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‘I read somewhere of a shepherd who, when
asked why he made, from within fairy rings, ritual
observances to the moon to protect his flocks,
replied: "I'd be a damn' fool if | didn't" These
poems, with all their crudities, doubts, and
confusions, are written for the love of Man and in
praise of God, and I'd be a damn' fool if they

weren't”.

Dylan Thomas 1956

Preface to his collection “Adventures in
the skin trade and other poems”.
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PhD Thesis: Studies in Ancient Erotic Mythology

Summary

In the following study myths chosen for their prominence and their erotic
context will be examined with regard to their origins and their literary
treatment throughout antiquity. The relationship of ritual to certain mythic
patterns that often reflect rites of initiation from puberty to adulthood will be
discussed. For example, Atalanta, the cruel heroine who refused male
contact is discussed as a byform of Artemis who would typically precede this
sort of rite. The features of Atalanta are used to associate her and Artemis
with Near Eastern deities of analogous character such as Cybele and
Inanna. In this connexion, the role of the apples with the help of which
Atalanta entered matrimony is significant. Apples had a significant role in
Greek weddings and ancient fertility rites and they appear very often in Near
eastern magical spells. The erotic element of the tale then, implied as early
as Hesiod, is focused on the apples that could inflict love. This argument is
reinforced from the treatment of the myth by later poets including
Callimachus and Propertius. The tale that appeared in the first poem of the
Monobiblos may have significantly influence the character of love as
featured in elegiac poetry.

The myth of Daphnis was initially treated in the bucolic poetry of
Theocritus. Although ancient sources support that the genre derived from
rites in honour of Artemis Phacelitis, they have been given little credence.
The key to the understanding of the bucolic may lie in the character of
Daphnis, the first bucolic singer according to legend, who dies tragically in
the first Idyll of Theocritus. The traditional comparison of Daphnis with
Hippolytus, the Euripidean hero who scorned love, is rejected. On the other
hand, the association of Daphnis with Adonis and the eastern consorts of his
Kind is supported. In particular the similarity between the third scene on the
cup described in the first Idyll and the Song of Solomon, a Hebrew song of

unusual erotic content, is discussed. The song which is presented in purely




bucolic terms may have belonged to the cult of a fertility deity, most probably
Tammuz, who was worshipped even in Jerusalem. The association of
Daphnis with consorts of the eastern fertility goddess is seen as lending to
the bucolic genre the cultic dimension implied by the ancient sources.

Vergil was also familiar with the myth of Daphnis. However, in the
Eclogues he seems to draw from bucolic in order to describe the terrible
disruption that the civil wars and especially the proscriptions brought to his
fellow countrymen. In this context he found in the character of Daphnis a
trailblazer of the new future that arose for Rome during the Augustan era.
Daphnis poses in the fifth Eclogue like a second Orpheus endowed not only
with the singing ability of the latter but also with his civilising force. Vergil
envisions a second Golden Age that will soon commence with the birth of a
child. The description of the birth in the fourth Eclogue reminds us of the
supernatural birth of Dionysus, a god who played an important role in Orphic
religion. Vergil is seen as drawing from the heritage of teleology rites like the
Orphic and the Eleusinian mysteries in order to attribute to the pastoral ideal
the philosophical depth and credence of ancient religions. In this context
Daphnis is no longer a naive cowherd but the hierophant of the new era.

In his tenth Eclogue Vergil attempted to relocate the centre of bucolic
tradition from Theocritus’ Sicily to Arcadia. This was done to facilitate the
notion of a second Golden Age because according to legend the Arcadians
had experienced the primal Golden Age as described by Hesiod. In the
same poem Vergil described his good friend Gallus, an important poet of
whose writings little has survived, as dying in Arcadia unable to find
consolation for his unresponsive love in the pastoral world. This raises the
guestion about the position of poetry and love in this new age that will be
based on agricultural labour. This chapter explains Vergil’s views on love as
a cosmic energy that when channelled appropriately could bring nature to its
primal condition, the Golden Age. In this era when people will have to work
hard to restore nature to its original condition, Vergil wishes to see himself

as the ‘vates', the spiritual leader to this path to progress.
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Vergil describes in more detail the agricultural new age in his second
collection of poems, the Georgics. In particular, in the fourth book of the
Georgics, he returns to the rites necessary to enable the world to recover
under the Jovian theodicy, by describing the art of Bugonia that was
bestowed to Aristaeus. The fourth Georgic has challenged scholarly
perceptions because of the rare version of the story of Eurydice and
Orpheus that appears in it. It has been argued that Vergil invented the story
in order to replace verses in honour of Gallus after the latter’s suicide that
displeased August, a version doubted in the thesis. The relationship
between Orpheus and Aristaeus is discussed and the traditional view, that
Orpheus failed because of his weak, emotional nature unlike Aristaeus who
was successful thanks to his sense of practicability is disputed. On the
contrary, the similarities between the two heroes based on their cultural
achievements, are pointed out. The identification of Aristaeus and Aristeas
of Proconnesus is seen to encourage the comparison of Aristeas and
Orpheus, since they had both shown intensive theologian interest. In
employing the story of Orpheus and Eurydice Vergil drew from ancient rites
that perceived the initiate as ‘dying’ before being resurrected to the new
stage of life that initiation represented. It is noted that Orpheus as the
Dionysian hierophant had first to suffer this initiation; in the new era in which
Zeus reigns Aristaeus is destined to experience regeneration.

The treatment of the myths mentioned above is seen to reinforce the
association of cult and mythology on a literary level. Literature appears as
an important source of evidence which alongside archaeology can serve to
confirm the cultural interaction between Greece and the Near East; learned
poets seem to recognise this extensive contact and manipulate it in their
works for their own purposes. Hence an initiation pattern is seen to suggest
a metaphor for falling in love, for getting married or even for holding a

philosophical argument on human nature and progress.
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Introduction

The myths

For many years the study of Greek mythology as a major aspect of Greek culture
was haunted by the aura of a superlative society that almost stood alone among
the other peoples of the Eastern Mediterranean and had practically invented every
value related to human development. As a result of this view our appreciation of
Greek myths was doomed to remain limited and our understanding of their social
function could not proceed further than the safe speculation but they must have
played a significant role in ancient social structure’. In more recent days the rising
of comparative studies® that coincided with the discovery and examination of more
Near Eastern texts has led to the appreciation of the similarities that Greek myths
exhibit in comparison with Eastern mythic specimens®. The work of W. Burkert and
his pupils®, as well as the studies of G. Nagy, C. Penglase and others have given
more completed answers regarding the central position of myth in Greek society
and religion. Greek civilisation is now understood as a complex institution which
had to absorb many traditions from its interactions with other social and religious

entities®. In this vast cauldron of ideas about man and god the Greeks had to

' F. Graf 1987a: 3-4 argued that “a myth makes a valid statement about the origins of the world, of
society and of its institutions, about the gods and their relationship with mortals, in short about
everything on which human existence depends”. According to Graf myth is considered valid only at
a particular time and place by the community in whose tradition it has taken shape. During antiquity
the rhetoricians would define myth as a “fictitious story that illustrates the truth”; cf. Theon
Progymn.3; however, see Cic.De invent.1.27 and Isidore of Seville Etymol.1.44.5 who argued that a
myth is a tale that was neither true nor plausible. Plato excluded myths from truth, but he
recognlsed their expressive power.

? Scholars have detected Indo- European rituals and an Indo-European narrative tradition in the epic
poetry of the Greeks, while comparative linguists studied the elements of an Indo-European poetic
language. They have discovered that Greeks, Indians and Iranians employed the same metaphors
for poetic creation and have taken this fact as proof of the existence of an Indo-European poetic
tradition. The narration of myth m the epic poetry of the Greeks can be seen in a historical context
extending as far back as the 3" millennium BC, to a time long before the height of Mycenaean
civilisation. See F. Graf ibid.: 74-5.
¥ M. Grant 1962: 94-103 confirmed that the Greek theogony might have preserved reminiscences of
extremely ancient religious tales such as the Babylonian epic of Enuma Elsih. Though comparable
to the Gilgamesh epic as one of the most significant expressions of Mesopotamian religious
literature, the Enuma Elish has not come down to us in any text earlier than the 1% millennium BC.
Yet its origin is assigned to the Old Babylonian period of the 2" millennium. Indeed its inclusion of
non-Semitic names suggests that the story may go back from this Semitic (Akkadian) literature to
non- Semitic, Sumerian original two thousand years earlier.

“ See F. Graf 1998 for the contributions of M.L. West, K. Pestalozzi, J.N. Bremmer, A. Henrichs, P.
Blome, R. Hagg, N. Marinatos, E. Simon, G. Baudy, J. Scheid, Ph. Borgeaud, H.S. Versnel, H.
Lloyd -Jones, E. Krummen, C. Calame, Ch. Riedweg, H.D. Betz, Th.A. Szlezak.

R. Buxton 1999 (Intr.): 1: “It has often been maintained, and it is still widely held, that the
civilization of ancient Greece underwent a development from myth to reason, or -to adopt the




decide about their own stance as members of the social and cultic group that the
city-state represented, as citizens of a state that lived with the guilt of giving birth to
ephemeral creatures and under the heavy responsibility of preparing them to
accept their mortality.

Myths originally set out to explain the encounter of primitive man with the
sacred and the divine®. In this process amatory tales were often placed right at the
core of religion. Erotic myths held a vital role in ancient theology and excited poetic
imagination from an early stage. They appear in numerous poetic genres from
Greek Lyric poetry to Latin Elegy. The story of Persephone is a significant example
of how, according to tradition at least, an erotic abduction occasioned the
institution of mystery rites. To deal with these issues the Greeks had devised
initiation rituals often designated as mysteries’. A number of rites that dealt with
the passage to adulthood were closely associated with sexual initiation for both
sexes®. In fact sexual activity had a profound importance in cult and ritual
copulation or its enactment was regarded as a sanctified means of communicating
with the divine. Often in the framework of these rites the initiate was understood to
die to the condition of previous existence, for example as an adolescent, and
experience rebirth in his new form as a citizen or as a married woman, (certainly)
as a member of the newly-initiated. The mysteries of Artemis and Dionysus were

most usually appropriate for this kind of rites of passage®. In the East the

Greek- derived terms which have sometimes assumed talismanic status in relation to the debate-
Flom Mythos to Logos”. This view is held nowadays to be simplistic as Buxton also argued.

® J.N. Bremmer op.cit.n4: 31 demonstrated that “the terms ‘religion’, ‘ritual’ and the opposition
‘sacred vs. profane’ orlgmated or became redefined around 1900”. This happened thanks to pivotal
works at the end of the 19" century when religion was emerging as a field in its own right. Bremmer
drew the attention to the historically conditioned meaning of these terms.

" A. Henrichs op.cit.n4: 33-7 observed that although Greek culture was extraordinarily rich in rituals
it also was very secretive about their nature and purpose. The author attempted to “take the
Greeks’ statements on rites seriously as products of their ritual self-understanding” by exploring a
number of ancient literary works. [Eur.Bacch.200-03; Heraclid.Perieg.fr.2.9 (Pfister); Hes.Th.535-41
and 553-57; P.Derveni col.6.5-10; Arist.Nub.298-313; Thuc.2.38.1; [Xen.]Ath.Pol.2.9; Strab.10.3.9;
PI Leg.910b8ff.; Aretaeus 3.6.11; Sallust.De dis et de mund.16].

® R. Seaford 1981 52-67: “And yet for two generations it has been recognised by some that certain
elements of Greek civilisation are best understood in the context of comparative anthropology. The
Greeks are not after all set mysteriously apart. | am not a comparative anthropologist; and yet my
study of the particular subject of tribal initiation has convinced me (and | am not alone in the
conviction) that among the ancient Greeks, a people no longer wholly primitive, we find rituals
which are both strikingly similar to ‘tribal initiation” and different from it in precisely the respect that
the observable development of ‘tribal initiation’ leads us to expect at an advanced stage of that
development

? Artemis who had originally nothing to do with Apollo posed in the lliad as the daughter of Zeus,
lady of wild things (11.21.470f). She appeared in this capacity on an Athenian vase of c¢. 800 BC and
her worship seems to go back to the mistress of animals in Cretan, non-Greek religion. On a
Cnossus seal a goddess of this kind is accompanied by lions, just as lions at Mycenae (where the




goddesses that preceded these rites were Cybele'®, Inanna or Ishtar, all aspects of
the highly sexed and dangerous primordial fertility goddess who ruled over the
creation and often extended her authority from the realm of the living to the
Netherworld'". Furthermore, there were rituals that dealt with the citizen’s anxiety
regarding death. Man has always regarded the mystery of death in a paradoxical
fusion of astonishment and fear for what lay or what he hoped that lay ahead. In
most ancient theogonies and cosmogonies death was explained as a direct
consequence of man’s relation to the gods and more specifically as a demarcation
of their different nature'?. The mysteries of Demeter and the Orphic mysteries
often promised to their initiates in antiquity forgiveness of sins and a secure place
in the Isle of the Blessed after death. These mysteries had certain similarities
among them and customarily Orpheus was regarded as a hierophant of the
goddess'. Furthermore, Dionysus whose mythology associated him with the
Underworld, and who had reputedly experienced rebirth, was also invoked to save

the souls of the initiates; the mysteries of Dionysus were actually preoccupied with

name of Artemis occurs on an inscription) flanked a pillar which symbolises her cult. She played a
rather inglorious role in the lliad and it has been suggested that this may be because she was, to
the Greeks, the goddess of a conquered race; see M. Grant op.cit.n3: 126; cf. N. Marinatos
op.cit.n4: 114 argued based on iconography that “the Greeks created a deity of peculiar harshness
and anti-sexuality” under Near Eastern influence.

% See P. Pachis 1996: 193-222 for the orgiastic cult of Cybele during the Hellenistic years. Also
see J. Rein 1996: 223-39 regarding the non-Greek origins of Cybele. She argued that Miletus had
probably an important role in the adoption of the worship of the Phrygian mother by the Greeks in
the late 8" through the 6" cBC. Archaeological evidence from Miletus is also discussed.

" The idea about the cult of the Mother Goddess was mainly developed by scholars like J.J.
Bachofen 1967, E. Neumann “1963, M. Gimbutas 1989 (also see 1999: esp.131-97 where she
collected information about the goddess cults from the Minoan Religion through the Etruscans and
the Celts to the Baltic cults of the Goddess) and P. Monaghan 1999: 7-25. However, the majority of
scholars reckon that matriarchy does not correspond to any historical reality, but was an erroneous
invention of modern scholars. See L. Goodison 1992: 294-300 who argued that there was never
one goddess. However, this is not to say that the various cults are not comparable or that a certain
amount of syncretism did not happen; See M.E. Voyatzis 1999: ch7 who addressed the question of
disjunction between the archaeological and literary evidence and concluded that we lack a clear
record of the powers attributed to each of the gods.

? Pind. Pyth.8.95-7: “tnduepor ti 8¢ ug; T §' 00 TIg; OKIGC Svap /EvOpoOToc. &AL’ 6Ty GiyAo S16680T0g EAOT, AoUTPOV
<[>r VYOG EMEGTLV AVOPDOV KO HETALYOG CicdV” (Sandys)

* Demeter was believed to have shown to Triptolemus her rites: “cepvd, 1d t* 00 nog fott topef[injey [ot-
Te TuOEcBou, | /00T dyfetv- uéyo yap T Bedv cEPag ioyavel ovdnv. 6ARLog 0¢ Tdd" dmwmev emyBoVIMV GvOpOT®V/ 0¢ ' dTe—
IS Lepav, 6¢ T dupopog, o mod’ opotmv /oicay Exet 08iuevec tep vro (Gdw evpwevt’. Hom.h.Dem.478-2. Demeter
was according to Euripides identified Demeter with earth and at Athens Demeter and Earth shared
the same shrine; Eur.Bacch.274; cf. Themist.ap.Stob.218h (Farnell).

* M. Grant op.cit.n3: 312: “This promise of rewards in the afterlife, a response to men’s longing
which made a wonderful change from the traditional gloom of Hades, was the keynote of post-
Homeric, archaic Greek religion in the 6" cBC: and particularly of the Mysteries of Demeter and the
movement called Orphic”. Aristophanes made the initiates speak of themselves as “us who have
been initiated and have led a righteous life” (Arist.Ran.154-8, 455-9). Notice that at Eleusis an
added element was the glorification of agriculture as the basis of civilised and peaceful life, with
Triptolemus as its hero (Isocr.Paneg.28-9).




man’s relation to nature as an indestructible part of the natural cycle of birth-
maturity-decay'”. These mysteries were repeated throughout the Near East, and
particularly in Egypt, where Isis had assumed the role held by Demeter in the
Eleusinian mysteries'®. The similarities between the mysteries could be attributed
either to cultural interaction or to their analogous character, since they were all
designed to give hope to mortals regarding their fortune after death'’.

These rituals were reflected in the legends and the local mythology of the
Greeks'® and soon occupied a place in the center of their literary production'®. In
several cases the myths preserve or allude to the cultural origins of the rituals and

often they indicate later interpolations to which rites were perhaps subjected®.

"> F. Zeitlin 1982: 129-58 discussed the rites of Dionysus and Demeter regarding the ancient
Perceptlon of female sexuality as dangerous.

K.M. Summers 1996: 337ff. discussed the public cult practice at Rome in the mid-first cBC; the
author argued that Lucretius (“De Rerum Natura”: 2.600-60) described a real cultic event as he
witnessed it at Rome, an event distinctive to Roman practice. S.A. Takacs 1996 discussed Cybele’s
arrlval at Rome in the following article: 367-86.

" R. Seaford op.cit.n8: ibid. argued that in the Greek mysteries we particularly find two kinds of
tribal initiation: The Mysteries of Dionysus and those of Eleusis. Yet these mysteries were quite
similar with the mysteries of imported Oriental gods such as Sabazios and lIsis. Seaford
commented on the similarities of the various mystery cults: “All these initiations, because they are
all derived ultimately from the same kind of ritual, resemble each other, and because they resemble
each other they tend to fuse with each other: one initiatory cult may contain features drawn from
another initiatory cult sacred to another deity (an obvious example is the peripheral association of
Dlonysus with the Mysteries of Demeter at Eleusis)”.

¥ However, it should be clarified that one does not expect all myths to be an allegory of ritual; see
F. Graf op.cit.n1: passim for the various theories that tried to analyse the majority of myths under a
singular pattern scientific or psychological or social or ritual. According to the mythologists of the
eighteenth and nineteenth centuries the origins of myth lay in the childhood of mankind. Therefore,
the successful interpretation of myths relied on the reconstruct of the life of early man (33-6). The
Myth and Ritual theory at the beginnings of the 20" century explained the creation of myths as an
instinctive reaction of the ancient groups towards incomprehensible rites they had inherited. See E.
Durkheim, B. Malinowski, L. Strauss for variations of the theory (39-45). R. Barthes introduced the
semiotic approach of mythology which viewed myth as a ‘metalanguage’, a linguistic version of the
reality behind the myth (53). Also see p.68-75 for the theory of M.P. Nilsson who argued that a//
myths were traceable to the Mycenaean period. In p.110 Graf wrote: “the relationship between
myths and the institutions that they purport to explain requires closer explanation. Not every ritual,
cult statue or temple was explained by an aitior’.

