen-

tarlu8 (A.P. 5.264) focu:::ieS on the theme u.f ul<l agl! am.l lust l□ Vt! with an ap-

proach similar to that found in Anacreontea 51 and 52(b). The fourth century 

A,D. epigrammatist Palladas imitated Anacreontea 7 almost word for word (A.P. 

11.54). With such significant similarities between the Greek Anthology and the 

Anacreontea, it becomes difficult to distinguish what is original from what is 

imitation. 

F-rom the remaining fragments of Anacreon's work, it is evident th~t he 

employed military imagery in love poems, For example, Himerius (Or. 48.4 

445) quotes a couplet from Anacreon in which the Loves are reproached: 

d~aoBaAOt xat o6x eLB6~eS 
XIJXA(l)aeofl e. 

Insolent and reckless, you are not aware 
against whom you will hurl your weapons. 

In the Hymn to Dionysus (357), Love is given the epithet 5aµaATJS, "subduer" 

Anac. 

6 
(£.1). Anacreon's image of boxing with Love (346(2); 396) is more facetious 

than violent, however, Archilochus, the poet from whom Anacreon borrowed the 

image of the abandoned shield (Anac, 38l(b); Archil. SW), also used battle 

imagery to communicate the pain of love (193): 

56~vo, [r,<etµaL n69~ 
&toxo,, XaAeTI~a~ 9erov·o5uv~aLV 

nenapµevo, OL' 6o-i:erov 
" BX~L 

Miserable, I am wrapped in longing, 
lifeless, pierced through my bones 

with painful suffering at the hand of the gods. 

The Greek lyric poets found the most vivid images to express the emotional 
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tunnoil of ·the love experience in tenns of physical suffering. 

The juxtaposition of war and love, however, presents an immE!diate paradox: 

they are in effect polar opposites. The analogy nevertheless remained popular 

throughqut classical literature, providing the poets with abundant imagery. In 

the Hellenistic era, it became customary to depict Love as a cunning archer 

whose bow and quiver were standard attributes. Propertius, who imagined him­

self as a combatant in the unceasing battle of love, employed the. popular 

7 imagery with sensitivity and pathos. In Ovid, however, it is.possible to see 

how the characterization of love as a child-like toxophilite8 ·only served to 

·trivialize what was once an effective symbolic approach for the.archaic poets. 

Anacreontea 13, 28 and 33 have been strongly influenced by Hellenistic 

tradition. All three poems, written in a straightforward anecdotal manner, 

depict Love as an armed trickster. Anacreontea 28 is the least successful of 

this group; the style is unpolished and the imagery unclear. Poem 13, by 

contrast, is neatly composed with epic allusions cleverly woven in to heighten 

.the dramatization of the author's battle with Love. He. dons his breas·tpl:ate 

"like Achilles" (L 9) preparing to meet the Trojans. 9 Love himself, anned with' 

bow and golden quiver, stands like an epic hero challenging his opponent to 

fight. When Love inflicts the final blow, mysteriously hurling himself like an 

arrow, the victim is weakened by loosened limbs (i\ucrev, t.17), an image com­

monly used by Homer at the point of a warrior's death.lo The ·occurrence of this 

imagery in an amatory context is significant. Hesiod (Theog. 121) describes 

the god Eros as AOcrLµeMJ<;, "loosener of limbs". Similarly Sappho, with her 

richness of diction, writes (130): 

HEpoc; 6~6~s µ' 6 AUcrLµe\~<; 66veL, 
y\ox6rrLxpov dµ,i,xavov 5prre~ov. 

Once again Love, the limb-loosener, shakes me, 
hitter-sweet, impossible creature. 



Archilochus uses the same epithet of passionate desire (196): 

dAAU µ' 6 AUOLµ6A~s, 1 •~atpe, 6uµva~aL n60o,. 

But, my friend, limb-loosening desire overpowers me. 
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The imagery of Anacreontea 33 is especially noteworthy. A surprisingly 

11 elaborate opening is created by the reference to the constellations (ii.2-3). 