% In Lyric poetry we often read about the love life of gods or heroes and we must assume that it
was a source of knowledge for Alexandrian scholars who were interested in rare versions of the
Homeric myths. So, the wedding of Peleus to Thetis inspired Alcaeus (poem 42), while Sappho
composed a thirty-four lines poem (fr.44) in order to describe the marriage of Hector to
Andromache. Hence, lyric poets had indeed included in their poetry mythological descriptions and
more specifically myths narrated about the love of gods and heroes. Stesichorus, the greatest
choral lyric poet, was considered the greatest teller of myths between Homer and tragedy; cf.
Anonym.On the Sublime 13.3 and fr.217PMG. F. Graf ibid.: 147-8 wrote: “archaic choral lyric poetry
influenced not only the subject matter of tragedy but also its form, as is immediately apparent from
the meter of its choral songs and from the fact that the Doric dialect was artificially used in them”.
Also the use of myth as paradigm was borrowed from choral lyric poetry.

? See M. Meslin 1970: 138 for the reflection of social structures, values, and self-images in rituals;
also D. Baudy 1986: 212-27; S. Shechter 1975: 349 remarked that Ovid’s topics all pertain to the
Calendar; yet at bottom they are similar to those adverted to by the Propertian “sacra, dies and
cognomina’ (4.1.69) (cf. Opening lines of Fasti: ‘tempora cum causis Latium digesta per annum/ lapsaque sub




Furthermore, once these myths were introduced to literature they acquired an
existence of their own as literary texts, which have invited criticism, comparison

f21

and interpretation since antiquity itself*'. F. Graf has written®?

‘myths are narratives and as such they obey the conventions of the literary genre in which
they are told. They are also assembled from narrative patterns which migrate from one
myth to another. Just as narrative patterns sometimes migrate from one myth to another,

so whole myths sometimes migrate from one cult to another”.

Nevertheless, the mythic crystallization of these rituals as well as the literary
imprinting of the myths bear the traces of the social and religious beliefs of the
ancient Greeks and of the peoples that influenced them?. In addition, the cultural
impact that the Greeks had on Roman values, a merging that produced Greco-
Roman civilization, was particularly based on the embracing of myths about Greek
Cosmic theory®*. The various poetical treatments of myths could possibly shed

more light on the tradition®® to which these myths were understood to belong

terras ortaque signa canam/..sacra recognosces annalibus eruta priscis/ et quo sit merito quaeque notata dies“). As in
Propertlus cult and geography are implied.

M. Grant op.cit.n3: 145: “The Greek hymns of the 8" and later cBC, which we know as the
Homeric hymns have come down to us in a form which is literary rather then devotional. They are
closer to ritual than the epic poems were, yet they are not in themselves a part of ritual: the
elements of praise, thanksgiving and prayer are perfunctory, and the main content is the narration
of myth. The ancient attribution of these hymns to Homer and their careful imitation of his style,
suggest that they belong to the aristocratic epic tradition”. The lliad includes a reference to a hymn
(1.1.472). See the Hom.h.Dem.; cf. M. Grant ibid.: 137; as far as we know, the Homeric Hymns
were not mentioned as collectlon before the 1% cBC. Of their authorship, apart from the Hymn to
Apollo little can be said, though there was a tradition that the founder of the genre was Olen and
that it was he who brought the worship of Apollo and Artemis from southern Asia Minor (Lycia) to
Delos.

2 F. Graf op.cit.n1: 96-110. Cosmogonical and cosmological speculation after Hesiod followed two
separate paths. One was that of mythological poetry, the other that of philosophical reflection- in
short Orphism and Presocratic philosophy. See M.L. West 1983.

* M. Grant op.cit.n3: 159 investigated the relation of myth and ritual. He argued that ritual gives
myths their names, a lot of detail and much of their explanatory character. Myth acts more slowly
upon the conservatism of rites-interpreting (rightly or wrongly) their elements, and gradually
imposing features of its own. Yet myth is also potentially inherent in ritual from the beginning, not
only as the spoken correlative of what was performed, but as a translation of the real, static,
temporal, immediate ritual into terms of the eternal and transcendental. Myth is the projection of
rites on to the plane of ideal situations. See pp.159-160 about the different stages of ritual to which
myths correspond.

* However, see J. Scheid 1995: 15-31 opposed to the sterile viewing of Roman piety through the
adoption of Greek rites. The author argued that the Romans reworked the Greek borrowings
through their own aesthetic appreciation of religiosity; cf. J. Champeaux 1989: 263-279; Livy 39.8ff.

° See F. Graf op.cit.n1: 178-93 mentioned that the sophists were the first to question the validity of
myth fundamentally and they even invented their own myths. In their myths tradition was employed
as a stable point of reference that facilitated the understanding of the audience. After them Plato
and other philosophical movements like the Pythagoreans and the Stoics employed mythological
allegories for the purpose of their doctrines. Allegorical interpretation proceeds from the assumption
that the poet deliberately situates his meaning not at the literal level, but at a deeper level, beneath
the veil of literal. In Plato’s day the allegorical interpretation of myth had already been practised for
over a century. Yet even the philosophers relied on certain mythic patterns and well-known myths
transmitting along with their objections traditional motifs.




during antiquity, and on the perceptions that already existed regarding the issues
these legends debated?®. It is the purpose of this thesis to argue that certain
myths, which enjoyed much popularity in Greek and Roman literature, refer or
allude to rites of initiation. Furthermore, the literary manipulation of these myths by
ancient men of letters will be discussed with the intention of outlining and
explaining the ideas that the Greeks and later the Romans shared regarding
society and cult. The origins of these ideas and their affiliation with notions treated
in Near Eastern texts will also be explored®’. Doubtless the most controversial
power that captured the ancient social and cosmic order was Eros; although the
Greeks, as well as the rest of the so-called ‘primitive’ cultures did not place on
sexual interaction the sense of guilt that later religions did, they could perceive
Eros at two levels: as the creative force that released life into beings and as the
tedious necessity for the human race, which thus depended on women for
procreation®®. This second aspect of love was associated with pollution and was
strictly banned along with birth and death from every sanctuary. Myths that reflect
initiation rites often had an erotic character, which could partly explain their
popularity?’; therefore, the myths analysed in this thesis have been chosen for their
erotic content, which continued to fascinate different audiences throughout

antiquity. In addition, these myths were employed in programmatic works which

It could be argued that the Hellenistic poets like Callimachus and Apollonius of Rhodes focused
on the aesthetic perfection of mythical narration. In addition, it has been remarked that since
Hellenistic poets were in their majority scholars as well, mythography could be seen as the result of
their readings of myths. Parthenius of Nicaea dedicated to his friend Cornelius Gallus, the Roman
politician, poet and friend of Vergil a small collection of erotic myths taken from local stories, as raw
material for “epics and elegies”. See F. Graf ibid.: 191-2. In addition, the Hellenistic authors often
employed myths for the sake of entertainment and in certain cases the mythographers would go as
far as inventing ancient authors, whose work they claimed to have copied (Euhemerus). However, it
must be noted that the more scholarship on myth develops the more the tendency of ancient poets
and scholars to invent mythic details is doubted (Philo of Byblos).

S Sl Penglase 1994: 5 (also n8); According to the author there were three periods of contact
between the Greeks and the Near Eastern civilisations. The first period of contact was in the late
Mycenaean times of the 13" and 14" ¢BC, when Greeks had colonised Tarsus and northwest
Syria. The second period of extensive contact was in the 1% millennium; in particular from 800 or
850 BC onwards the Greeks were especially influenced by the Near East including the
Mesopotamian cultures. The third period of contact is the one quoted above; cf. W. Burkert 1979:
52, M. Robertson 1975: 21; J.M. Hurwit 1985: 125-32.

2 Pherecydes of Syros (c.550 BC) wrote that when Zeus was about to accomplish the creation he
transformed himself into Eros; Procl.ap.P1.Tim. (Diehl 3.156a). Empedocles who lived in the 4" ¢cBC
was a Sicilian philosopher-scientist and miracles-worker. He named the natural basic forces of
binding and separation as Love and Strife. Pausanias (9.27.1) confirmed that there was a very
ancient ‘unwrought stone’ of Eros at Thespiae. Hes.Th.120-2 also wrote: “38’ "Epoc, 6¢ kdAhoTog év 6
00vATO1G1 BE0101, /AVGIUEANG, TAVTMV Te OEDV TEAVTOV T' AVOP@T®V /SEUVOTHL £V OTIHOECGL VOOV KO Tihpova BOVANRV”;
also see M. Grant op.cit.n3: 111.

7 0n the purely metaphorical employment of nature in erotic poetry as well as the poets’ power to
alter details of myths based on their own experience see C. Calame 1999: 166-7.

6




stamped the literary history of antiquity, and whose echoes sounded clearly in
European literature until the 19" century. The myths that will be investigated are:

the myth of Atalanta, the myth of Daphnis and the myth of Orpheus.

The poets

Of course, myths were treated by poets who had a specific literary orientation and
followed literary conventions with reference to the genre they had favoured®. The
reason why, despite the changes in literary fashion, these myths would attract the
interest of both authors and audiences over and again must lie in the universal
truths that were supposedly captured in them®'. Furthermore, one cannot neglect
the key role of Hellenistic scholars in the transmission of Greek literature to the
Romans, a point often raised in the thesis®?. In the 3 century BC, because of the
great political and historical changes which had intervened, many ancient works
had already been lost, and confusion arose in the field of literary tradition. The
classification of the material was indeed necessary for the edition of ancient works.
Nevertheless, it seems that Hellenistic scholars kept this strict generic division only

in their editions of others®. As regards their own literary production they did not

%O B.H. Fowler 1984: 119-149 focused on the preference of the melic poets for the “rowiro’: ‘the

variegated nature of the objects of their senses’. Hence, the melic poets relied on this aesthetic
principle for their understanding of the world or even for their era’s perception of the world. They
regarded Eros as a bittersweet agent of the gods whom one can avoid. See C. Calame ibid.: 13ff.
for the differences between the Eros of the Melic poets and the Eros of Epic poets. Various literary
genres employ different semiotics and symbols or interpret them differently; in p.142 Calame
argued that the Greek tragedians were particularly interested in girls fated to be sacrificed before
reaching maturity and beautiful wives tragically destroyed by their second marriages. Their attack
focused on the implacable sexual force personified in Eros and Aphrodite, a force that cannot be
avoided.

*1'C. Calame ibid.: 99 opposed the feminist studies of Sappho’s poetry arguing that the “gendered
dimension of Sappho’s poems in truth depends rather on the social and pedagogical function of the
poems sung and danced on ritual and communal occasions”, instead of on “the erotic sensibility
and sexuality of the author”.

*2'S. Shechter op.cit.n20: 348-9 discussed Callimachus’ Aetia: the narratives in this work are
labelled ‘aetiological’ or ‘aetia’ and are thought of as offering causal or temporal explanations for
topics bearing upon, as E. Rohde would have it “customs, sacred and profane, obscure
appellations for places and gods, and other curiosities” (see E. Rohde 1960: 84-5). From the outset
Rohde’s definition was applied to non-Callimachean works. The tales are sometimes classified
further, though still mainly by their topics, and Rohde for instance divides them into “regional
legends”, which are chiefly about cult and names, and into “transformation myths”, which largely
concern peculiarities of nature, although both categories may be found in tandem, as he also
observes (pp. 84 and 91-2).

** Two closely related but distinguishable critical notions which took shape during this period -and
which found their clearest and most definite expression in the canonical lists of the foremost
authors drawn up for each of the literary genres by Aristophanes of Byzantium at the end of 3" ¢cBC
- are especially pertinent to the understanding of Theocritus’ theoretical formation and principles of
poetic practice: they are the metrical criterion for generic classification and the doctrine and




hesitate to diffuse the material they had inherited from the archaic period into
various poetic forms®®. R. Pfeiffer described the double quality of the Alexandrians
as scholars and poets™:

“The new generation of about 300 BC living under a new monarchy realised that the great
old forms also belonged to ages gone forever..poetry had to be rescued from the
aangerous situation in which it lay, and the writing of poetry had to become a particularly
serious work of discipline and wide knowledge, téyvn’ and ‘cogin’ The new writers had to
look back to the old masters, especially of lonic poetry, not to imitate them -this was
regarded as impossible or at least as undesirable- but in order to be trained by them in their
own new poetical technique. Their incomparably precious heritage had to be saved and
Studied. This was felt to be, first of all, a necessity for the rebirth and future life of poetry,
and secondly an obligation to the achievements of past ages which had given birth to the
masterpieces of Hellenic literature..Thus a novel conception of poetry, held by the poets
themselves, led the way to the revival of poetry as well as to a new treatment of the ancient
poetical texts and then of all the other literary monuments..for the new poetical technique
could not be successfully practised without the constant help of the old masters.
Glossaries, invaluable in the first place for the choice of words, helped also to give an

understanding of the great poetry of the past’.
The work of the Alexandrians secured the continuity of literary motifs as well as of
ideas from the archaic to the Roman period, and appreciated intertextuality®® by
inserting in their works word-plays and obscure allusions to particular lines and

notions introduced in Homer, Hesiod or any of the ancient Greek Lyric poets®’.

separateness and fixity of the literary genres. In archaic Greece, different kinds of poetry were
closely bound to the contexts in which they were performed; the specific occasion determined the
choice of music, theme and diction, and furnished as appropriate name for the type of poetry as
well (M.L. West 1974: 1-39, C. Calame 1974: 117-21).

*'A. Henrichs 1999: 223-251 examined the blurred boundaries between history and myth in the
Hellenistic period through a study of human sacrifice. In the Hellenistic period the distinction
between the human and divine, myth and ritual becomes less obvious. Hence, Phaenias of Eresus
(320 BC) foisted myth into ‘history’, making it prose fiction. Gods increasingly became culture
heroes while men became deified. In addition, during the Hellenistic period the violence of the
Dionysian myths seemed to get transposed onto the worshippers; a phenomenon that also signifies
the conflation of myth and ritual at that time.

® R. Pfeiffer 1968: 87-90. Strab.14.657: “romtic i xei kpinixoc’, for Callimachus. D.M. Halperin
1983: 195: “The first representative of this new age was Philetas of Cos, revered by Theocritus and
by Callimachus as well, who articulated the aesthetic idea, if not the name, of /eptotes or finess in
poetry (fr.10 Powell), whose compilation of glosses immediately became famous throughout the
Greek world..”.

“® T.K. Hubbard 1998: 15 argued that ancient functioned as especially expert readers who
responded to an equally learned predecessor: “authorial intent is certainly not irrelevant. . . .\What is
needed for a fuller understanding of allusion in poetry is thus a symbiotic union of intertextual
theory with reader-response criticism”.

w According to the later tradition Philetas was appointed to undertake the education of Ptolemy |l
Philadelphus (308-246), the second ruler of Hellenistic Egypt, and he numbered among his pupils
the poets Theocritus and Hermesianax as well as the scholar Zenodotus; the latter initiated the
systematic study and recension of the Homeric epics and eventually succeded his teacher in the
office of royal tutor. About the time that Zenodotus was engaged in editing the text of Homer,




Indeed the ritual and religious aspect of love as described in the mythic versions
discussed in this thesis is overlaid with the personal seals of a series of authors

who were inspired by each of the myths.

The Structure of the thesis

Chapter One: The myth of Atalanta

The myth of Atalanta was initially treated by Hesiod but it often reappeared in
poetry until the late Augustan period. The popularity of the myth in antiquity is
additionally confirmed by its survival in the scripts of |. Tzetzes, a scholar of the
12" century AD*. The erotic element of the myth was underlined during the
Hellenistic period although it was also implicit in the archaic versions. There were
two main versions of the myth, an Arcadian that focused on the heroine’s hunting
skills and a Boeotian that referred to the foot race that she had set as a
prerequisite for her marriage.

Atalanta as a heroine particularly hostile to marriage is compared to
Artemis. Consequently, it will be argued that the myth should be understood in the
context of rites of passage from adolescence to adulthood. Details from later
versions of the myth such as those of Apollodorus, Aelian and Ovid are discussed
in relation to the cultic processes in honour of Artemis at Brauron, Haloa and other
locations. Atalanta is perceived as a by-form of the goddess who, as her mortal
reflection confirms, exhibited many similarities with Near Eastern goddesses like
Cybele and Ishtar. Although Artemis was regarded as a strictly virginal deity her
role as protector of the young of every species also gave her aspects of a fertility
goddess.

In this framework the apples that were employed in the myth of Atalanta not
only underline the association of the myth with fertility (and so, indeed, with pre-
nuptial customs) but they also stress the erotic character of the myth since the
early days of its circulation. The role of the apples in Near Eastern rites and

magical spells is investigated with reference to widespread ideas about love. The

Callimachus undertook to devise a system for arranging all the works currently being assembled in
the libraries of the Alexandrian Museum, a task which resulted in a “critical inventory of Greek
literature”, called the Pinakes or tablets “of all those who were eminent in any kind of “roudeio”
(intellectual or artistic culture) and their writings in 120 books” (as Hesychius and Suda describe it).
See R. Pfeiffer op.cit.n35: 126-8.

%% | Tzetz.Chil.453.928-42 (Leone).
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circumstances under which the Greeks were influenced by Near Eastern cultures
are also covered.

The myth of Atalanta was treated by Propertius in the programmatic elegy
of his ‘Monobiblos’, a poem that has raised many debates regarding the nature of
Latin erotic elegy and its origins. The allusions employed by Propertius seem to be
explained more effectively through the recent reading of the myth in association
with fertility rites. The understanding of love in Latin elegiac poetry was plausibly
derived from this thread and still bore the Near Eastern conviction of love as
madness and disease. Propertius’ preference for the myth stresses the erotic
implications of certain motifs within the myth such as the motif of running in the
wild. Furthermore, the association of love and marriage with agriculture, a relation

often imprinted in ancient metaphors is also pointed out.
Chapter Two: The myth of Daphnis (Theocritus)

In the previous chapter the agricultural aspect of love was merely touched upon.
This chapter more precisely explores the views of Theocritus on love as rendered
through the myth of Daphnis. The myth was favoured by Theocritus’ ancient
editor(s) as the most representative of his Bucolic poetry and was therefore placed
at the beginning of his collection. The stance of Theocritus among the Hellenistic
poets and the longstanding aphorism of Bucolic poetry at the fringe of Hellenistic
literary production will be presented. It has nowadays been accepted that
Theocritus did not invent the Bucolic genre, although the question regarding the
origins of the genre remains unanswered. The claims of the ancient sources, which
refer to as yet unattested fertility rites, will be examined through the indications
contained in the tradition of Daphnis.

According to the traditional version of the myth, Daphnis, the Sicilian proto-
shepherd cheated on his divine beloved and was blinded in return before falling off
a rock into a river. The tragic death of the hero is also treated in the first Idyll. The
argument that Theocritus followed another version, which allies Daphnis with the
Euripidian Hippolytus, is here refuted. The association of Daphnis with cult is
investigated and motifs already detected in the myth of Atalanta, like that of a girl

wandering in the wilderness, are brought to discussion. It is held that Daphnis was
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in love and therefore, he could be viewed as a prototype of the Propertian elegiac
lover.

In the first Idyll Theocritus offered certain clues about the mythic affiliation of
Daphnis with heroes such as Adonis and Gilgamesh who had their origins in the
Near Eastern cults of the consort of the fertility goddess. It is argued that
Theocritus, who in Idyll fifteen described the celebration of the Adonia at
Alexandria, probably employed elements from the worship of Adonis to describe
the death of Daphnis. Consequently, Daphnis should be understood as another
version of the sacred shepherd/ hunter that was annually lamented throughout the
East as Tammuz, Dumuzi or Adonis. The cult of those heroes was part of the
fertility rites in honour of the goddess. Evidence to support the cultic substance of
Daphnis is also derived from the bucolic poems of Moschus and Bion.

The description of a Cup that Theocritus described before the death of
Daphnis in his Idyll enters the forum of debate. Its epic tradition will be covered in
one of the thesis’ appendices. The third scene on the Cup is especially analyzed in
relation to eastern religious motifs that Theocritus might have adduced from
contemporary literature. The death of Adonis was celebrated by the Greek
Adoniazousai of Idyll fifteen as much as by the women of Jerusalem. The scene is
compared with the Song of Solomon, a profoundly and unusually erotic poem
included in the OIld Testament. The poem was probably contemporary with
Theocritus (3" century BC) and its central figures could be identified with
Aphrodite and Adonis. The usual argument that Theocritus influenced Hebrew
literature is reversed with additional evidence from Bion and Moschus. It is held
that the Song was probably derived from the cult of Adonis and could be included
in the same tradition as Greek bucolic poetry. Daphnis should be identified with
Adonis and be incorporated in the tradition of eastern fertility deities such as
Tammuz and Dumuzi.

The last part of the chapter examines the actual description of the death of
Daphnis who is said to have gone [to the] river, an expression that has been
much discussed. The report of Daphnis drowning after falling off a rock is
compared with famous legends of lovers to whom literature attributed a similar
death. It will be argued that Daphnis, as a lover who totally submitted to love, had
to experience death symbolically, much like the death that sexual initiation would

customarily bring upon the consort(s) of the goddess.




Appendices:

Three appendices relate to this chapter:

Appendix |: The Epic Tradition of Idyll 1; Achilles, Heracles and the death of love.

The description of the Cup included in the first Idyll of Theocritus is regarded as a
typical sample of ecphrasis, a technique of delaying the plot by inserting a detailed
description of an object of art. Hellenistic writers in their extensive use of it followed
the tradition established by Homer with the description of the Shield of Achilles
which was later imitated by the author of the Shield of Heracles, often attributed to
Hesiod. It has been argued that the Cup of Theocritus should be included in the
epic tradition from which it was inspired.

The two epic shields and their mythic owners are compared with Daphnis. It
seems that the erotic adventures of Achilles and Heracles could actually provide a
convincing framework for the adventures of Daphnis. Heracles, who was reputed
to have saved Daphnis and his beloved from the hands of the spiteful king
Lityerses according to Sositheus had notoriously died as a lover (rather than a
soldier) before being reborn at a higher level. Achilles, who was also identified with
excessive lust and grief, was relieved by his sufferings after death in the Isles of
the Blessed where he lived happily married to Iphigeneia.

The fortunes of the two heroes are discussed in the context of ritual
transformation and compared with the death of Daphnis. The latter was definitely

not an epic warrior; yet he seems to have been a competent epic lover.

Appendix II: The Cup of Theocritus

The three scenes depicted on the Cup are described in relation with the erotic
torture of Daphnis. It is argued that the first two images on the Cup treat well-
known erotic motifs that refer to the dangers of love. A link between the tale of
Daphnis and common ideas about love is established in confirmation of the
argument that Theocritus opted for the traditional version of the story.

In the first image motifs regarding the dangerous character of women are
treated. Theocritus seems to have inherited his views on the nature of women from
Hesiod. In addition, Daphnis’ affliction of a woman is probably reflected in the

suffering of two young men that pose in the first image on the Cup.




The second image refers to a fisherman. In antiquity the dangers that
fishermen face when at sea were often compared with the adventures of lovers.
The love of women was also compared to the various moods of the sea itself.
Furthermore, the sea was also associated with the waters of death and Charon
was imagined as a boatman. The possibility that the silent fisherman of the second

image alludes to the death of Daphnis out of love is examined.
Appendix llI: Fishermen: lovers of death?

In the second scene on the Cup a fisherman is depicted and his possible
connotations with the erotic adventure of Daphnis will be presented in Appendix Il
summarized above. There the links between the sea and erotic danger are
explored and it is argued that the fisherman stands as a reminiscence of the erotic
traps that tantalize lovers and indeed Daphnis by the end of the poem.
Furthermore, evidence from Greek drama and Hellenistic epigram is
gathered in support of an association between fishermen and their implements
(nets, hooks etc.) with deaths resulting from or attributed to erotic misconduct. The

cases of Agamemnon and Heracles in particularly are discussed.

Chapter Three: The myth of Daphnis (Vergil)

The influence that the work of Theocritus has exercised on Vergil is undoubted.
The latter introduced Daphnis, Thyrsis, Menalcas and the rest of the Bucolic
personae in his Eclogues, a collection of poems which along with his Georgics
have laid the foundation for a major part of European literature from the days just
after Vergil's death until the English pastoral poetry of the 16" century and
following with Schiller on the continent. The modern criticism on the literary relation
of Vergil with Theocritus will be summarized and the view that Vergil showed more
understanding of Theocritus than has been assumed will be pursued.

Hence, it will not be regarded as accidental that Vergil presented the death
of Daphnis in his Eclogues with close reference to Theocritus, yet also described
the apotheosis of Daphnis in terms similar to the apotheosis of Heracles. The
comparison of Daphnis with Heracles further developed in Appendix 1 will be
briefly debated here along with the hero’s likening to Caesar, whose apotheosis

had recently taken place.




Furthermore, attention will be drawn to Vergil's technique of attributing to
Daphnis features traditionally ascribed to Orpheus and Prometheus, two heroes
renown for their sufferings and their contribution to civilization. It will be argued that
Vergil cast Daphnis in the role of a culture hero with civilizing and spiritual powers
with the purpose of promoting the pastoral “locus amoenus” as the ideal place for the
spiritual regeneration of the Romans that his poetry anticipates.

Vergil transferred the place of Daphnis’ suffering from Sicily to Arcadia, a
location that according to the tenth Eclogue could accommodate the erotic
unhappiness of lovers like Daphnis, Gallus and Orpheus. The myths that associate
Arcadia with early civilization and the Golden Age are discussed. In his fourth
Eclogue Vergil predicted that Arcadia can be restored and that the Romans will
experience a second Golden Age.

The identity of the child whose birth, according to Vergil, will bring the
realization of the second Golden Age is examined in the context of rites regarding
the absolution of sins and the promise of rebirth. The Orphic and Dionysian
mysteries are particularly discussed, on the strength of two factors: Vergil referred
to the cradle of the child that will blossom automatically, a motif mentioned in the
birth of Dionysus. In addition, at the end of the fourth Eclogue Vergil compared
himself with Orpheus and Linus, who were also associated with the mysteries of
Dionysus. Vergil’'s comparison is discussed in detail and the conclusion reached is
that the poet favoured ancient rites in which the birth of a child was regarded as
the obvious sign for the gratification of the devotees. In this context the Eleusinian
mysteries are also brought into discussion.

It is held that the importance of these mysteries for Vergil lies in their
agricultural character, an indication that complies with Vergil’'s approach of linking
the Golden Age with agriculture. The last part of the chapter argues that in doing
so, Vergil does not contradict Hesiod who also referred to the Golden Age

conditions preserved in the righteous cast of the farmers.

Chapter Four: Poetry and Vergil

The comparison of Vergil with Orpheus brings to light the question of Vergil's
stance in this New Order of things that he prophesied. Traditionally poetry was

associated with erotic passion and as covered in the previous chapter, Arcadia




seemed hospitable to both notions. Nevertheless, art and intemperate lust as
ideally combined in the legendary figure of Orpheus were radically opposed to the
hereditary views of the Romans. This short chapter deals with the basic
inconsistency of suggesting Arcadia as the ideological foreground of the Roman
renaissance.

In a world which according to the first and the ninth Eclogue poetry is
shown to be ineffective, the answer seems to lie with the farmer that Vergil
depicted in his Georgics as enjoying some of the advantages of the Golden Age. In
the third book of the Georgics the farmer was seen as carefully arranging the
mating of his animals, imposing his iron will over irrational sexual instinct. Vergil's
view of love is presented as a creative force, sexual as much as spiritual.

It has been put forward that the farmer represents the ideal statesman of an
ideal state as reflected in the society of the bees of the fourth Georgic. The bees
have a special claim in the Golden Age as well as in poetic tradition. The view that
Vergil did not refer to the bees association with poetry because he wished to
banish it from the new society to arise is challenged.

On the contrary, Vergil's posture as the bard of the new era is examined.
Vergil like Hesiod, Orpheus and Silenus, moves between legend and universal
truth, and restores the role of the ancient “vates” to its previous status. Vergil poses
as the hierophant of the new era, who finds in poetic tradition the solutions for a
secure future. Vergil's appreciation of poetry anticipates a more optimistic reading

of the fourth Georgic.

Chapter Five: The myth of Orpheus

The fourth book of the Georgics treated the story of Orpheus and Aristaeus. The
argument that Vergil invented the story where Aristaeus is responsible for the
death of Eurydice is questioned. This book has raised a great many discussions
regarding Servius’ comments according to which Vergil had included in the last
part of the book praises for his friend Gallus, a poet and politician who after losing
favour with August committed suicide. The view that August ordered Vergil to
change the “laudes Galli” with the verses that now contain the epyllion of Orpheus

and Aristaeus is disputed. The more moderate view that Vergil probably changed a




few verses in the second edition of the book (if there was ever a second edition) is
adopted.

The importance of the bees has already been discussed in the previous
chapter in association with the poetry of Vergil and the Golden Age. However, in
this chapter the bees are examined as a bridge between the Hesiodic Golden Age
and the agricultural version that Vergil puts forward. Through their association with
the cult of Zeus the bees pose as the tangible example of Zeus’ theodicy. Bugonia
is examined as Aristaeus’ reply to the sacrificial codes of Prometheus which
brought about the separation of man from god. Aristaeus is seen as a heroic
embodiment of the justice of Zeus.

However, the expiation of guilt, which Aristaeus secured through the
Bugonia, has been the preoccupation of several mystery cults in antiquity, pre-
eminently of the Orphic mysteries and those of Demeter at Eleusis. The
association of these cults with bees and honey is stressed. Furthermore, the
Orphic views on sexuality and justice seem to have been in close compliance with
the morals of the new era according to which Aristaeus is punished for his lust.

The claim of Aristaeus, Orpheus and Eurydice in the tradition of bees and
honey seems to link them with an initiation context regarding prenuptial rites.
Aristaeus’ stance as a solemn husband and pious beekeeper, the bees’ hostility
towards adulterers, and the rape of Eurydice by Aristaeus are all brought into
discussion. A comparison of Eurydice with Persephone, which originates from the
relation of bees with the cult of Demeter and Kore, seems to support this
conclusion. It is argued that the story of Orpheus and Aristaeus is employed as an
example of restoration within the new order of Zeus, a restoration that Vergil
wishes for the total of the Roman nation that has just emerged from civil war.

Throughout the chapter a parallelism between Aristaeus and Orpheus is
constructed with the intention of emphasising their similarities. Initially Aeneas and
then Prometheus are invoked as a reference point for the comparison. According
to the evidence presented Aristaeus and Orpheus shared a number of similarities
in their legendary aspects as culture heroes and as deities.

Orpheus, who was additionally reputed as author of cathartic poetry and
magic spells, had repeatedly attracted the criticism of Plato who despised all
miracle-workers, and indeed Orpheus as much as Pythagoras, who was accused

for passing off his writings as those of the legendary poet. This aspect of Orpheus
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does not seemingly correspond to the character of Aristaeus as depicted in Vergil.
At this point of the analysis the name and legend of Aristeas of Proconnesus is
also discussed.

His identification with Aristaeus is argued on the basis of three
comparisons: firstly, on Aristeas’ similarity with Prometheus as it emerges through
the similarities of pseudo-Aeschylus’ Prometheus Bound and Aristeas’ epic about
the Arimaspeans. Secondly, on Aristeas’ association with Egypt and magicians;
Vergil significantly suggested Egypt as the place that Bugonia was practised while
a combination of the traditions of Aristaeus and Aristeas survives also in late
literature. Thirdly, on Aristeas’ connection with Pythagoras and his rites which were
in essence Orphic. It is argued that even if syncretism should be suspected in
Vergil's treatment, the poet understood these rituals as similar in essence and as
functioning within the new order of Zeus. The message conveyed is that under the
new theodicy salvation is possible as long as disordered eros, as represented by
Orpheus, is replaced by methodically channelled energy dedicated to the

recreation of well being.

Appendix IV: Orpheus, Pythagoras and the Egyptians

The fourth appendix discusses the connection of Pythagoras and Orpheus with the
Egyptians based on Herodotus 2.81, a text where special reference is made to the
prohibition of wool in burials. The custom, which applied to the initiates of specific
rites, is traced to Egypt but also to Greece, and its origins raised many disputes in
classical scholarship. Herodotus employed four adjectives to describe the rites in
which this custom was observed, although interpolation by a later commentator is
very possible. The rites are described as Orphic, Bacchic, Egyptian and
Pythagorean. Despite the longstanding debate over the meaning and the syntax of
the lines it would be useful to accept that already in antiquity the rites mentioned
above were understood to be similar. This is additionally confirmed by the
syncretism that is noticed in the treatment of these rites by a series of ancient
writers. Apuleius and Vergil are mentioned as two of them. Hence, the comment of
Herodotus (or indeed of a later scholar) would simply reflect the affinity of the rites

as already understood in antiquity.




Chapter One

The myth of Atalanta in antiquity

Ancient literature: its principles

As scholars have often argued’, ancient literature seems to be ruled by principles
considerably different from those which modern literary criticism has established.
Originality in ancient poetry has always been a major point of debate and
especially during the previous century?, Hellenistic and Augustan poetry did not
enjoy much appreciation by critics®, mainly because the various literary genres of
these periods drew their inspiration from ancient classical poetry. In addition, both
Hellenistic and Augustan poets openly confess and repeatedly name their literary
predecessors in their works”, a practice that was regarded as a scholarly technique
of claiming affinity with a certain literary tradition.

Callimachus in his ‘Aetia’ effectively argues the evolution which occurred to
poetry in the 3" century BC®, where he states his preference for short and elegant
poetic forms. Callimachus and the poets who followed his literary manifesto
believed that Homer had uniquely set his seal on epic composition and that there
was nothing to be added to epic tradition. Any attempt at rivalling Homer was
sentenced to be condemned as lofty pretensions®. Of course epic poetry, mainly

represented in ancient Greece by Homer and Hesiod, would remain the literary

'C. Segal 1968b: 1-2; Also G. Nagy 1990a: 52-81 and D.M. Hooley 1990-1: 77-92 with relevant
bibliography. The discussion on literary imitation begins already with Lyric poetry; see P.A. Miller
1994, on lyric tradition and T.G. Rosenmeyer 1992, on the mimesis of Anacreon in antiquity.
Hellenistic authors had meticulously referred to the works of Homer (P. Murray 1981: 87-92) and
Hesiod (M. Griffiths 1983: 46-7 and ibid.: 1990: 198) in their poetry (see chs 3 and 4 for relevant
bibliography). Their literary example was revered by the Latin poets of the Augustan period and
Ovid for instance, was largely thought to have derived his inspiration from previous literary works;
e.g. S. Hinds 1987: 8-17. For a negative approach to Ovid’s poetic methods see B. Otis 1938: 188-
229.

* D.A. Russell 1979: 1-16; also, F. Cairns 1979: 121-130. Regarding Roman elegiac poets, see G.
Williams 1968: 513-525. On Ovid’s imitation not only of Propertius but also of Hesiod, Lucretius and
even Vergil see J.F. Miller 1983: 26-34. For Ovid and Callimachus see D. Lateiner 1978: 188.

° Of course, scholars’ partiality towards epic poetry had its roots in the belief that epic was the
proper kind of verse for the encomium of heroic deeds. Homer already in Aristotle, Poet.1449a, was
conS|dered as a representative of ‘serious poetry’.

‘ See Prop.3.1; Ov.Am.1.15; etc. Even Tibullus, who generally avoided naming his models, referred
to “doctus Catullus”. See K. Berkman 1972: 107ff.; F. Solmsen 1961: 273-9.

° C.A. Trypanis 1975: Callimachus described his “Aerton énv Movoov” in the Prologue of the ‘Aetia’.
Also see T.D. Papanghelis 1990: Introduction; R. Pfeiffer 1968: 88-92.
° AH. Couat 1931: 413-415.




source of their works, but the general feeling was that poets should come up with
something better than clumsy imitations. This view refutes the charge that in
antiquity originality was not regarded highly’. Furthermore, Aristotle had already
defined that discovery can be a form closely connected with the plot and the action
of a play and this observation reveals a wider concept of literary originality in
antiquity®.

Throughout ancient works, motifs, initially introduced in epic poetry, are
systematically reworked. Mythology and legendary incidents from the life of gods
and heroes, as exploited by Homer or Hesiod, are used as stock material that
nourishes poetic inspiration for all later times®. Ancient Greek lyric poetry had dealt
with all aspects of human life -including love in very personal tones-, centuries
before'®. In addition, Lyric poets seem to exploit along with the heroic myths,

legends favoured for their erotic content’

. Ancient Greek lyric poets have treated
love in all its nuances, a tradition which Hellenistic writers seem to continue since
in their works love gradually gained ground as a poetic theme'?. This tendency is
further developed by Latin elegiac poets who almost exclusively celebrate in their
works the joys and sorrows of love™

One of the most versatile erotic myths during the Hellenistic years is the

myth of Atalanta. The course of the myth from its first appearance in literature to

"D. Lyons 1997: 30 argued that so pervasive was the interest in ‘being the first’, that it has been
said that in Greek culture ‘everything had to have an inventor. For heroes mentioned as
‘mpwtog evpetic” (first inventor) see A. Brelich 1958: 166-7; also M. Robertson 1991: 4 and D.W.
Lucas 1968 who remarked that the general tendency of the Greeks to record the inventor of every
artistic innovation and others indicates their appreciation of the avant-garde on the arts. Also
W K.C. Guthrie 1969: 301-2 discussing Critia’s catalogue of inventors.

Anst Poet.1452a-b.

’E. g. A.R. Sharrock 1988: 406-12; J. Griffin 1977: 43-9 on the uniqueness of Homer. R. Garner
1990 24 and passim; A. Adkins 1985: 21-9 (cf. Adkins 1990).

DA Campbell 1967: Alcaeus treated the marriage of Hector and Andromache (poem 357) as
well as the love of Thetis and Peleus as manifested during their legendary wedding (poem 42) in
comparison with Helen’s wedlock to Menelaus, two examples that could verify that mythology was
already a literary source for the archaic poets. See M.S. Cyrino 1995: 7-69; A. Adkins 1982: 292-
326; E. Bickerman 1976: 229-54; A. Carson 1986: 41 and A.L. Keith 1914: 43 commented on the
lyric perception of love as a violent entity that attacks humans in ‘epic terms’; in other words, Greek
Lyric poets employed Homeric vocabulary to render their erotic images; also see R.L. Fowler 1987:
39 50.