Fu1: the rcmulnUer uf · the puum, JescrlpLlve material ls given unly 8parlng1y, 

as is typical of the anacreontic style. The remarkable image of the kindly 

host wringing out rain-water from Love's hair (tt.20-22), a serene vignette, 

has been skilfully positioned so that the impact of the subsequent attack by 

Love (ti.37ff.) is all the more sudden and shocking. In line 29, the rasping 

sound of the participle xaxutoov ('chuckling') emphasizes the mocking tone of 

Love's laughter. 

Military imagery also appears in Anacreontea 24 where a woman's beauty is 

said to be as strong as shield (Ll.O) or sword (Lll). The style of this poem 

is not paralleled elsewhere in the Anacreontea and it is one of the few 

instances wqere an author has chosen not to write in the first person. The 

poem, opens with a list of attributes with which Nature has endowed living 

creatures for the purpose of self-protection. This is an unmistakeable echo 

of a passage in the Platonic dialogue Protagoras (320d-32ld). There, the story 

is told of how Epimetheus distributed various defensive qualities to animals but 

had nothing remaining to give to humans. His brother Prometheus, the fore­

thinker, was responsible for bestowing upon man the knowledge of fire and wis­

dom (cf. ~p6v~µa, Anacreontea 24.7). The main focus of Anacreontea 24, however, 

is not revealed until line 8 with the word yuvaL~£v. The last five lines all 

concentrate on the power of female beauty. The symmetry of diction and the 

cleverness of thought account for the success of this poem. 

Anacreon often endeavoured to express the agony of love in vivid terms. 
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He used the image of being carried over reefs (403) and spoke of searching for 

an escape from love (400, 4ll(a)), even to the point of leaping from the Leuca­

dian cliff (376). The amatory poems in the Anacreontea do not reflect "this 

.intensity of emotion. There are some dramatic passages, however. In Anacreontea 

30 and 31, Love is characterized as a brutal creature which chases and harasses 

its victims. The author of Anacreontea 18, speaking in the personn_of Anacreon, 

searches for release from the heat of the Loves. Anacreontea 27 finishes with 

a startling image: lovers are distinguished by a delicate mark inside the soul 

(i.8). The noun xapayµo, denotes an engraving of some kind, such as an inscrip-

tion on stone, an imprint on a coin,or a brand on a horse, as mentioned in 

Anacreontea 27 (i.2). The process by which such a mark could be left on the 

soul suggests pain and torture. The poet Maccius (c. first century A.D.) des­

cribed Eros as "an unseen wound in the soul" (1J{\)x'/is. 1:pauµ' d:6pa,:ov A. Pl. 198.4 

~ G.P. 2539). Vergil had similarly spoken of Dido's love for Aeneas as a wound 

which consumes from within (Aeneid 4.68-69): 

At regina gravi iamdudum saucia cura 
vulnus alit venis et caeca carpitur igni. 

But the queen, long since afflicted with grievous pain 
nourishes the wound with her life-blood and is consumed 

fire. 
by invisibl_e 

The first four lines of Anacreontea 29, perhaps forming a complete poem on 

their own, describe the plight of the -lover: 

Xa\enov TO µY) <J)L/,.T]OlH' 
xa\enov Oe xat <J)L/,.T]OaL• 
xa\en6:n:epov 6e nav,:rov 
d:!!OTUYXUV6LV <J)L/,.OUvia. 

It is difficult not to love, 
lL l~ <ll[fl~ulL Lo luve, 
but it is most difficult of all 
if a lover fails. 

The repetition of xa\enov followed by xa\en6:n:epov recalls the polyptoton of the 
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name Cleobulus in one of Anacreon's poems (359). The symmetry and epigrammatic 

quality of these lines also seem reminiscent of another amatory poem from 

Anacreon (428): 

lpeoo ~e o~&~e xoox lpew 
xa1 µal:voµaL xoo µa(voµaL 

Once again I love and do not love, 
Tam mad and am not mad. 

The vacillation of a lover's inner emotions may also be seen in Catullus' famous 

cry Odi et amo, "I hate and I love" (85,1). 

The recognition that money is essential for success in love is a popular 

topos of amatory poetry. Tibullus (2.4.27ff.) laments the powerlessness of his 

own poetry as he realizes that in order to win his love he must obtain more 

tangible gifts for her. Propertius, having been rej,ected (exclusus amator) 

because he bears no gift save his poetry, hears his mistress saying (4.5.53-54): 

aurum spectato, non quae manus afferat aurum! 
versibus auditis quid nisi verba feres? 