"It has been argued (A.H. Couat op.cit.n6) that mythological elements were introduced in erotic
poetry by Antimachus (end of 5" cBC) and more widely treated later by Hellenistic writers who
followed his example. However, one can readily observe that erotic connotations in ancient Greek
lyric poetry were often rendered through well-known Homeric myths. For the role of Antimachus of
Colophon in the formation of later poetry see V.J. Matthews 1996: 1-15.

? Hellenistic writers composed so-called ‘objective’ elegies, which dealt with the amatory
adventures of heroes or gods, but they also attained very personal tones in their epigrams. See N.
Krevans 1993: 150-4 explored the similarities between Callimachus and Antimachus.

*E. g. F.O. Copley 1956: 56ff. Also R.O.A.M. Lyne 1980: 73ff.
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Hellenistic and Roman poetry will be observed in the following pages. The myth is
not simple or straightforward but has many variants which reflect the richness of
traditional concepts associated with it. Its possible symbolism and its indentation

on the ancient reception of love will also be examined.
The myth of Atalanta: a reflection from ritual?

The legend was initially introduced into Greek literature by Hesiod (2" half of 8"
century BC), who presented the heroine as the daughter of the Boeotian
Schoeneus and as a keen foot-racer. The myth is structured on Atalanta’s aversion
to marriage. To this purpose the heroine had set as a prerequisite for her hand a
foot race that her suitors had to run against her. Atalanta would normally win the
race and she would persecute the defeated. Her successful lover was
Hippomenes, who managed to beat her with the help of the apples which
Aphrodite had given him.

In the Catalogue of Women a detailed account of Hippomenes’ device has
survived. Aphrodite’s protége delayed Atalanta by throwing at her the divine apples
one by one'*:
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' Merkelbach-West 1985 fr.76; cf. .M. Cohen 1989-90: 12-27. There has been much dispute on
the dates of Hesiod who according to the Parian marble lived one generation earlier than Homer, in
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In the lines cited above Hesiod describes Atalanta as having “aujeiAyov firop” >, an
adjective which in cult is profoundly attached to Artemis'®. Additionally, the
devotees of Artemis are described as “aroueimiossuevon thy ey’ during the Arkteia at
Brauron, an initiatory festival which at some point every Athenian maiden should
have undergone before marriage'’. Hence, it could be assumed that Hesiod
addressed Atalanta as “au[eiayov” in @ nuptial context of similar character with the
ritual festivities in which Artemis preceded'®. Atalanta, as well as the girls who

sought to appease the goddess, was bound to get married' and arouse the anger

the late 10" century; see the Oxford Classical Dictionary %1999, s.v. Hesiod: “Hesiod’s absolute

date is now agreed to fall not far before or after 700 BC”.

® The expression “ausiaov frop” is Homeric (11.9.572) and it was also attributed to Hades (11.9.158).
The adjective is well suited to Atalanta who was proven deadly to her suitors. However, notice that
thls remark is based on an emendation on the text by West/ Merkelbach ibid.

® S.G. Cole 1998: 27-43 esp.30-5; also K. Dowden 1989: 169-70. Paus.7.18-21 reported a legend
according to which the city of Patras was punished with plague (/o/imos) and famine (/imos)
because a priestess of Artemis entertained her lover in the sanctuary of the goddess. Later sources
such as Ovid attached to Atalanta and her spouse a similar offence against the Mother of the Gods
which resulted to their transformation to lions; cf. J. Redfield 1990: 115-134, esp.116 and 130-1; G.
Baudy 1996: 143-67; also see R. Parker 1983: 66 who supported that “by banning birth, death and
sexuality from sacred places, the Greeks emphasised the gulf that separates the nature of god and
man”. In Euripides’ Hel.10-5, 865-72, 876-91, 939, 1006-8 Theonoe was a virgin priestess who
could submit herself to the gods because similar submission was not required of her by a husband.
R. Parker ibid.: 93 argued that there was a kind of analogy between such a woman and sacrificial
ammals or sacred land, ‘let go’ by mortals for the use of gods (cf. Eur.Troad.41-2).

7 Schol.Leid.Arist. Lysist.645. There has been several disputes regarding the age and the numbers

of the girls who would undergo this initiation ritual: Suda s.v. “@pxroc 1 Bpovpwvioc: eymoicovto oi *Adn-
VOI0L piy TpéTEpOV cuvotkilecsOon avdpl mapBEvoy el uf apxtevoete T 0ed”: Plut. Amat.Narr.772b, Suda s.v. “npoté-
rew”, pre-marriage sacrifice to the nymphs, schol. Theocr.2.66 appeasement of Artemis by those
about to marry or pregnant for the first time, Apostolius 10.96. See K. Dowden op.cit.n16: 26-31;
T.C.W. Stinton 1976: 11-13; L. Kahil 1977: 86-98; C.S. Guettel 1984: 233-44; E. Cantarella 1987:
20-3. Apart from Brauron, girls’ initiation rites were held at Aulis, Mounichia and Halai, ibid.21-23
and 32-4.
'® J. Larson 1995: 78. The epithet Meilichios | Meilichia is also associated with chthonic cults. At
Thespiai in Boeotia Zeus Meilichios was paired with Meilichia, and Zeus Meilichios was also paired
with the chthonic figure Einodia in Thessaly (also see nn15 and 84). However, as argued below
gn73), Einodia has been identified with Artemis.

Of course, Artemis could fulfil her desire to remain unwed due to her divine nature, unlike
Atalanta (and other human counterparts of Artemis discussed below) who was obliged to succumb
to the norms of human society. S. Blundell 1998: 67 referred to Athena, another virginal deity who
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of Artemis® who was accounted for having asked her father, Zeus, to grant her
eternal virginity’'. The abhorrence at the idea of marriage that the divine huntress
represented in antiquity seems to be well personified by Atalanta who was offered
in marriage by her father, presumably against her own wishes?, in a scene with a
rather strong Homeric setting?®. The parallelism between Artemis and Atalanta,
which is only implicit in the Hesiodic poetry, is further fostered by later sources and
becomes more explicit in the Ovidian text as it will be argued®*,

The confirmation that Hesiod names Atalanta’s husband Hippomenes
comes from a Homeric scholiast, who additionally specifies that he was depicted
as competing with her naked®:

“veatepoc oV THolodog yopvov giodywy *Inmopévn dywvi{ouevov ~Atordvint’.

” o

assumed the role of the ° Vlrgm Warrior”, ‘the loyal daughter who in the ideal world of the gods could
le5|st all pressures to marry’. J.P. Gould 1980: 38-59.

0 Artemis was always associated with female attendants who like Atalanta would prefer roaming in
the mountains and would spurn marriage. Usually for reasons confined to failed sexual
transgressions heroines such as Callisto, Comaetho or Cyrene aroused the anger of the goddess
who subsequently destroyed them; J. Larson op.cit.n18: 116-121, K. Dowden op.cit.n16: 24.

Sapph 44A.5-11 (Campbell) "ApTeLG 08 BedV UEYOY GPKOV AMWHOCE" /VT) T&V &V KEQOALV, & TdpOevog £660—
Lo /&SUNG 0L0TEAMVY OpPEMY KOPUHONG" ETTL /ONPEVOLT’ dyt KOl Td]de VEDGOV ELLay 1 dpiv. /mg el oTap évev]oe 0wV Hokd—
pPWV TATNP. /TAPOeVOV & ELAOEBIOAOV &YPOTEPOY BE0L/EAVOPMTOT Te KEA]EIGY EMMVILOV UEYOL. K1jvon Avcté—Ang] “Epog
ovddpo miaveron”. In the Hom.h.Ven.16-17, the goddess was admitted to have been unable to tame
Artemis in love: “o0d¢ m)r TAPTELLOOL YPUONAGKOTOV KEAKOELVTIV/ AUV UTOL £V GIAGTNTL MAOUUELIN S ~Adpoditn’.

“In Hyg.Fab.185 (2 g cAD) Atalanta asked her father not to force her in matrimony: “Schoeneus
Atalantam filiam virginem formosissimam dicitur/ habuisse, quae virtute sua cursu viros superabat. Ea petiit a patre/ ut se

virginem servaret”. Apollod.Bibl.3.9.2 mentioned that Atalanta was convinced by her father to get
married. Hyginus only innovation was that he clearly stated that Atalanta’s father actually wanted
his daughter to get married. Although this was efficiently implied even in Hesiod, Hyginus
underlined the fact that Schoeneus conceived the games precisely because he wished
Hippomenes to marry his daughter: “Cui [Hippomene] Schoeneus ob industriam libens filiam suam/ Dedit uxorem”.
gmy italics)

See M-W; the scene bears much resemblance with the Odyssey, where Penelope’s intentions to
set a competition for the suitors was officially announced at the meeting of the City Council. Also
notice that Penelope like Atalanta (in most versions) set the rules for the competition of their suitors
themselves. The motif of deception was also present in both stories: Penelope delayed her
wedding by deception (she supposedly weaved a shroud for Laertes) and Hippomenes used the
apples in order to delay Atalanta. A. Amory 1963: 100-21 commented on Penelope’s motivation in
setting the contest of the bow in a context of revenge rather than as a (re-) marriage initiation
pattern. On the importance of the role of Penelope also see J.J. Winkler 1990: 129-61. Notice that
the contest for Penelope’s sake ended in utter bloodshed as much as the contest announced by
Atalanta.

* The argument is an old one: J.A.K. Thomson 1914: 51 was willing to observe that probably
Atalanta was a ‘replica’, a human other-self of Artemis. However, scholars like L.R. Farnell 1921:
56ff. and P. Clement 1934: 396-409 believed that heroes often assumed the characteristics of
gods. However, this study focuses on the interaction between myth and cult rather than with the
problem of their time sequence.

“> See Schol.T.Hom.¥683 (vi.435 Maas). It appears that in Greek mentality the primary association
of nudity was with the educational and social values of the gymnasium. Culturally it represented the
ideal of belonging to a particular social and age group that in the archaic period reflected young
aristocrats. Of course, beauty and virtue were associated with it, both of which were defined
through the gymnasion. On the meaning of gymnos see M. McDonnell 1991: 183 and nn.3-4 with
bibliography.
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This testimony could mean that already from the archaic period a definite erotic
element and perhaps an erotic symbolism existed in the myth of Atalanta. It is
interesting to notice that in art, Hippomenes is depicted naked or almost naked
from a very early period, while Atalanta does not appear naked before the 3
century BC, that is, not before the Hellenistic period when the erotic element of the
story is also found more explicit in literature. The race in which Atalanta and
Hippomenes competed with each other underlines the possible initiatory character
of the myth and apparently it held an essential part in the mythic plot already in the
Hesiodic poetry?®. Races between girls?’ were often mentioned as ordinary
occupation of those who participated in initiation rites in the context of Artemis’ cult
at Brauron®®. The girls were sometimes dressed in short, rather ragged tunics,
sometimes they were competing nude®. Later authors such as Callimachus and
Ovid depicted Atalanta dressed in a similar fashion®". According to Pausanias, the

initiation included isolation from the rest of the community similar to the isolation

“° A chase between male and female initiatory groups was a standard feature of several local

festivals throughout the Doric and Aeolian parts of Greece -including the Aeolian Boeotia, where
the myth of Atalanta was also preserved. Often these festivals were held in honour of Dionysus,
who in cult is closely associated with Artemis, during the spring month Agrionios /Agrianios, which
sometlmes followed directly on the month for Artemis’ ceremonies. K. Dowden op.cit.n16: 84-5.

’ Also see G. Sissa 1990: 343-6 who discussed Hdt.4.180; in this passage the historian described
that the inhabitants of lake Tritonis in Libya celebrated an annual festival in honour of a local deity
whom the Greeks called Athena. During the festival the girls were divided into two groups and they
attacked each other with sticks and stones. Those who died of their wounds were called
‘pseudoparthenoi’, “false-virgins”; cf. S. Ribichini 1978: 39-60. For athletic contest(s) as part of the
weddlng process see R. Seaford 1994: 60-1.

® Paus.5.16.2-8; see K. Dowden op.cit.n16: 161. Generally, races and sports are typical activities
in the education of the age group. Girls themselves race in memory of Hippodameia at Elis or in the
Attic Arkteia. There were, of course, races between the boys as well. There is evidence that
initiation rites for both girls and boys were often held in sanctuaries of close proximity from each
other (e.g. Brauron and Halai); ibid. 33-4.

% See I. Clark 1998: 13-26, esp.20-1: The girls also participated in ritual races for Hera at Olympia

as part of the process of acculturation that leads them from childhood to sexual and social maturity.
These races have a close parallel with the festival of Artemis Brauronia in Attica; several vase-
paintings of girls engaged in races in honour of Artemis survive: L. Kahil 1963: 5-29 and ibid. 1965:
20-33; E.D. Reeder 1995: 321-35; J. Kontis 1967: 160-73. The statues are to be seen in the
Brauron Museum.
*»In Classical iconography Artemis was depicted as a youthful figure with a short chiton and a girl's
hairstyle. She normally carried her bow and a quiver of arrows; like her bother Apollo, she was
often accompanied by an animal; W. Burkert 1985: 150. Cf. Xen.Ephes.1.2.2-7 who described a
local beauty during a festival at Ephesos where the cult of Artemis was prominent; [see Strab.4.1.5
for the transmission of the cult from Ephesos to Massilia and then Rome]; According to Xenophon
Anthia was dressed in a ‘knee-length tunic, purple-dyed, girt, reaching the upper arm and over it a
deerskin; attached was a quiver, she carried bow and arrows and spears [like the Arcadian
Atalanta], and dogs followed her’. The Ephesians often worshipped her as Artemis.




for which famous attendants of Artemis such as Callisto and Cyrene yearned and
by comparison similar to the hunting isolation that Atalanta preferred®'.
Apollodorus® was obviously aware of Hesiod’s treatment to which he

directly referred in order to note his differentiation from him regarding the name of
Atalanta’s successful suitor. Contrary to Hesiod, Apollodorus introduced the name
of Melanion:
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Apollodorus added some new elements to the tale and his narration is very
important in order to establish how ancient scholars perceived the myth of
Atalanta. It could be suggested that Apollodorus tried to combine the traditional
Hesiodic material with a Hellenistic innovation regarding the exposure of Atalanta
by her father when she was an infant. Allegedly the heroine was exposed in the

wilderness because her father preferred a male child, a detail repeated later by

*K. Dowden op.cit.n16: 31. Also see p.37 quoting the scholiast of Pausanias. The cult of Artemis
would normally take place outside the borders of the city, where the majority of her sanctuaries
were located. See S.G. Cole op.cit.n16: 27-43, esp.27-9; R. Osborne 1994: 143-60.

Apollod Bibl.3.9.12; also cf. 1.9.16. Apollodorus is dated at around 180BC, but his dates are
highly debatable, (Oxford Classical Dictionary s.v. Apollodorus). Please, note that Melanion is
quoted here as the transliteration of the Greek “Mesraviov’; similar in page 57 where Aristophanes’
text is cited. In Latin the name becomes Milanio.

° For the names attributed to Atalanta’s father see K. Dowden op.cit.n16: 121-2: ‘it is an old
suggestion that lasos means “lonic” and one that presents some difficulty both in phonology and in
application’. Apollod.3.9.2 mentioned that lasios, ‘a man of Arcadia’, won the footrace at an
Olympic Games in legendary times. Also see Paus.5.8.4; Val.Flacc.4.353 who referred to Atalanta
as “virginis lasiae”; cf. Prop.1.1.10 [as lasis] and Theogn.1288 [as *’ luciov kovpny, mapbévov "laciiv’].

* The name Schoeneus was probably derived from “cyoivoc” which means rush, reed but it also
signified the basket, an implement especially sacred to initiation rites; see Lysistr.638-47: ‘..then in
yellow | acted the Little bear at Brauron,/ and growing taller/ and lovelier, took care/ of the Holy
Basket- it was heaven!”: “két’ éxovoo 1ov KpokwToV dpKTOC 1} Bporupmviolc: /Kikavnadpouy mot’ o0eoy TG KoAd)
)/()1)0'/ 10y AdmV OpLUEOSY”.

The only other tradition associated with the name of Hippomenes was that of an Athenian noble
who enraged with his deflowered daughter, shut her up in a sealed room with a mad horse that
eventually devoured her. J. Larson op.cit.n18: 98. The story has survived in Aesch. In Tim.182;
Ov.1b.333, 457; Suda, s.v. “llopinnov xoi képn”; Callim.fr.94Pf.




Apollodorus (3.10.2). Some hunters came to her rescue and hence, Atalanta’s
inclination towards hunting could be explained by her rustic upbringing:

‘... 16c0v 88 kol KAopévng the Mviou ' Atoddv

£YEveTo. ToiTne 88 O TaTnp GppEVaV Taidmv Embvuamy

eCEONKEY OOV, EPKTOC 88 GOLTOGO TOAREKLIS ONATV

£8180v, UEYPIC OV EVPOVTEC KLVNYOL TP EQVTOIC GVE—

Tpedov. TeAelor 68 T ATUAGVTI YEVOUEVT TopBEVOY EQLTHY

EOUAOTTE, KOl ONpetovca v Epnuie KOO OTAoUEV dle—

1537\81.‘."36.
This attachment to the myth occurred initially in Hellenistic writers and it has an
affinity with the popular comedies of Menander in which babies were often
exposed or lost only to be recognised by the end of the play®’. However, the motif
was previously treated in epic and in tragedy and Apollodorus was familiar with
both genres®. In addition, the suckling of the baby by a bear could imply again the
heroine’s association with the sphere of the huntress Artemis®. Apollodorus
specifically mentioned that Atalanta preferred roaming armed in the wilderness and
Artemis “in her manifestations as huntress, shooter of the bow and arrow and ruler
of wild things, particularly animals, is associated not only with the virgin figure but
also with the female gender®®. Consequently, his initiative to add this detail to the
heroine’s adventures could reveal the tradition to which Apollodorus understood
the myth to belong. The author joined the two stories rather abruptly because,

although he otherwise seems quite preoccupied with rendering inner coherence to

*® The genealogy of Atalanta seems to associate her with inauspicious figures; Apollodorus named
her mother Clymene, which in the masculine form [Clymenos] was a typical epithet of Hades; J.
Larson op.cit.n18: 78, 87 and 180n4. This detail emphasises Atalanta’s reputed cruelty (n82) as
well as her kinship with Artemis, the goddess that was reputed to bring death to women (n71). Also
the name Minyas comes from the verb “umview” which means to diminish, [to lessen, to weaken].
“Mivuvoddiog”, therefore, designated a short-lived person, as indeed Atalanta and Hippomenes
proved to be. Besides K. Dowden op.cit.n16: 3, 36-41 and 46-7, referred to marriage in terms of
female sacrifice and death; also K. Stears 1998: 119.
" Also cf. Long.Daph.&Chl.3.5 where Dryas discovered Chloe while she was sucking one of his
oats.
® Cf. Soph.Oed., Eur.lon, Hom.h.Aesculap. 3 dedicated to Asclepius. Apollodorus seems to have
exploited the motif at some extent in his work: see Apollod.3.12.5 for the exposure of Paris; also
2.7.4 and 3.9.1 for Telephus’ similar fortune.
= Apollodorus described in every detail how Atalanta survived by suckling a bear before the
hunters found her. Atalanta could be paralleled to Callisto: the latter turned into a bear under the
auspices of Artemis and her tale belongs to the southern Arcadia (K. Dowden op.cit.n16: 181-4).
Similarly Atalanta is exposed by her father and suckled by a bear (K. Dowden ibid.: 24). On the
relation of Artemis with Callisto see W. Sale 1962: 122-41 and 1965: 11-35.
‘0L Beaumont 1998: 71-95, esp.85; E.D. Reeder op.cit.n29: 123-94; also see J.-P. Vernant 1991:
195-219 who associated the importance of Artemis in sacrificial process with her role as protectress
of initiation rites and marriage.




his narration, he mentioned nothing about the circumstances that led Atalanta to
meet her parents:

‘... dvevpovoo 8¢ Uotepov

TOUG YOVEXC, WS O TOTTP YOUELY QDTN Emelfev...”.
The scenery changes suddenly and we are transferred in the Hesiodic setting
where Schoeneus is depicted to have convinced his daughter to set a speed race
for her suitors*’

Apollodorus’ addition to the story of Atalanta could be compared with the
similar childhood adventures of several natural deities such as Daphnis or Adonis
or even initiatory cult heroes such as Melampous who were also allegedly exposed
as babies®. Daphnis who was raised by shepherds, but is also mentioned as a
hunter seems to have had a similar upbringing with that of Atalanta*®. The fact that
the myth of Daphnis became very popular just during the Hellenistic years in the
poetry of Theocritus, who also treated the myth of Atalanta in his Idylls, makes the

comparison more substantial.

Artemis and Atalanta: eastern associations

However, while Atalanta has been associated with Artemis, the adventure of
Daphnis (as well as that of Adonis) was mainly part of Aphrodite’s tradition**. The
two goddesses were patently juxtaposed in Ovid’s narration of the myth of Adonis.

There, Aphrodite is described as roaming the wilderness truly in the fashion of

' For the tradition of winning a bride after a kind of race in Greece and other places, see K.
Dowden op.cit.n16: 84, 114-5, 157 where he discussed Pindar’s treatment of the second marriage
of the Danaids. According to Pindar (Pyth.9.194-206) Danaos announced that the suitors had to
decide by foot race which of his forty-eight daughters each one of them would marry; Fr. Graf 1974:
116. A second marriage is possibly implied in Aesch. Danaids, A.F. Garvie 1969: 226f. The suitors
of the Danaids could be compared with those of Atalanta and Hippodameia.

? According to Hygin.Fab.70, 99, 270 Atalanta herself exposed her son, Parthenopaios. See T.
Gantz 1993: 337. For a tradition of Melampous’ exposition as a child and his upbringing by a goat
which resembles Zeus’ rustic infancy see K. Dowden op.cit.n16: 96-115, esp.107. Notice that
Me!ampous was worshlpped in Arcadia M. Jost 1992: 173-84; LIMC s.v. “Melampous” (E. Simon).

D. Lyons op.cit.n7: 65: “heroines, as women, are so constantly associated with the maternal
function that the mythic material never shows them as infants in need of sustenance. The one
exception, the suckling of Atalante by a bear, suggests that she is unnatural and serves to show
how much she is like a male hero. She is, after all, the only woman to participate in the voyage of
the Argo and the Calydonian boar hunt”.

Apollodorus only mentioned that Atalanta was suckled by a bear before the hunters found her,
but the bear is a major symbol of the goddess especially in Boeotia. K. Dowden op.cit.n16: 21-3; C.
Sourvinou-Inwood 1988: 111-48. Also cf. M. Walbank 1981: 276-81.




Artemis in her frenzied passion for her short-lived beloved®. Atalanta who is
directly compared with Aphrodite, although she was attributed a clearly Artemis-
like spirit, seems to be trapped between the two goddesses’ influential spheres46.
Nevertheless, the heroine’s wavering underlines more emphatically the integral
affinity between Aphrodite and Artemis®’. Artemis, as a mistress of wild nature, has
been associated with fertility and procreation almost as much as Aphrodite®®.
Although strictly virginal herself, she takes the utmost interest in the young of all
species and she is particularly venerated as the goddess of childbirth*®. In the
historical period, Artemis whose rites were prohibited to men, had her sanctuary
outside the borders of the city®®, which is precisely the area that heroines attached
to her usually preferred. Atalanta is also said to have preferred the wilderness and

Theognis described her exactly as abandoning her father’s house and taking to the

*® See Met.10.534-41 quoted below. Also see C. Sourvinou-Inwood 1991: 60-78 who analysed a
large number of artistic representations in which the motif of youths pursuing running girls often had
erotic connotations.

S From this point of view it would not be an exaggeration to compare Atalanta with Hippolytus, who
was also framed between the two goddesses; for Hippolytus as victim of Aphrodite see D.J.
Schenker 1995: 1-10; F.I. Zeitlin 1996: 219-84. However, U. Wilamowitz 1927: 169-70, commenting
on Aristophanes’ Lysistr.781-96 (cited below) compared Melanion with Hippolytus.

" For Artemis as a divinity of wedding see R. Rehm 1994: ch.5, esp.74; cf. Soph.Tr. 214-15 where
the chorus called on the unmarried girls to sing in praise of Artemis “who holds a torch in one hand
and is accompanied by the Nymphs”. Callim.HymnDian.128 argued that those on whom the
goddess smiled had rich fields, healthy herds and long life. However, the unjust on whom the
goddess frowned would suffer. Plague would destroy their cattle, frost would destroy their fields and
their women would either die in childbirth or, if they survived they would give birth to infants unable
to stand “on upright ankle”.

“ For the similarity in the functions of Aphrodite and Artemis at the level of myth (at least) see G.
Nagy op.cit.n1: 250-3. For the association of Artemis with Aphrodite as evident in Euripides’
Hippolytus play see B.S. Thornton 1997: 63-4 and 148-150. In p.64 Thornton wrote: “the linkage of
the goddesses reflects in part some of Artemis’ functions that perhaps are holdovers from an earlier
earth-goddess incarnation. She is a mistress of the beasts like the Aphrodite of the Homeric Hymn.
Women in labour call upon her. Like Aphrodite she is ‘queen of arrows’ and she is linked to the sea
in the guise of Artemis who roams the waters of the Lake and travels on the eddies of the salt sea”.
See Eur.Hipp.165-9; and 167 for the goddess’ arrows (cf.530-4). For Artemis and animals cf.
Aesch.Ag.140-3.

“ B.S. Thornton op.cit.n48: 59. In the Homeric hymn the pleasure that Aphrodite took in the
sexuality of wild animals reflected a version of the Earth Goddess called the Mistress of the Beasts,
a type of which was worshipped on Crete (Hom.h.Ven.5.68-74). For Artemis as a kourotrophic
figure see T. Hadzisteliou-Price 1978. About Artemis and childbirth see S.G. Cole op.cit.n16: 34; H.
King 1983: 119-120. Also see D. Lyons op.cit.n7: 152: “that Artemis, although herself a virgin
goddess, has jurisdiction over childbirth is easily explained by her role as potnia therén, the
mistress of animals (see also ns83 and 126)”.

%'3.G. Cole op.cit.n16: 27-31: “Sacred space on a border defined the limits of a city’s territory and
protected the transitional area that divided one community from another. Official festival calendars
of Greek cities regularly required women and young girls to perform important public ceremonies at
remote sanctuaries. These women were especially attractive targets for harassment, whether the
sanctuaries were located in mountain areas, in the countryside or where the land met the sea. The
risks of unprotected ritual were a necessary feature of the worship of Artemis”. See K. Dowden
op.cit.n16, J-P. Vernant op.cit.n40 and N. Loraux 1993: 58-68 and 71n175. For archaeological
evidence see N. Marinatos and R. Hagg 1993: 31.




mountains in order to accomplish her ideal of avoiding marriage®’. It is plausible
then that Atalanta should be understood to belong to the wide tradition of tales
associated with fertility and the relative rites of an initiatory mainly character.
Although Hesiod had already presented her with all the decency of a Homeric
heroine®, Apollodorus’ rather clumsy effort to join the aforementioned traditions
indicates that the origins of Atalanta were to be found in nature. Furthermore,
Hellenistic scholars enjoyed the advantage of having access to sources lost for us,
which allowed them to develop a deeper understanding of the myths. The
exposure of Atalanta as an infant might be a Hellenistic innovation but it could as
well mean that Apollodorus understood the myth to belong to the same category
with the myths of other natural deities such as Daphnis and Adonis both of whom
have been associated with Aphrodite despite being keen hunters®®. Atalanta never
posed as a deity, yet she has been interpreted as a possible by-form of Artemis,
who in the Calydonian story had sent the boar to ravage the country because
allegedly king Oeneus had omitted her harvest offering®. The reference to the
harvest offering in honour of Artemis underlines the association of the goddess
with the natural world and it could explain further Atalanta’s comparison with
fertility deities such as Adonis. The goddess of fertility rules over nature and she is
a symbol of the natural forces. The propagation of all fruits and animals depends

on her®. Hence, fruits were regarded throughout antiquity the most appropriate

o Theogn.1287-94. Notice that Aristophanes seems to have employed the very same motif in the
story of Melanion, a name which Propertius would later attribute to Atalanta’s successful suitor;
However, cf. R. Seaford 1986: 50-9 (esp.n78) on the girl’s reluctance to leave her father's home as
a result of getting married, a notion plausibly implied in Schoeneus’ effort to convince his daughter
to choose a husband in the other versions of the myth (cf.n22 above).
** See n23 above.
** Notice that in the much later novel of Longus, Daphnis was precisely discussed as an initiate to
adulthood which was regarded as synonymous with his initiation to sexuality. This example
underlines the ancient division according to which adulthood rites were mainly kept in honour of
Artemis, while sexual awakening was traditionally attached to Aphrodite (for more on Aphrodite’s
relation to Daphnis see ch3). C. Calame 1996: ch1 (on eros in lyric poetry where the author was
careful to associate all the words that express sexual desire with Aphrodite). Also see chs5 and 6
on the purpose of social education that eros served through the rites of Artemis particularly for
oung women.
> M. Grant 1962: 393-4 believed that there were two Atalantas, the one associated with
Hippomenes and another who was the subject of a lost play of Euripides. The play supposedly
narrated how after the failures of Jason, Peirithous and others, Atalanta was the first to wound the
monstrous boar of Calydon in Aetolia. The myth was treated by Ovid in Met.8.414. However, the
initiatory character of both tales could perhaps excuse a more wide tradition associated with the
heroine who was then attributed various adventures locally.
*° For the perception of the fertility goddess as a symbol of fruit-birth, see E. Neumann 1963: 55-
74; for the identification of Artemis with Leto see D. Lyons op.citn7: 135 esp.n2; cf.
Hom.h.Apoll.118: “And Earth beneath smiled”. According to C. Penglase 1994: 83-4 Leto is likened
to Earth: “The motif of the Earth’s mouth agape as she smiles is a highly poetic representation of
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wedding presents®®. Therefore it is not surprising that Hippomenes, as a suitor of
the heroine, offered Atalanta apples in order to win her over®’.

Hesiod’s description of Atalanta’s allurement is very important in order to
understand the frequent appearance of “uqro” as love tokens in elegy, amatory
epigrams and romances®®, and to realise that apples and other fruits -usually
quinces or pomegranates- originally played the role of engagement or wedding
gifts®. Hesiod referred twice to golden Aphrodite and described her gifts as “ayrad”,
-that is, splendid, bright-, a quality which resembles the shine of gold®®. Later
writers, like Apollodorus and Catullus, clearly stated in their account of the myth
that the apples were golden.

Catullus®’, who wrote one generation before Propertius, in his version of the
myth mentioned the apples, obviously influenced by his Hellenistic patterns. He
also implied that Atalanta consented to her matrimony thanks to the power of the
golden apples:

“..tam gratum est mihi quam ferunt puellae
pernici aureolum fuisse malum,

quod zonam solvit diu ligatam6

”

the open interior of the earth goddess, directly beneath the open womb of Leto, and it is at this point
that Apollo leaps forth like the young Cretan Zeus leaping forth from the earth on the mountain -in
fact, the same word is used (“¢0ope”, line 119)- and like Zeus’ birth from the cave within Earth on Mt
Aigaios (482-4)".

= Apples, pomegranates and other sexual fruits were offered to Artemis as well; S.G. Cole
op.cit.n16: 34-5 referred to a relief from a sanctuary of Artemis at Echinos, a border town between
Malis and Achaia Phthiotis, in northern Greece. The relief depicted the dedication of clothes to the
%oddess after giving birth, a practice confirmed by the scholia on Call.h.Zeus 77.

Cf. Apples played an important role in ancient wedding ritual as several sources testify; e.g. the
romance of Acontius and Cydippe as well as that of Daphnis and Chloe discussed below. Also cf.
Sapph.105a (Campbell) comparing the bride with an apple: “oiov o yAvkipciov épevbeton drpw £n’ 68w,
GKPOV £ AKPOTATW, AeAAOOVTO 88 PHOAOdpomMECT ...".
°% C. Faraone 1990: 219-20 and 230-8 for apples as means of sympathetic magic; A.P. Burnett
1983 connected the apple/ quince with the apples of Atalanta and of the Hesperides and with the
apple of virginity in Sappho 105V. The ‘apple of discord’ makes an ironically fitting gift for Strife to
give at the marriage of Peleus and Thetis. Other explanations for apples at weddings involve their
(purported) resemblance to female breasts; also see R.D. Griffith 1989: 58 and D.E. Gerber 1978:
203-4.

* Notice that another word for the wedding gifts was “wa peiaiyie” which possibly echoed the role of
Artemis in the prenuptial ceremonies. “Meinizoc” was also the new name that Eurypylos gave to the
local river at Patras where the most beautiful maiden and youths were sacrificed, after putting an
end to the custom. These clues along with the names attributed to Atalanta’s successful wooer
encourage the possibility that the tale should be included in the tradition of initiation rites.

° The association of gold and Aphrodite is very old; Hom.h.Ven.1-3 (Athanassakis 1976):
“MouGd ot EVVETE Py TOALYPUCOL ~Adpoditng / Kumpidog, 1) e 011y £l YALKUV iHepov wpoe/ Kol T £80doooto

poro kataOvnTeY avopdnov’. Aphrodite was already described as ‘golden’ in Homer: 11.2.64; Od.8.338,
342 etc. Also see B.S. Thornton op.cit.n48: 52. Sophocles referred to her golden reins.

°" See poem 2b (J. Michie 1969).

2 As Eileithyia, protector of childbirth, Artemis was often invoked by women in labour as Lysizonos
(e.g. Theoc.17.60-1; Eur.Hipp.166-9; Soran.Gyn.2.6.1); after childbirth the girdle may be dedicated
to her (e.g. A.P.6.200, 202, 272). See H. King op.cit.n49: 122ff. for the reflection of the zone or
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The golden quality of the apples employed in correspondence to the divine
quality of golden Aphrodite which is almost exclusively attributed to the goddess in
ancient mythology, can be easily understood®®. However, at the same time, the
thought that since golden Aphrodite is the goddess of love, in the same way her
golden gifts could cause love is intriguing. In Hesiod, the foot race is set as a
prerequisite for the marriage and so the apples that Hippomenes threw at Atalanta
should be regarded as wedding presents®. Stesichorus, who writes in the first half
of the 6™ century BC and is, therefore, closer to Hesiod, must have mentioned
Atalanta in two of his works®, the Suotherai and the Athla epi Peliai, since the
heroine was testified to have participated in both of these myths. In the Athla epi
Peliai Stesichorus definitely mentioned the wedding presents which every suitor
offered to Atalanta because Athenaeus, a writer of the 2" century AD, comments
on Stesichorus’ work®®:

‘reppdtov 8¢ Tp®OTEV dnotv pvnuovedoot Moviocoty Zérevkoc,

év olg mepl The mop” Alyurtiolg avOpwnobuciog Sinyeitot, moAld

pev Emoeivonl Aéywv mEUHOTO, ‘TOAARS 08 voooddog Gpvig (fr.26

Kinkel), mpotépov Zmoiyxdpov 1) " Ifvkov €v toic “ABLOLS EMypopo—

HUEVOLS eipnK6TOC GEpechut TN TapHEve ddpa

0l) GOCOUTS0C Y OVOPOV Te KO £YKPTAOC

GALOL TE TEPHOTOL KO LEAL Xk(npév”m.

girdle on the stages of a Greek woman'’s life. The phrase /uein ten zonen, to release the girdle, was
also used for defloration (A.P.7.164, 324; Eur.Alc.177); Also see G. Kaibel 1958: 319.3, 684.3; C.
Daremberg 1887: 142 and L.R. Farnell 1896: 444; D. Lyons op.cit.n7: 152. See A.S.F. Gow 1952:
336 on 1d.17.60: Ap.Rhod.1.288 wrote: “Avovot yap téc {bvag oi TPWTOS TIKTOLOOU KO &vaTffaoty " ApTédt:
80ev kol Avalavou TAptéudog tepov év "AOqvoug”. For loosing the girdle in this sense see Pind.01.6.39;
Call.Hec.1.21, 4.209 and 222; Opp.Cyn.3.56.

® In Hom.h.Ven.61-5 and 161-3 the goddess dressed in beautiful clothes and adorned herself with
golden jewels and necklaces. The shining of the gold clearly aroused Anchises’ desire (86ff.); see
C. Penglase op.cit.n55: 169-176 for Near Eastern parallels of the scene; for the association of the
myth with Ishtar and Cybele see ibid.: 173, esp.n33 quoting S. Ferri 1960: 294ff. and W. Burkert
op.cit.n30: 154. For the comparison of this scene with the Inanna-Dumuzi tale see S.N. Kramer
1969: 59, 63-5, 73-7. Also R. Mondi 1990: esp.147-8.

* See n57; cf. Long.D&C.3.34 where Daphnis offered a rare apple to Chloe. His reward was a kiss
that the hero thought to be much better than a ‘golden apple’. At 1.23 Longus referred to erotic
apples while at 1.24 the couple was described as throwing apples at each other and Daphnis
compared Chloe to the fairest apple.

% Stesich.2 (2-3 B.et.D.) and Athen.(om.E) 4.172 D seq. Athenaeus, who was quite careful in his
citations, made sure that the text on which he commented belonged to Stesichorus. He
wrote: “6ti 8¢ 10 Toinpe T00To ZMOEPOL £GTIV IKOVOTHTOC HEPTLS /ZIHWVISNG 6 TomTiig, O¢ el ToO Mekedypou Tov
AGYOV TOLOUHEVEG /Onatv (Sim. Fr. 59 infra)...0 yap Xoiyopog 00Tmg eipnKev £V Td /TPOKEIUEVOL GOUOTL TO1G “AOAOLG
OpOOKOV HEV Yip T AUGLEPOOG, GKOVTL 88 ViKooey Medéarypod.

% Athen.Deipn.bk 4.172d-e (Kaibel 1961).