Watch for the gold, not for the hand which offers gold! 
If you listen to his poetry, what will you get except words? 

According to Ovid, the expert on courtship, gifts are far more effective than 

poems (Ars. Am. 2.277). 

In Anacreontea 29, love is said to be oblivious to everything except money. 

Moreover, money is the cause of familial strife, wars and murders (.U.6-9). 

The greatest hardship of all, however, is suffered by lovers. The venality of 

12 love is a common theme in the Greek Anthology. Antipater of Thessalonica 

(A.P. 5.30.l = G.P. 101) comments that Homer's truest statement of all was in 

calling Aphrodite "golden" (e.g. I1. 3. 64 • . • xpucre~c; 'Acppo5£~c;) • 

Anacreontea 58, a unique piece in the collection, is solely concerned with 

the financial plight of the love poet. The author contrasts the deceptiveness 

of gold, 'the runaway', with the sincerity of his own love poems. The issue is 
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not so much that money is coming between the ·poet and his love but rather that 

it_ is coming between him and his poetry; the enticement to pursue wealth 

causes the poet to neglect his art. Gold is represented as a faithless lover 

(1!111;,n;', lfrna,;e XP'-'Oe, t·.19), while the poet, who honours the sanctity of the 

marriage vow with his poems (25ff.), strives to be constant in his devotion to 

the Muse. Crinagoras voices a similar condemnation of wealth in the commitment 

to his poetic art (A.P. 9.234 a g. 2054). 

The disdain of wealth was a common sentiment among the lyric poets. The 

contempt for riches expressed by the authors of the Anacreontea (8, 29, 36, 58) 

may have originated with Anacreon himself who wrote (361): 

tyw 6' o5T' av 'AµaA0C~~ 
~01.lAOLµ~v xepa~ o5T' [Tea 
nevTrjxov~a ~e xdxa~Ov 

Tap~croou ~ao~AeUorlL. 

I would wish neither for the horn 
of Amalthea nor to be king 
of Tartessus13 for one hundred 

and fifty years. 

The horn of Amalthea, the goat who nursed Zeus in his infancy, became a symbol 

for abundance (cf. cornu copiae 'horn of plenty') since it flowed with nectar 

and ambrosia.
14 

Archilochus (19.1-3), recalled by Anacreontea 8 (,Q,Q..1-4), 

similarly denounced wealth and kingly power. Another fragment of Anacreon's 

poetry (384) is pertinent: 

and at that time Persuasion did not yet shine silver, 

This line is quoted by a scholiast on Pindar, Isthmian 2.13. Here, Pindar 

speaks of a former time when poets spoke from the heart without thought of pay­

ment. He identifies himself with those poets in order to stress the sincerity 

of his feelings in the ode. The Pindaric scholiast notes that Anacreon refused 

payment when it was offered to him. Perhaps Anacreon was alluding not only to 
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the venality of poets but also of love, since ITeL8ro is usually associated with 

15 the enticing charms of Eros. Solon (7ff., 74ff.) warns of the danger of be-

coming infatuated with pursuing wealth. Horace, too, preaches moderation to· the 

rich (~ 2.2) and contentment with one's position in life (Odes 3.16). Like 

the author of Anacreontea 29, Horace describes the destructive power of money 

(O<lc~ J .16. 9-11): 

aurum per medias ire satellites 
et perrumpere amat saxa, potentius 
ictu fulmineo 

Gold loves to march through the midst of guards 
and break through rock, for it is stronger 
than a bolt of thunder .••. 

Propertius (3.7.1) pinpoints money as the source of worry in life. 

Anacreontea 10 represents one of the most enduring forms in the genre of 

love poetry: the aubade or 11 dawn-song11
•
16 In such a piece, a poet/lover voices 

his complaint at the arrival of morning. The poets of the Greek Anthology are 

especially fond of aubades; they raise their laments most often at the rising 

sun or at the early-morning songs of birds. 17 Agathias (A.P. 5.237) has a poem 

similar to Anacreontea 10 in which he reproaches the noisy swallow for distur­

bing his dreams. One fragment of Anacreon (453) mentions the "chattering 

18 swallow" (~OY!:LA~ XeAL5rov), but it is impossible to determine whether these 

words may have been part of an aubade. 