= Honey sealed Aristaeus’ marriage to Autonoe on mythological level (see ch5) and an Athenian
bride would be fed wedding cakes made of sesame and honey: Plut.Mor.138D, 279F and Sol.20.4.
For the wedding cakes see R. Flaceliere 1965: 64.
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Stesichorus’ testimony makes it clear that indeed wedding gifts were offered
to Atalanta, who is referred to as “napéévoc” and even that choice fruits were
obviously considered as suitable wedding gifts®®. It should be also noticed that
Athenaeus enumerates among the presents various “yévdpouc”, that is grains. This
habit seems to have had its origins in ancient fertility rites®. In addition, Atalanta is
clearly described to refuse “the presents of golden Aphrodite” by the use of
“evaivopon”, @ verb which expresses rejection strongly’’. The parallelism between
golden Aphrodite and the ‘shining’/ ‘glowing’ apples which would probably carry
her erotic qualities is already obvious in Hesiod. So, by refusing the presents of
Aphrodite, Atalanta refuses love.

Hesiod had been a great master for Hellenistic poets and therefore the myth
became very popular during the Hellenistic period. Callimachus who treated the
story in his Hymn to Artemis (v. 215-224) confirms the association of the heroine
with the goddess and makes their comparison even more plausible’'. According to
his account, Atalanta is the daughter of lasios and she is involved with Meleager in
the Calydonian Hunt in Arcadia’?. The role of Artemis in the mythical design of the
Calydonian Hunt has been already mentioned. In other accounts of the same
version of the story, an erotic relationship between Atalanta and Meleager is

convincingly implied”®. Callimachus does not mention anything about the foot race

® K. Dowden op.cit.n16: 2-3; parthenos in Greek does not necessarily signify a virgin, but rather an
unmarried girl. Also see G. Sissa 1984: esp.1125-30; H. King op.cit.n49: 113; N. Loraux 1981:
241n183. Although Soran.Gyn.1.29.6 clearly applied it to girls before menarche, the term can be
a(PpIied to older unmarried women: PG 2.127.

% Notice that Adonis was believed to be the representation of the growing grain;
Euseb.Praep.Evang.3.11.12; Damu who belonged to the goddess-consort strand and was identified
with Dumuzi and Adonis according to Apollod.3.14.4, was also responsible for the fertility of
vegetables; see T. Jacobsen 1976: 63; S.N. Kramer op.cit.n63: 159. In addition, in one of the
episodes Dumuzi and Inanna were described as coupling at an apple tree; as a result, Inanna gave
birth to vegetables and grain; see S.N. Kramer 1979: 93-4.

% In Eur.Hel.364-6, the heroine lamented for her sexual beauty, the ‘gifts of Aphrodite’, which bore
much blood, much weeping, grief upon grief, tears upon tears; also see Cypr.6E-W; Pin.Ol.7.11;
Hes.Theog.910-11; Hom.0d.18.192-3. Equally Atalanta’s cruelty towards her suitors has been
sufficiently attested in literature. In addition, it seems that the erotic element of the tale became
more explicit from the ancient years already.

" K. Dowden op.cit.n16: 73-80; Artemis was often associated with female groups such as the
Erechtheids, the Minyads, Thespiads, Danaids, Proitids; normally these women refused marriage
and in punishment they roamed the mountains inflicted by divine madness. These legends, which
probably reflected local customs, were often interpreted as allegories for initiatory groups. As it will
be argued, the myth of Atalanta could be plausibly explained within this tradition; to this direction
the accounts of the myth by Theocritus and Callimachus discussed below, could offer additional
evidence.

’? For another account of the Calydonian Hunt also see Hom.|1.9.524-99.

" Eur.TrGF frs.515-539 and 632.
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or the apples. In addition, his treatment of this variant of the story follows the
preference of the Hellenistic writers for less popular mythological versions.

fynocog 8 € TL mdyyv Todoppwpny T ATOAGVINY

KoUupnv ' laciolo cuoktévov " Apkacidno,

kol & xuvnAociny te Kol ebotoyiny £616agoc.

ol pv énikAntot Kalvdwviov aypevtnpeg

UEUOOVTOL KETPOLO® T& YOp CNUALOL VIKNG

"Apxodiny elonAibev, éxel & €11 ONpoc 036V TOC

0UOE HeEv " YAOIOV Te ko ddpova T Polkov EoAmo

0VOE mep €xBuipovtog év AL pourjcoctot

TOEGTIV: OV Yap GOV AOYOVEC GUVETLYEUGOVTHL,

Tav Monvorin vaey 66ve akpopeto”.
Callimachus also refers to the Centaurs Hylaeus and Roecus’*, who are supposed
to have tried to rape the heroine’®. Atalanta killed them both with her bow. In the
so-called Arcadian version of the myth the character of Atalanta as a hunter is
more prominent than her erotic adventures. This version of the story seems to
promote and further reveal the association of the character of Atalanta with the
tradition of Artemis’®. According to Callimachus Atalanta received, as a prey for

her success in the Calydonian Hunt, the teeth of the boar. As such, Atalanta bears

" For the Centaurs as an antipode of civilisation see Theogn.541-542: “Sewuaive pi) mivée néay Moiv—
o8 BRpig /1 mep Keviadpoug opogdyoug oréon”. Also see W. Burkert op.cit.n30: 209 and 232; P.E.
Easterling and J.V. Muir (eds.) 1985: 78, 82 and 179-80. The Centaurs were closely associated
with violent marriage attempts through the incident with the Lapiths; cf. 11.1.263; 2.742; Od.21.295;
[Hes.]Sc.178ff.; cf. Nessus’ attempt to violate Deianira in DioChrys.60; Soph.Trach.passim. The
battle against the Centaurs represented in the Acropolis held an important role in the Greek
religion; R. Rehm op.cit.n47: 38; R. Osborne 1998: 39-40; P. DuBois 1982: ch1 examined the
Centaurs as the opposite of humans (therefore, beasts). The author argued that this polarity along
with the differences of male/female and Greek/barbarian were compared by the Greeks to be found
identical. Hence, the Centaurs were believed to be hostile to marriage as a result of their bestial
and unnatural character. These polarities underlined the importance of marriage to the foundation
of the Greek culture. For Centaurs also see n225.

e Rape as a form of marriage was greatly associated with Artemis; in many of her sanctuaries
several stories reported rapes of her priestesses; see Diod.16.26.6; Paus.8.5.11-12. Also K.
Dowden op.cit.n16: 132 and C. Sourvinou-Inwood op.cit.n45: 99-143; cf. the myth of Theseus
abducting Helen from a sanctuary of Artemis Ortheia (Plut.Thes.31); also the Dioscouroi raped the
Leukippides (Apollod.Bibl.3.11.2): in vase-paintings of the incident the cult image of a goddess was
sometimes depicted nearby. S. Wide 1973: 329 quoted by J. Larson op.cit.n18: 65n38; W. Burkert
op.cit.n30: 150; F.I. Zeitlin 1986: 122-51(nn.261-4); A. Stewart 1995: 74-90; cf. W. Sale 1975: 265-
84 (cf. see n198). See M.R. Lefkowitz 1995: 32-8 and 1933: 17-38.

’®In 0d.6.102-9 Nausica was compared to Artemis: “As Artemis the arrow-showering moves across
the mountains, over long Taygetos or Erymanthos, delighting in boars and swift running hinds, and
with her play the nymphs, daughters of aegis-bearing Zeus, who range in the wilds, and Leto
rejoices in her heart”. Also cf. Eur.Hipp.201-25 where queen Phaedra wished to go hunting in the
wilderness like Artemis. The imagery was explicitly erotic and could sustain further the romantic
character of the myth of Atalanta.




a striking closeness with the negative aspect of Artemis’’ and of other kourotrophic
goddesses who resemble her. Artemis is a goddess who very often demanded
bloodshed’® and she has been long ago identified with Hecate;’® so was her most
famous protégé, Iphigeneia®. It is perhaps of particular significance that the
confirmation of this detail comes from the Catalogue of Women, where the myth of
Atalanta was also originally treated®'. Hecate of Greece®?, Ishtar, Isis and
Artemis® have been identified as darker aspects of the divine female that often

extends her authority in the realm of the underworld and the dead®. Gorgon(s) of

’"'N. Loraux 1995: 30-1 discussed the twofold personality of Artemis: “motherhood is regarded as
the feminine war which is waged under the redoubtable protection of Artemis, whose rejection of
marriage readily associates her with the universe of warfare, in which she sometimes appears next
to Ares. However, Artemis is also the Lokhia, the midwife..Her protection is of fearsome nature
where giving birth is less glory than defilement”; cf. Callimachus in his hymn to Diana mentioned
that in the cities of the wicked men, women die in childbirth as if struck by a sudden blow. Artemis
brlngs death to women in 11.21.483, Od.20.61-5.

®E. g. Iphigeneia in Aesch.Ag.184f. Also cf. Hdt.1.65 and Eur.lph.Taur. for the cult of Artemis
Tauropolos; see, H. King op.cit.n49: 109-27. For Iphigeneia as a double of Artemis see D. Lyons
op.cit.n7: 141-149, esp.144: “.Iphigeneia’'s new life (after her miraculous saviour) includes, in
different versions, priesthood, death, burial in Artemis’ sanctuary, posthumous marriage,
apotheosis, the assumption of Artemis’ role in childbirth and some connection with the Underworld”.
Also see H. Lloyd-Jones 1983: 87-102 and J. Larson op.cit.n18: 101-9.

 L.R. Farnell 1896: 2.506. Paus.2.22.7 mentioned that Helen dedicated a temple to Eileithyia,
beyond or next to which there was according to him a temple of Hecate. Also see Callim.fr.461
(Pfeiffer). Callimachus narrated the story of the Ephesian woman who was transformed into a dog
because she refused hospitality to Artemis. However, later the goddess took pity of her and, placing
adornment around her neck called her Hecate. Notice that the dog was sacred to Hecate
[Eur.fr.968 (Nauck) and Paus.3.14. 9] For ‘Artemis Hecate’ in the precinct of Hecate see
Aesch Suppl.676; Eur.Phoen.109; IG i* 310.192-4; LSCG 18 B I.

’ Some scholars interpreted Iphigeneia as the personification of Artemis’ cruel side. Dissenting
from this view were A. Brelich 1969: 275 and P.H.J. Lloyd-Jones op.cit. n78 96. For Hecate as a
kourotrophic deity see Hes.Theog.411ff. and D. Lyons op.cit.n7: 152: “.whether she becomes
Elnode|a or Hecate or Orsilochia, Iphigeneia becomes an aspect of Artemls

Paus 1.43.1 = Hes.fr.23b M-W: “0idc 8¢ "Hotodov TOMCOVTOL £V KATUAGY®W YOVOLK®DV  [Pry€veloy ovK amobo—
velv, yaopn 88 T Aptédog Exdmy eiven”. The main version of the tale came from Proclus’ summary of the
Cypria of Stasinos: 104.14f (Allen). Artemis was also known as Einodeia and for Hecate’s
connection with Einodeia see T. Kraus 1960: 78-83 and 87. For Hecate as a goddess of transitions
see S.I. Johnston 1990: ch2; Hecate was regarded as the “key-holder priestess” that was present in
birth as well as in death. She was the goddess that was assigned to lead Persephone’s way from
the Underworld back to Heaven. See C.M. Edwards 1986: 307-18.

? For the interpretation of Hecate as the feminine equivalent of Apollo’s epithet Hécatos see G.
Nagy, op.cit.n1: 76. Also notice that Nagy remarked that both Hecate (as negative aspect of the
divine) and Hesiod’s prodigal brother are named Perses (h.Apoll.1 and Theog.409). On Hecate's
Eortrayal in the Theogony see D. Boedeker 1983: 79-93 and J.S. Clay 1984: 27-38.

For cult associations of Artemis with the Near East: Hdt.1.105; Paus.1.14.7; K Dowden
op.cit.n16: 196. For Artemis’ association with the eastern Aphrodite see M.P. Nilsson ?1950: 432-
50; also M.A. Dandamaev and V.G. Luconin “1994: 269-70, 328, 357: Anahita, an ancient Iranian
goddess whose cult was reinforced by Artaxerxes Il had been identified with Artemis. C. Penglase
op.cit.n55: 74, 128 and 242: although the mythology of Artemis has strong Mesopotamian parallels,
one cannot argue for the Mesopotamian origins of the goddess. For the Spartan Orthia of Anatolian
origins see G. Thomson 1978: 271ff. (Notice that Hecate was also believed to have eastern origins;
S.1. Johnston op.cit.n81: 162-70 on Hecate in the Chaldean Oracles and W. Berg 1974: 128-40); cf.
ns49 and 126.

# E. Neumann op.cit.n55: 80ff,; cf. Hom.l.9.158, where Agamemnon suggested that Achilles’
failure to be moved by the offer of gifts could possibly make him hated in the way Hades was hated
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the pre-Hellenic age was also regarded as a nature goddess who belonged to the
darker sphere of natural powers. Her traditional depiction with a belt of boar teeth
around her waist®® recalls Atalanta’s prize in the Calydonian Hunt®®. Gorgon’s
association with Artemis is confirmed by the latter's magnificent temple at Kerkyra
built a few years after 600 BC®’. The temple is wholly built of stone and its
pediments show the formidable Gorgon, flanked by her children Pegasus and
Chrysaor as well as by a pair of vast lion-panthers®. Atalanta’s relation with the
traits of these goddesses of the destructive nature is underlined in the cruelty she
showed towards her unsuccessful suitors®. Similar tales are associated with
initiation rites in honour of Artemis and with the myths in which these rites are

reflected®. Hyginus, a writer of the 2" century AD writes®":
“Ut ille inermis fugeret, haec cum telo insequeretur; quem intra
Finem termini consecuta fuisset, interficeret, cuius caput in stadio

Figeret. Plerosque cum superasset et occidisset, novissime ab

for being ameilichos, ‘implacable’, an epithet discussed in relation to Artemis. Notice that “peiima’
in the plural signifies propitiation offered to the dead (cf. nn15 and 18).

> Hes.Th.270; cf. The Hesiodic Shield where upon contrasted scenes of peace and war were
hammered. There the demons of death (Fear 146, Gorgon 235, Fates 160 and 249, Snakes 164)
were imagined as having horrible teeth which they would often gnash inspiring fear to their mortal
victims. The Gorgons were three monstrous sisters, the children of Phorcys and Ceto, and the most
terrible of them was the Medusa. They were ugly (In the Hellenistic years Medusa is depicted in art
as beautiful; Verr.4.124. When Perseus beheaded the monster a lot of blood ran and it is said that
Asclepius used the blood of one of her veins to revive people and of another to harm them
(Apoll.3.10.3). A hope of regeneration lies in this tradition and even at the moment of her death
Gorgo-Medusa gave birth to Pegasus and Chrysaor. The beheading of Medusa is parallel to
Daphnis’ version by Sositheus discussed in ch2).

% W. Burkert op.cit.n30: 151: “As part of their initiation over which Artemis precedes girls may ‘wear
grotesque masks such as those discovered in the Ortheia sanctuary at Sparta. The girls, like their
goddess, may assume the aspect of a Gorgon: in this way their exceptional status in the wild is
played out even more drastically”. For Potnia Theron as Gorgon see GGR P1.30.2; also B. Goldman
1961-3: 1-22 on the eastern origins of the Gorgon belief.

” J.D.P. Bolton 1962: 6 commented on the image of a winged Artemis, lions, boars and other
creatures that were represented on a silver mirror of the second quarter of the 6" cBC: Ibid. 89:
winged Artemis was found in Greek Art as potnia theron long before the date of the mirror. See
M.P. Nilsson 1956: 19, 28. Also M.S. Thompson 1909: 286ff.

% J.N. Coldstream in Easterling and Muir op.cit.n74: 73-4. For the birth of Pegasus and Chrysaor
from the head of the dying Gorgo see Hes.Theog.280; Paus.2.21.5.

° For the ritual meaning of the decapitation of the suitors and the similar sacrifices to the
Underworld deities see K. Dowden op.cit.n16: 159. The Danaids slaughtered their spouses on the
wedding night and Hippodameia’s suitors were also savagely beheaded. Generally, beheading is
the way they sacrificed to chthonic deities.

% Apollod.2.1.5 and Paus.2.21.1 and 19.6 reported that the Danaids cut off the heads of their
suitors in the manner of Atalanta according to Hyginus. Hypermestra was the only Danaid who did
not kill her husband (either because he had left her a virgin or because she loved him). Danaos had
her imprisoned for this and he later persecuted her. However, she won and dedicated for her
saviour the temple of Artemis Peitho as well as a xoanon of Aphrodite Nikephoros in the temple of
Apollo Lyceios; K. Dowden op.cit.n16: 155-6.

" Hyg.Fab.98; cf. Amm.Marcel.22.8.34 (Rolfe 1956) recording human sacrifices that Iphigeneia
offered in honour of Artemis after her transportation in the Tauric peninsula: “Deos enim hostibus litantes
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Hippomene Megarei et Meropes filio victa est”.

Callimachus also describes the heroine as living in a cave located on a
mountaintop®. Caves are places where it is usual to find initiatory cult such as the
caves at Brauron, Eleusis and the cave of Cheiron®. It is plausible then that the
myth of Atalanta belongs to one of these wilderness rites, since time spent in a
cave represents the wild counterpart of the civilised precinct and it is therefore the
perfect location for a transition ceremony. Both at Brauron and Eleusis, girls would
go through rites of passage in order to make the transition from maidenhood to
adulthood similarly to Atalanta whose story is sealed with the heroine’s marriage to
her successful suitor. As mentioned, these rites would take place in sanctuaries
located outside the borders of the city, where the girls could prepare themselves
for their complete incorporation to the civic corpus. In addition, the mountain poses
as the original place of worshipping the primal fertility deities as it combines the
symbols of earth, cave, bulk and height™*. The mountain was the immobile,
sedentary symbol that visibly rules over the land®. Aelian who also treats the
Arcadian version of the story gives an extensive description of the cave in which
Atalanta lived®:

“TT yap Nuag AOTEL KoL GvTIpov  ATOAGVTING GKOUoOL, MG TO THS KaAuyoug 10

év T Ourpw; Ko Ny £V KoiAn n dépoyn omiiotov uéyo kol Podd mavu, Kotd

TPOGOTOV O¢ PUBEL KPNUVGD Y UPWTO. KITTOL & CLUTO TEPLEIPTOV, KO

humanis et immolantes advenas Dianae, quae apud eos dicitur Orsiloche, caesorum capita fani parietibus praefigebant,
velut fortium perpetua monumenta facinorum”.

* Notice that the Proitids who were cured by Artemis (Eur.Bacch.11.95-105) had reportedly spent
thirteen months roaming in the wilderness, like many devotees of Artemis and like Atalanta herself.
Bacchylides related his myth with two different rituals, one at Tiryns (of Hera, characteristically of
the Argolid), the other at Lousoi (of Artemis, characteristically of Arcadia). Bacchylides also
mentioned that before their release at Lousoi the Proitids were in a cave in the Aroanian Mountains.
K. Dowden op.cit.n16: 91-4 (cf. n128). Also see R. Seaford 1988: 118-36.

* For the caves at Brauron see J. Larson op.cit.n18: 170n71; for conjugal episodes in caves see
ibid.186n77. For the mother and son motif in a cave which has its origin in the cult of the divine
female see 90-1. Finally for nymph cults in caves see 19 and 126. Also see W. Burkert op.cit.n30:
24-6.

= According to both Greek and Near Eastern mythology the Goddess Earth gave birth to the
mountains. M. West 1990: 289. Notice that J. Fonterose 1959: 47esp.n5 identified Melaina with
Gaia who according to mythology hid her son, Cronus, from his father. However, Melainis was a
cult adjective attributed to Aphrodite; Paus.2.2.4; 8.6.5; 9.27.5.