A comic touch may be seen in Anacreontea 14 where the author provides a 

geographical catalogue of his numerous loves. The image of counting all the 

leaves of the trees and the waves of the ocean (ii.1-4) recalls the amatory 

poems of Catullus (7) and Martial (6.34). Anacreontea 25 also depends on 

humour and exaggeration. 

The well-known love story of Daphne and Apollo is recounted in Anacreontea 

60(a). The poem begins with an elaborate introduction. The poet appears to 
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have no set topic in. mind at first. After invoking the Muse for assistance 

(Lll), he is reminded of Apollo by his lyre, the instrument sacred to the god, 

and subsequently settles upon the theme of Phoebus' love for Daphne (.11,.14). The 

style of this poem is· elevated and sophisticated. The author may well have been 

acquainted with Ovid's account of the tale (Met. 1.452-567). In line 15, 

Apollo's love for Daphne is described as d.vejJ(OALOV -rov o{a,;pov, "the futile 

passion". Similarly Ovid writes that' Apollo "nourished his futile love through 

·hope", •.• sterilem sperando nutrit amorem (.11,.496). The chasteness of Daphne, 

mentioned in line 16 of Anacreontea 60(a), is central in the Ovidian passage 

(480ff;). Both poets describe how, after the maiden has been transformed, 

Apollo affectionately touches the tree as he would have touched Daphne 

(Anacreontea 60(a).22-23; Ovid Met. 1.553ff.). 

Amatory poems form a significant part of the Anacreontea. The theme of 

love is ,couched on, directly or indirectly, in nearly all the poems, from the 

ecphrastic pieces (3, 4, 5, 16, 17) to the convivial songs (e.g. 18, 20, 32, 49). 
0

The author of poem 58 speaks on behalf of all the love poets of the Anacreontea 

when he says (.11,.11,,9-12): 

lµll\v'~pcvoov µEv atpaL, 
~ep£LV ~6ooxa ).(ma,, 
AllP17V 5' EAOOV a.el ow 
epw,;Lxa, a.oLoa,. 

I cast away the troubles of my heart 
to the breezes to carry of~, 
and taking my lyre I sing 
songs of love. 
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FOOTNOTES TO CHAPTER FIVE 

1. Athenaeus compliments Anacreon by calling him 00~6~, recognizing the skil­
fulness of his poetic art. The same adjective is used of Anacreon by Plato 
(Phaedr'us 235C), surely without the negative connotations of "cunning 
sophistry" he elsewhere associates witht:he word. , 

2. Is it possible that Cicero had the Anacreontea in mind when he made this 
statement, rather than the original works of Anacreon? Some of the 
Anacreontea may have been in existence in the first century B.C. (cf'. 
Nisbet and Hubbard [1970], Introduction to Ode", xlii; 215). Clc:ero, like 
Horace, would have attributed the poems directly to Anacreon. 

3; Two other fragments, Anac. 379 (greying beard) and 420 (white hairs mingled 
with black), may have originated from poems which similarly emphasized the 
dichotomy between youth and old age. 

4. Flower imagery is prevalent throughout the Anacreontea. The convivial gar­
land consists of flowers (18.5; 50.14), in specific, roses (8.7; 32.14; 
43.2; 44.1, 12, 15) and hyacinths (42.5). In Anacreontea 31 (i.l), Love 
carries a rod entwined with hyacinths. Ana.creori himself speaks of "the 
fields of hyacinth", where Aphrodite keeps her horses (346 [1].7). The 
author of Anacreontea 57, in his description of a silver engraving depicting 
Aphrodite's birth from the sea, compares the ivory-skinned goddess emerging 
from the dark waves as ·"a lily woven among violets" (t.21). 

The flower which is most often mentioned in the Anacreontea, however, 
is the rose. One -of the indications of the season of spring is the 
'delightful rose' (5.4; 46.2). The rose has conventionally been regarded 
as a symbol for love and affection. It is only natural that the god Eros 
should be found in the rose garden (6.2; cf. 35-.1). In Anacreoritea 16, 
the artist is asked to mix "roses and cream" (L 23) in his portrait of a 
girl. The amatory associations of the rose are further described in 
Anacreontea 55, an intriguing hymn of praise in honour of the flower (J!;L 
7, 15, 22). The author of this poem has brought together many of the com­
monest literary references to' the rose; he effectively uses the format of 
a poem to illustrate that the rose is a popular subject for poetry (l'..9, 
23). Sappho was particularly fond of mentioning the rose in her love poems: 
the temple of Aphrodite overshadowed with roses (2.6); garlands of roses 
(94.12); the rosy-fingered moon spreading its light over a meadow blooming 
with roses (96.8, 13) (cf. also Sappho, test. 43). The flower is also said 
to transcend the poetic sphere in its medicinal applications accor_ding to 
the anacreontic author (l'..24). The protection which the rose provides for 
the dead (l'..25) is evidenced in the Iliad (23.184-7) where Aphrodite, the 
goddess of love, appropriately uses a "rosy, ambrosial oil" to anoint the 
corpse of Hector. She -thereby delivers the body from being mangled by dogs 
at night and hinders the process of physical decay. The fact that the rose 
defies time through the perpetuation of its fragrance (H;. 26-28) · seems 
especially relevant to the Anacreontea where the swift passage of mortal 
existence is often lamented. The rose, like the cicada (34.15, 18), is 
elevated to ageless immortality. Anacreontea 44 also contains laudatory 
lines concerning the rose. (For a summary of rose-imagery in Greek litera­
ture, cf. Eleanor Irwin, "The Crocus and the Rose", ·Greek.Poetry and Philo­
sophy. Studies in Honour of Leonard Woodbury [Chico, California 1984], 
16lff •• ) 
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5. Nisbet and Hubbard (1978), 169; 

6. In a fragment spuriously ascribed to Anacreon (505(d).5), Eros is described· 
as "the one who subdues mortals" (IS6e Kat. ~po1;00<; ,6aµai;e~). West includes 
the lines with the Anacreontea (Fr.1). 

7. Cf. Prop. 1.6.29-30; 2.1.45, 9.38-39, 12.1-16, 13.1-2; 3.5.2, 8.33-34; 
.20.20. Cf. also Horace Odes 3.26; Epodes 11.1-4. 

8. E.g. Ovid, Amores 1.2.10; 2.1.18 .. , 

9. Cf. Iliad 19.371-72. 

10. E.g. Iliad 4.469 (Elephenor killed by Agenor); 22.337 (the dying Hector). 

11. Cf. Ovid Met. 10.446ff. (a passage remarkably similar to Anacreontea 33.2-3): 
Tempus erat, quo cuncta silent, interque tri.ones 

flexerat obliquo plaustrum temone Bootes. 

It was the time when all was at rest and between the Bears 
Bootes had turned his wagon with down-turned pole. 

12. E.g. A.P. 11.416 (Anon.); A.P .. 5.30 = G.P. lOJ (Antipater of Thessalonica); 
A.P. 5.217 (Paulus Silentiarius); A.P. 5.240 (Macedonius Consul). 

13. Cf. Hdt. 1.163.Arganthonius was king of Ta,tessus in Spain during Anacreon's 
lifetime. He ruled for eighty years (not one hundred and fifty as exag­
gerated by Anacreon) and lived to his one hundred and twentieth year. 

:J-4. Cf. Schol. Callim. Hymn. 1.49; Campbell (1983), 227. 

15. Cf. Bowra (1961), 296. The noun ne~Sro occurs thre.e times in the Anacreontea 
(16.24, 17.24, 18.15). 

· 16. The auhade has remained popular throughout the ages, from Ovid (Amores 
1. 13) to John Donne ("The Sun Rising"). 

17. On the sun: A.P. 5.172 = H.E. 4136 (Meleager); A.P. 5.283 (Paulus Silen­
tiarius); A.P-:S.223 (Macedonius Consul); on the7ong of birds: A.P. 12. 
137 = H.E. 4636 (Meleager), A.P. 12.136 = H.E. 3690 (Anon.).; A.P. 5.3 = 
G.P, 109 (Antipater of Thessalonica). --

18. Cf, ,Anac. 394(a) 'h6oµe1>.e;<; xapCecroo xe1>.~6oi'., · "sweet~singing, graceful 
swallow". (Cf. Anacreontea 20.1-2 for the use of the adjective TJ6oµeATJ<;.) 
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