* For the identification of the mountain with the Underworld in Near Eastern stories see C.
Penglase op.cit.n55: 25, 36, 40 and 89; the author associated the Damu myths with the Hymn to
Apollo, where the birth of the god was described. He interpreted the myth of Apollo as one of the
goddess-and-consort strand in which the god normally suffered death and resurrection. The region
of the netherworld from which the god rose was symbolised by the mountain. Also T. Jacobsen
1975: 86; W.L. Moran 1970: 102-3.

% Cf. Paus.8.35.8, where he described the tomb of Callisto as a high mount of earth, with many
trees of varieties that would bear no fruit and many cultivated ones. At the top of the mount there
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EVEMAEKOVTO Ol KITTOL LOAUKDE <TOIC> OEVOPOLE KO S o0TOV GVEIPTOV.

KpPOKOL T€ NOOY TEPL TGV TOTOV £V LOAOKT) dLSHEVOL Kol Bodeie Th Ta...".
Artemis is at home in the mountains?’, while Aelian compares Atalanta with
Calypso, a nymph whose name means ‘she who conceals’®®. The cult of the divine
female as the one who conceals life in her body both as a woman and as earth
creates an analogue with the nymph who promised immortality to Odysseus®. In

addition, Calypso as a nymph should be regarded as a representation of the forces

of the natural world on which Artemis prevails'®.

Aelian seems to follow the version of Apollodorus because he also refers to

101 102

the exposure of the heroine as a baby ~' and her suckling by a bear . In addition,

he makes it very clear that the heroine was looking for peace at the highest peak of
the mountain where many primitive altars dedicated to fertility goddesses have

been found'®.

was a shrine of Artemis Calliste. For the identification of Artemis with Callisto see K. Dowden
op. citn16: 184.

J.-P. Vernant #1985 30 also cited by J. Redfield op.cit.n16: 129n13; the goddess was at home in

the mountains and marshes like Dionysus with whom she often shared her cult; e.g. to Artemis
Limnatis corresponded Dionysus Limnaios. Although Artemis was associated with initiation,
Dionysus was rather not. Artemis was connected with animals, while Dionysus appeared to have
been an animal.
% Calypso offered immortality to Odysseus as often eastern deities do: M.S. Cyrino op.cit.n10: 21-
2; P. Vidal-Naquet 1981: 88-9. For Calypso as a hypostasis of Aphrodite herself, in her aspect as
Melainis, ‘the black one’ see G. Nagy op.cit.n48: 242n68 quoting H. Glintert 1909: 189. For
Calypso s name L. Slatkin 1991: 43; generally see G. Crane 1988.

° About the comparison of goddess and Earth see C. Penglase op.cit.n55: 80-4; for Gaia and
Demeter see Eur.Bacch.274. Socrates (Pl.Cra.406B) derived the name of the virgin goddess
Artemis from “&potov woeiv’, she who hates ploughing (i.e., sexual intercourse). According to Plato,
woman imitates the Earth and at all events the comparison of motherhood with the ploughed soil
was very ancient and widespread; for marital sex likened to ploughing see Soph.Oed.Tyr.270-1,
1211-12, 1257, 1485, 1497-8; Eur.Troad.135, Ph.18. In Aesch.Niob.frs.99.5-9, Europe described
Zeus’ extramarital ‘ploughing’ that led to their joint ownership of children. Also P. DuBois 1988: 72-
3. For the marriage formula of ‘sowing legitimate children’ see J.C. Kamerbeek 1978 on Ant.569; IG
14.1615; and Men.Dysk.842-3, Mis.444-6, Pk.1013-4, Sam.726-7, fr.682 (Korte and Thierfelde
1959) Fab.Incert.29-30 and fr.dubious 4-5 (Sandbach 1972).

Already In 11.21.470f. Artemis was known as the daughter of Zeus, lady of wild things; for Artemis
as leader of the Nymphs see K. Dowden op.cit.n16: 102; J. Larson op.cit.n18: 33. Also see
Soph.Tr.214-5 where the chorus called on the unmarried girls to sing in praise of Artemis quoted
above n47; J.-P. Vernant op.cit.n40: “in the case of Artemis the wilderness is symbolised by the
nature of the goddess and by the location of her sanctuary”.

“Adyog mm)\, "ApKOSIKOC UTEp TC T TaoTmvog " ATOAGYTNG. TOTNY O IO YEVOUEVTY £E€ONKeY: Edeye Yap 0V Buyo—
TEPWV GAL" appévmv deloBor. 0 68 ekBelvou AaPav ovk anéktelvey, eA0OV 8¢ £ml To [TapOEviov 6pog £0nke Tnyng TANGiov
KOA 1V #vTo0o ITovTpog TETpa kod émékerto cuvnpedie Spupdv”. Aelian 13.1; notice that Aelian names Mount
Parthenlon where Propertius also located the heroine’s adventure.

Mu TOL UEV BPEPOVG KOTEWYNOLOTO BAVHTOC, 00 UNV DO THS TUYXNS TPOVIGON - OATYM Y&p DGTEPOV DO KLVIYET@V &dTpN—
HEVY T& £000TNG BPEON EPKTOC 1)KE, GOPLYOVIOV 0UTH TOV HolOV KO BUpLVOUEV®Y DO TOU YEAOKTOC. £1T0L KOTd TIveL Oeiov
TOUTNV NGOEIGH T® Bpedet E0NANCEY 0TS, KL Gpe TO BNplov éx0LPToOn TNS 06UVNG KO Gpede TPodnV T Bpédet. Kol vV
KO 001G ETOVTAODGO TOD YEAUKTOG KOA TOYETEVOVGH £MEL TOV £OLTRHE LjTNP OVK £LEVE,TNG UINOEV O1 TPOOTKOVGNE TPO—
no - ¢yivero”. Aelian 13.1.

*In Eur. Hipp.141-69 the chorus were trying to speculate which of the gods had afflicted Phaedra:
they mentioned that it must have been Pan or Hecate, the Corybantes or the Mountain Mother, or
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“tadmy ol xuvnyéton topediAoTtov ol kol €€ dpyng EmPBovielicovtes Td ONplw £ Ta Exyovo o—
MG, KO oOTE EKOGTOL TOV SPWUEVOV KOTOOKEWAHIEVOL, GTEABOUONC KOTd GUVHOELOY KOTd Te Eyp oLy
KO VOUT)V TNG &PKTOL, TNV “ATOAGVINY VHETAOVTO, KOAOVUEVIV TODTO 0VSETM™: (lTOL Yap E0EVTO
QT TO OVOHOL KO ETPEGETO DI bTOTG [£V] Opelw TH TPOHT. KOTE HIKPOV & CUTT] T& TOD COUNTOC
HeTd TS NMKTog dvETpeye Kol rjpor mopBeviog Kol Teg TV avdpdv OAiog £hevye koi Epnuioy
EMO0EL, KATOAUPODCO TOV 0PV TOV ~APKOSIKOV TO DYNAGTOTOV, £vOa NV Kol GOADY KOTEPPLTOC
KO HeYaAon dpug, €Tt 68 Kol TELKOL Kol BoBelar 1) £k ToUTwV okld”.

The Greeks used to worship the fertility goddess as “Meter” or “Meter oreie”, which
means mother of the Mountain'®, or according to the name of the particular

mountain'%

. Pindar composed for the Meter cult in Thebes and according to
legend, introduced the cult locally himself'®. Generally, the Greek fertility goddess
is identified with Aphrodite whose affiliation with Near Eastern deities has been
long ago argued'’’. Often Aphrodite is equated with the Phrygian Cybele, %

goddess often addressed in cult as “matar’, mother'®. Aelian’s reference to the

music of pipes which filled the scenery of the wilderness where Atalanta used to

Dictynna; all were possible because the queen’s strange behaviour seems associated with the
wilds. Archaeological evidence confirmed the preference of the primordial goddesses for hilltop
altars: a Cretan seal shows the goddess standing on a mountain while a youth worships her; see
M.P. Nilsson, GGR i (Tafel 18, nr.1). Also W. Burkert: op.cit.n30: 26-8. In Hes.Th.129 the Earth
brought forth the mountains which were described as haunts of the gods e.g. Eur.Bacch.951 (the
nymphs), Hel.1301ff. (Rhea who was curiously identified with Demeter); also cf. Aphrodite and
Anchises mating on a mountain peak (Hom.h.Ven.61-90 Aphrodite travels to Mt. Ida; 155-84
Anchises invites the goddess to his bed). Paris’ judgement is also placed on Mount Ida (11.24.27-30;
Eur.Troad.357-59, 676-78; Andr.274-92).

% The divine Mother was not surrounded with any mythology of her own. The Greeks transferred

the myth of Demeter onto her (cf.Eur.Troad.1323-7 Demeter made her way to Mt. Ida rather than to
Eleusis as in the Hymn to Demeter, and there she cast her blight on the earth). When Demeter
became the Mother of Zeus as well, then the siring of Persephone was transformed into an act of
incest. See Melanipp.PMG764; Eur.Hel.1301-68; also W. Burkert op.cit.n30: 178 and J. Chadwick
1976: 95.
"% For instance, ‘Meter Dindymene’, ‘Meter Sipylene’, ‘Meter Idaia’ etc. See W. Burkert ibid.;
Hdt.4.76 gave evidence about the festival of the Mother in Kyzikos from where the cult spread.
There have been found many votive reliefs showing the goddess frontally enthroned in a naiskos.
See M.J. Rein 1996: 223-39. Votive niches containing images of a similar type were also carved in
rock faces. The cult was mainly private and was sustained and carried abroad by itinerant
mendicant priests, metagyrtai, who were themselves also called kybebor.

6 Aristomach.FgrHist.383F13; Pind.frs.80, 95; Dith.2; Pyth.3.77f. The divine Mother was
celebrated as mother of all gods and all men, and doubtless mother of the animals and of all life as
well; Generally, the Mother does not fit easily into the genealogical system of Greek mythology.
Homer and Hesiod name Rheie as the mother of certain gods. However, see N. Robertson 1996:
241 argued: “that the Mother was always a principal deity in Greek cities, and had a function as
Practlcal and important as the other principal deities”.

Notice that in contrast to the Greek Aphrodite the Roman Venus was a domesticated goddess of
love propagating socially acceptable (marital) desires; see E. D’Ambra 1996: 219-232.
"% For Aphrodite as identified with Cybele see Charon FGrHist.262F5. For Aphrodite and Astarte
see Hdt.1.105; Paus.1.14.7. Also W. Burkert op.cit.n30: 152-6.

® W. Burkert 1979: 103-4, esp.n5 for Cybele standing between lions. Cybele was often referred to
as ‘Mother’ according to the inscriptions. Another image of the goddess, enthroned, attended by
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wander, enhances the allusion to the orgiastic cult traditionally associated with the

110

divine Mother' ™. In the Homeric Hymn to the Mother of the Gods we read: “she is

well-pleased with the sound of rattles and of timbrels with the voice of pipes and the outcry of

wolves and bright-eyed lions”'"". Lions, another important symbol of the fertility goddess,
as the Mistress of wild animals, are often employed in the myth of Atalanta''?.
Meter was often celebrated with wild rousing music which could lead even to
ecstasy and therefore her power extended over the Corybantic society of men'"™
Her advent is accompanied by the shrill sound of the pipes, the dull thudding of
drums and the ringing of small brass cymbals. In mythical imagination the wild

beasts of prey, leopards and lions especially, join in her procession'. The

two male musicians comes from a doorway in Bogazkdy. Also see F. Naumann-Steckner 1996:
167-92.

"9y, Travlos 1971: 352-6; Towards the end of the 5" cBC, a statue by Agorakritos showing Meter
W|th tympanum and lion was set up in the old Bouleuterion in the Agora in Athens.

" E. Neumann op.cit.n55 argued that the worship of the divine mother often included orgiastic
dance; cf. P. Pachis 1996: 193-222 who commented on resistance that the cult of the goddess
faced due to its orgiastic character. The archaic goddess of Boeotia stood in the centre of the ring
of dancing women. And on the headdress of the Cyprian goddess, adorned with heads of Hathor
and floral rosettes, fauns and women were engaged in an orgiastic round dance. Notice that
Artemis was quite popular in the periphery of Boeotia since the Mycenaean times. The cult of
Artemis at Amarynthus in Euboea/Boeotia was observed during the Mycenaean Bronze Age while
in the classical times Amarynthus had a famous temple of Artemis (also see n44). See N. Chadwick
op. cit.n104: 99.

? Artemis is a lion to women in 11.21.470-83 (cf.n77). There was a statue from Crete where the
goddess stood on a mountain and two lions accompanied her. E. Neumann op.cit.n55: 273-6; a
similar type of goddess appeared in Phrygia with Attis between two lions. She was worshipped in
Lydia, Lycia, Thrace, Syria, Phoinicia. At a later period she stood on a lion in Sparta; held lions in
the character of Capuan winged Artemis; strangled them as Gorgon, as Cybele (Diana of Ephesus
had castrated priests just like Cybele). And thousand of year later as Fortuna she sat in a chariot
drawn by lions. For the Mesopotamian Inanna and lions see G. Farber-Fliigge 1973: 97ff. (also see
nn49, 83 and 126).

" For Aphrodite and orgiastic cult see Hom.h.Ven.68-74: “"16nv §' txoavev morvmidoko, uitepo Onpdv, P &
100G oTOOpO10 S 0Tpeog: 01 88 UET' CWTHV /CUIVOVTEG TOALOT T& AUKOL XOPOTOT T€ AEOVTES /EPKTOL TP SAAES Te OO0 TPO—
KASMV GKEPNTOL /1JIo0V: 1) &' OpSMGHL HETE PPEST TEPTETO BULOV /KO TOIC &V 0T1i0ec01 BAA’ {HepoV, 01 &' G TavTeg /oUvVEL0
Koynjoavto kotd okidevtog évadioug’. In line 68 Aphrodite is referred to as “untepo onpov”. However, in the
Orph.h.54.13 Aphrodite was addressed as goddess of marriage, a notion attested by Diomedes in
[1.5.429 who stated that Aphrodite’'s purview was the “desirable works of marriage”; cf.
Pind.Pyth.9.13; 11.22.470; according to Sapph.fr.112C Andromache’s bridal veil was a present from
Aphrodite herself.

Also see N. Van Der Ben 1986: 8; cf. Circe in Od.10.210-20 where the famous witch of antiquity
was depicted similarly to Aphrodite as taming wild animals; C. Segal 1968a: 419-42.

“ Since Pindar's time at least, the retinue of Mother Cybele was seen as one with the Dionysian
throng. The abandonment of ordered existence, the procession to the mountain, and the ecstatic
dancing go to establish the identity; W. Burkert op.cit.n30: 178-9. The association of Artemis with
the precinct of the fertility goddess was also underlined by the cult of the Thracian goddess Bendis
who was officially introduced in Athens during the Peloponnesian War in fulfiiment of a vow. She
was portrayed as a kind of Artemis, with hunting boots, torch and pointed Thracian cap.




confirmation that the virginal Artemis is associated with this sphere of orgiastic
dance comes from the Homeric Hymn to Aphrodite'":
‘Ko yop T 6de T6&or Kol oUpest ONpog Evoipery,
HOpULYYES TE Y 0opOoTl Te SLomUpatot T OAoA VYL

GACER TE GKLOEVTO SLKOL MV TE TTOAG &vﬁpdw”ﬂG
The reception of myth in Latin literature: Ovid

Ovid, who treated the myth of Atalanta twice in the Metamorphoses, seems to
have been aware of the possible associations of the myth with the precinct of
Artemis and the fertility sphere in which she preceded. It is interesting to notice
that the poet treated the Boeotian version of the story in association with Venus
and Adonis'". Venus fell in love with Adonis, the child who was enclosed in the
tree-trunk, when she was wounded by accident with one of her son’s arrows. Ovid

(Met.10.534-41) clearly parallels Venus (Aphrodite) with Diana (Artemis) because

he wrote''®:

“Hunc tenet, huic comes estﬂg, adsuetam semper in umbra
indulgere sibi formamque augere colendo,

per iuga, per silvas dumosaque saxa vagatur

fine genus vestem ritu succinta Dianae

hortaturque canes tutaeque animalia praedae

aut pronos lepores aut celsum in cornua cervum

aut agitat dammas: a fortibus abstinet apris

raptores lupos armatosque unguibus ursos

vitat et armenti saturatos caede leones”.

""" Hom.h.Ven.18-20. Notice that the description of Artemis was included in the Homeric Hymn to

Aphrodite which could imply that the association of the two goddesses had already been made in
anthuny

® Cf. P.H.J. Lloyd-Jones op.cit.n78: 91: “as in myth Artemis has her entourage of Nymphs...so in
Cult she is honoured by young girls” who would dance around the cult image of the goddess.

" In the exempla of Ovid.Heroid.4.93-100 Phaedra cited the love affairs of Cephalus, Adonis and
Meleager in her attempt to woo Hippolytus. However, they all ended in disaster. For the parallelism
of the Venus-Adonis myth with the Near Eastern goddess and consort strand see C. Penglase
op. cit.n55: 178-9.

® Venus once disguised as a huntress and wore Diana’s high boots: Servius A.1.337; W. Clausen
1994: 225. As far as the names of the goddesses are concerned the pattern followed is to refer to
them with their Greek names when an author writes in Greek and to use their Latin names when the
author writes in Latin. However, because the comparison attempted here involves both Greek and
Latln poets both names are indicated.

9 See Ovid Met.10.553-9: “sed labor insolitus iam me lassavit, et, ecce,/ opportuna sua blanditur populus umbra/
datque torum caespes: libet hac requiescere tecum;/ et requievit humo pressitque et gramen et ipsum/ inque sinu iuvenis
posita cervice reclinis/ sic ait ac mediis interserit oscula verbis”. Also cf. ch3 where the beauty of Adonis and of
the king in the Song of Solomon are discussed as rendered in similar terms.
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This hunting image seems to suit not only Diana (Artemis) but also Atalanta who
according to the Arcadian version of the story was the only woman to participate in
the Calydonian hunt'®°. However, although Ovid employs a direct likening of Venus
(Aphrodite) to Diana (Artemis), he is careful to distinguish the influence areas of
Venus and Diana by adding that Venus would hunt safely and she would keep
away from wild animals such as ‘sturdy wild boars, thieving wolves, bears armed
with claws or /ions' [my emphasis]. Venus appears to hate all wild animals because

of Atalanta, who thus, seems to be more attached to Diana'?’.

“Forsitan audieris aliquam certamine cursus
veloces superasse viros: non fabula rumor

ille fuit (superabat enim), nec dicere posses,
laude pedum formaene bono praestantior esset.
Scianti deus huic de coniuge ‘coniuge’ dixit

‘nil opus est, Atalanta, tibi! Fuge coniugis usum!
nec tamen effugies teque ipsa viva carebis’.
territa sorte dei per opacas innuba silvas

vivit et instantem turbam violenta procorum
condicione fugat ‘nec sum potienda, nisi’ inquit
‘victa prius cursu. Pedibus contendite mecum:
praemia veloci coniux thalamique dabuntur,

mors pretium tardis. Ea lex certaminis esto!”.

Ovid’s choice to include the story in the adventures of Venus indicates that he also
understood it to belong to the tradition of the Divine Mother whom he clearly
names in association with the punishment of Atalanta and Hippomenes (see
below, pp. 43). Venus praises Atalanta’s speed but also her beauty underlying the
resemblance of the heroine with the goddess herself'??. Venus later will also say
describing the figure of Atalanta: “ut faciem et posito corpus velamine vidit, / quale meum, vel

quale tuum, si femina fias’'%>. Already from the first lines of her speech she mentions

% In 0d.6.102-9 Nausica was compared to Artemis: “As Artemis the arrow-showering moves

across the mountains, over long Taygetos or Erymanthos, delighting in boars and swift running
hinds, and with her play the nymphs, daughters of a/gis-bearing Zeus, who range in the wilds, and
Leto rejoices in her heart: Artemis holds head and forehead above them all and is easily known, but
all are beautiful: so excelling her handmaidens shone the unbroken virgin”.

'? Ov.Met.10.560-680; it is not perhaps an exaggeration to say that Ovid presented Atalanta as a
female counterpart of Hippolytus, trapped between the two goddesses, Artemis and Aphrodite. Also
see C. Segal 1986a: 165-221 and 1986b: 268-93.

1?2 Cf. ch2 where in the Song of Solomon the girl is addressed as “the fairest among the women in
the city”.

%> Ov.Met.10.578-9. For the similarities in female and male bodies before puberty see K. Dowden
op.cit.n16: 53-5, 65-7, 102, 176f; also P. Vidal Naquet 1981: 156-7. Various stories of initiatory
transvestism assist the argument: Theseus being laughed at because of his girlie features, Achilles
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Apollo’s prophecy that forced Atalanta to avoid getting married'?*. Thus, Atalanta
frightened by Apollo’s oracle imposed inhuman terms on her suitors'?°.

Ovid presented Atalanta under a different light compared to the other
versions of the story. She is no longer the independent spirit who prefers the
wilderness to matrimony. Here, Atalanta totally willing to obey to the gods is
presented as a tender woman who anticipates becoming a bride'?®. As the rest of
the narration shows, Ovid casts plenty of light to her female side and his heroine is

a rosy figure that could ideally play a leading role in a Hellenistic novel'’.

“

illa quidem inmitis, sed (tanta potentia formae est)
venit ad hanc legem temeraria turba procorum.
Sederat Hippomenes cursus spectator iniqui

et ‘petitur cuiquam per tanta pericula coniunx?’
dixerat ac nimios iuvenum damnarat amores;

ut faciem et posito corpus velamine vidit,

quale meum, vel quale tuum, si femina fias,
obstipuit tollensque manus ‘ignoscite’, dixit
‘quos modo culpavi! Nondum mihi praemia nota,
quae peteretis, erant’ laudando concipit ignes
et, ne quis iuvenum currat velocius, optat
invidiamque timet. ‘sed cur certaminis huius
intemptata mihi fortuna relinquitur?’ inquit

)

‘audentes deus ipse iuvat”.

dressed as a girl among the daughters of Lycomedes in Scyros etc. The custom was observed
since the Minoic times; see D. Leitao 1995: 130-63 and 1999: 247-77.

24 W.S. Anderson 1972: 10.565-6: “Nil opus est, Atalanta, tibil Fuge coniugis usum!/ nec tamen effugies teque ipsa
viva carebis”. Ovid, who was clearly influenced by the Hellenistic poets, possibly followed Callimachus
in employing an oracle as the reason of the heroine’s anti-social attitude. The former had narrated
the story of Acontius and Cydippe in which an oracle enforced the union of the two youths and
forbade Cydippe’s marriage to another man. Cf. M. Grant op.cit.n54: 392.

7 K. Dowden op.cit.n16: 23-4; in all the mythic variants of Artemis’ association with a female
protégé, it was the death of an animal that aroused the goddess’ anger. Usually a prophet or an
oracle revealed that a daughter should be sacrificed. Fortunately, in the end, an animal was
substituted for the girl. This is another clue that oracles and prophesies were frequent devices in
the mythic tradition of Artemis and therefore, Ovid was not unwise in inserting an oracle in the myth
of Atalanta.

“® Ovid has employed the Euripidian technique of describing in detail the psychological shifts of the
characters which allowed them more spiritual depth than the conventional treatments of the story.

'?’ Notice that in the 11.21.470-514 Artemis was not a conspicuous divinity but was rather described
as an immature, childish almost goddess; M. Grant op.cit.n54: 126 supported that the cult of
Artemis as mistress of animals was imported to Athens from Crete where the religion of the potnia
theron often flanked by lions was popular; the goddess appeared as such on an Athenian vase of c.
800 BC, while her name was found on an inscription from Mycenae, a temple that had plausibly a
strong association with Cnossus (notice that in both sites lions were very important for the cult of
the goddess). Based on this evidence Grant explained the rather inglorious role of the goddess in
the lliad as well as the perception of the Greeks that Artemis was the goddess of a ‘conquered
race’, i.e. of women.
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In the above lines (Met.10.573-586) Ovid introduces Hippomenes to the audience.
He is depicted as a quite practical young man who sees no point in sacrificing his
life for a woman. Until the very moment he lays his eyes to Atalanta and falls in
love with her'?®. Atalanta later will also say pitying his youth (Met.10.632): “Al miser
Hippomene, nollem tibi visa fuissem!”'%°. The motif of falling in love through the eyes of
the beloved is very old in literature and deeply rooted in Hellenistic and Elegiac
poetry °. It is famously employed in the first elegy of Propertius who wrote: “Cynthia
prima suis miserum me cepit ocellis”. Ovid who seems to follow this tradition does not
omit to mention that Atalanta was inexperienced in love as Propertius appears in
his first elegy: “contactum nullis ante cupidinibus’®'. In addition, Atalanta commenting
on Hippomenes persistence to compete with her says (Met.10.629-30): “.utinam
desistere velles!/ Aut, quoniam es demens, utinam velocior esses!”. The perception of love as
madness is very ancient and, as it will be argued, Ovid seems to follow Propertius
and his Hellenistic patterns in this detail as well .

As mentioned, Atalanta is compared to Venus. Furthermore, the beauty of
Hippomenes is paralleled to that of Adonis who is repeatedly addressed in the text

as a young boy. Atalanta says (Met.10.631): “A! quam virgineus puerili in ore est” -,

e Cf. The second Proem to Daphnis and Chloe: “révtmc yap ovdelg "Epmto épuyev 1) devEeton, UEXPL &V KAA—

ROG 1) KO 60OCALOY PAETOGIV. UiV 88 6 Bedg Tapdoy ol cmdpovoist T& tev ériwv ypdoewv”; cf. Hom.h.Ven.59 where
the goddess falls in love with Anchises as soon as she set eyes on him: “tov &7 émetto idotcw drhoppe—
dMS "A0podITY /Mpdoat’, exmayAmg 88 kot ppEvag Tuepog elhev”.

7 For the motif of the “miser amator’ in Latin elegy see P. Fedeli 1980. R. Parker op.cit.n16: 221
argued that in later antiquity (and probably in earlier times) love was regarded as a condition from
which the unfortunate suitor might have sought to discard by purification; Tib.1.2.59,
Nemes.Ecl.4.62-7; cf. Ov.Rem.260. About the ill luck of those who had lain with the Great goddess
see the story of Anchises which was modelled on the story of Inanna; C. Penglase op.cit.n16: 170-
6, 239; N. Van Der Ben op.cit.n112: 20. For Near Eastern Parallels of the story (Ishtar and
Gilgamesh) see S.N. Kramer op.cit.n63: 104-6.

O M.L. West 1966: 409: “Love coming from or through the eyes is a commonplace”. Also M.S.
erino op.cit.n10: 65. W.S. Barrett 1964: 258 on Eur.Hipp.525-6.

! This detail also agrees with the possibility that the story of Atalanta may be included in the
nuptial tradition of Artemis who, as mentioned, was depicted in the lliad as a young and immature
(ngddess (cf.n126).

*“ Phaedra was described as literally mad, astounded out of her mind, the word was frequently
used to describe someone out of control because of fear. She raved in fantasies of hunting and
horseback riding, all patently sexual. The nurse begged her to stop “hurling words riding on
madness” and questioned the fantasies she cries out while ‘deranged.” When Phaedra came back
to her senses she simply said: “I was mad”: Hipp.38, 141-44,  203-31, 214, 232, 241. However,
notice that Aphrodite also described her falling for Anchises as madness; Hom.h.Ven.57 where
desire was said to have completely seized the goddess’ mind and ibid.: 254-5 where the goddess
confessed that she had been astray from her wits to lay in love with a mortal.

%3 Cf. Ov.Met.10.614-5: “nec forma tangor (poteram tamen hac quoque tangi), sed quod adhuc puer est: non me
movet ipse, sed aetas”. There were several tales about handsome boys who would be appointed priests
in a local temple for a period before puberty similar to maiden priestesses of Aphrodite and Artemis:
Paus.2.33.2, 2.10.4, 7.19.2, 7.26.5, 9.10.4, 7.24.4, 10.34.8, and 8.47.3. See B. Cohen 2000: 98-
131. Also see Dowden op.cit.n16: 130-1.
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This statement explains why Venus compares Atalanta’s beauty with that of
Adonis, were he a woman. Hence, it seems the parallelism between the divine
couple and Atalanta and Hippomenes is substantial'**.

Hippomenes prays to Venus for help and she, moved by his passion, grants
him her divine help. Ovid also mentions the three golden apples, which Venus
brought for him from a sacred garden located in Cyprus'*. However, Ovid is more
preoccupied with the description of the anxiety felt by the two lovers until the
victory of Hippomenes that allowed them to marry. Ovid’s treatment of the story
offers more ground to the assumption that the myth could be possibly understood
in the context of pubic or pre-nuptial education. Hesiod'*®, whose Catalogue of
Women deals with divine erotic adventures, narrated apart from the story of
Atalanta, the tale of the Proitids in Tiryns (Argos). He mentioned that the seer
Melampous had to be summoned in order to save the daughters of the king from
madness in exchange for a share of the Argive kingdom. Their madness, which is
comparable with the madness of young Hippomenes in Ovid, should be interpreted

in a nuptial context'’

. In Bacchylides it is Hera who maddens the Proitids, in
Hesiod, it is Dionysus, both being important deities in the conjugal and sexual
precincts respectively. This detail could explain better the disagreement about the
origin of the apples that Aphrodite gave to Hippomenes, which according to
Philetas came from Dionysus’ wreath ',

After their union Atalanta and Hippomenes indulged so much into each
other's company that they forgot to show any gratitude towards the goddess who
was accordingly enraged with them™®. Venus did not hesitate to punish the

ungrateful couple (Met.10.686-704)":

19 Daphms girlish beauty is also praised in the novel of Longus (also see n121).

° M. Grant op.cit.n54: 393; according to Ov.Met.10.644-5, the apples came from a golden apple-
tree located in Aphrodite’s temple at Tamasus in Cyprus.
190 ~ Hes.fr.133; also K. Dowden op.cit.n16: 74-105.

" For madness in association with female puberty and Artemis see Hippocr.Virg.22.526-8 (Kuhn).
K. Dowden op.cit.n16: 89. Hippomenes passionate character was perhaps anticipated in the
etymology of his name: Callimachus used the image of a chariot overturned by its horses to signify
the impact of Eros on the soul. He advised a friend to hold back the ‘maddened horses’ from
runnlng (cf. Hipp.1219-41; Call.lamb.fr.195T).

® See below (p. 47) for Philetas’ version and it's possible implications regarding the understanding
of the myth of Atalanta in antiquity.
"9 It should also be noticed that Ovid included Atalanta’s story among the myths of lascivious
women and so, to his account she was also responsible for ingratitude towards Aphrodite. This is a
new element that has not been clearly stated in any previous source.
we Vergil included Atalanta among heroines such as Pasiphae, who had experienced an
exceptional, abnormal passion. See Eclogue 6.60-1 (cited along with the story of the Proitids 11.48-
51) and 8.37-41. In Eclogue 8 Vergil who imitated Theocritus’ 2.82 and 3.42 said that his love was
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“Templa, deum Matri quae quondam clarus Echion
fecerat ex voto, nemorosis abdita silvis,
transibant, et iter longum requiescere suasit.
lllic concuitus intempestiva cupido
Occupat Hippomenen a numine concita nostro.
Luminis exigui fuerat prope templa recessus
Speluncae similis, nativo pumice tectus,
Religione sacer prisca, quo multa sacerdos
Lignea contulerat veterum simulacra deorum:

Hunc init et vetito temerat sacraria probro.
Sacra retorserunt oculos, turritaque Mater ",
An Stygia sontes dubitavit mergeret unda;
Poena levis visa est. ergo modo levia fulvae
Colla iubae velant, digiti curvantur in ungues,
Ex umeris armi fiunt, in pectora totum

Pondus abit, summae cauda verruntur harenae.
I[ram vultus habet, pro verbis mumura reddunt,
Pro thalamis celebrant silvas aliisque timendi
Dente premunt domito Cybeleia frena leones”.

In the lines quoted above, Venus explains to Adonis how the two lovers violated
the sanctuary of the Mother of the gods because she infused erotic desire to
Hippomenes'*?. Ovid has Venus by her divine authority to certify that the story of
Atalanta and Hippomenes should be associated with the Mother of the Gods whom
he names Cybele. Actually the two lovers are transformed into the very lions that
drag her chariot'*®. Apollodorus who also mentioned the lovers’ transformation into
lions was probably aware of this connection which he tried to imply in his version.
Attention should be also drawn to the description of the sacred cave of the Mother
of the gods which is similar with the description of Atalanta’s cave included in the

version of Aelian. However, in Greek tradition, it is Artemis whose relation to

an “error”. the word that came to denote mistake initially meant wandering, meander, maze; cf.
Greek “miavn”. Furthermore, Vergil did not leave any doubt on his meaning by combining “error” with
“‘aufero” which means to lead astray, to wander. Vergil's phrase could be translated as: “by a
delusion | was led astray”.

"! These lines confirm the religious blending that took place from the Hellenistic period onwards.
Ovid depicted Cybele with a mural crown, a notorious feature of Isis, the Egyptian fertility goddess,
whom Herodotus (2.171) identified with Demeter. Isis’ cult in which the ‘sistrum’ prevailed, was
much related with the orgiastic Mother cult discussed above; S.K. Heyob 1975: 29-34 (esp.nn97-
101) and passim.

'"? See V. Emeljanow 1969: 67-76.

143 . ) . . . . o : . .
Cf. Hyginus’ shorter version: “Hanc cum in patriam duceret, oblitus beneficio/ Veneris se vicisse, grates ei non
egit. Irata Venere in monte Par-/ nasso cum sacrificaret lovi Victori, cupiditate incensus cum ea in/ fano concubuit, quos

luppiter ob id factum in leonem et leam/ Convertit, quibus di concubitum Veneris denegant”.
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female heroines is never fortunate ™, and not Aphrodite who is associated with

lions as potnia theron'*.

Venus, the Roman equivalent of the Greek Aphrodite, has been long
identified with Cybele and other variations of the fertility goddess such as Ishtar
and Inanna'*®. However, despite this clue, Ovid seems to associate the traits of the
goddess of procreation with Diana (Artemis) and Atalanta rather than with Venus
whom he specifically distinguishes as the goddess of soft beauty and tamed

nature. Atalanta, although compared with Venus at first, seems to join the wild side

147

of the divine in the end as one of Cybele’s lions'’. In addition, a few lines further

Ovid presents Venus as establishing for Adonis a cult similar to the annual
lamentation that Cybele had established for Attis'*®. Venus’ words are cited below
(Met.10.719-728):

“agnovit longe gemitum morientis et albas

flexit aves illuc, utque aethere vidit ab alto
exanimem inque suo iactantem sanguine corpus,
desiluit pariterque sinum pariterque capillos

rupit et indignis percussit pectora palmis
questaque cum fatis, ‘at non tamen omnia vestri
iuris erunt, dixit; luctus monimenta manebunt
semper, Adoni, mei, repetitague mortis imago

annua plangoris peraget simulamina nostri.

144

> D. Lyons op.cit.n7: 98 about Callisto and Comaetho. Also see S.B. Pomeroy 1975: 68-70.

® However, Aphrodite like Circe of the Odyssey was also the Lady of the Beasts: “they found in a
dwell the house of Circe, well built with shaped stones and set in a clearing. All round it were
wolves and lions of the mountains, really men whom she had bewitched by giving them poisonous
drugs. They did not attack the men, but ramped up fawning on them and wagged their long tails just
like a lot of dogs playing about their master when he comes out after dinner because they know he
has always something nice for them in his pocket. So these wolves and lions with their sharp claws
played about and pawed my men who were frightened out of their wits by the terrible creatures”;
also N. Marinatos 2000: 30-44 (see n112).

b vl Penglase op.cit.n55: 3 (n1); an example of religious and even cultic influence rather than just
mythological influence was found in the case of the goddess Aphrodite. The general view of
classicists is that many aspects of the goddess that the Greeks worshipped in historical times
appear to have come ultimately from the major Mesopotamian goddess Ishtar. G.S. Kirk 1974: 258.
W. Burkert op.cit.n30: 152ff. and 1992: 97-9.

b Hygin.Fab.185 repeated the story (2nd cAD). He said that although the couple deserved to be

punished they were not denied the privilege to mate. Also Servius ad Aen.397: “.. unde irata dea in
leones eos convertit, et suo currui subiugavit, et praecepit/ ne secum umquam leones coirent. Nam et Plinius in Naturali

Historia dicit leonem/ cum pardalide [libenter], et pardum cum leaena concumbere”.

'*® Adonis was actually killed by a boar, an animal that symbolised the wild side of the goddess. In
C. Penglase op.cit.n55: 178, Artemis killed Adonis. See ibid.: 32-40 for the ritual search and wailing
in honour of Damu and for the so-called ‘fertility drama’ in which the story of Adonis and Aphrodite
should be also understood to belong. Isis also constituted rites for her dead husband and son which
were widely imitated in the Greco-Roman world: Hdt.2.61; Diod.Sic.1.14. Also S.K. Heyob
op.cit.n141: 38-44, 53-5.

45




At cruor in florem mutabitur”MQ.

Ovid was presumably aware of the similarities between Cybele and Venus
because the story of Attis, Cybele’s consort is also treated in the Metamorphoses.
The similarities in the annual lamentation decreed for Attis and Adonis are widely

accepted by ancient and modern scholars alike'*°

. It could be argued that here
Ovid tries to present the two sides of the fertility world, the beautified and the wild
one. An indication for that is Atalanta’s connection with both sides of this world, the
one represented by Venus (Aphrodite) and the one represented by Diana

(Artemis) ™"

The apples of love

Hence, it appears that the myth of Atalanta belongs to the tradition of the fertility
goddesses whose origins are traced in the cultures of the Near East'
Consequently, the role of the apples, which Ovid also mentioned in detail in his

story, should be interpreted in that light. Apollodorus, cited above'®

, wrote that
Atalanta fell in love with Hippomenes as soon as she glanced at the divine apples
that he threw at her. However, in doing so, Apollodorus in fact quoted Theocritus
and it is not an exaggeration to assume that Apollodorus had probably a copy of
Theocritus in front of him when he was writing his rather uncritical summary of the

myth. Theocritus’ version of the story is very important because it goes back to

149 Aphrodite wept for Adonis in Ovid in similar terms with the girls described in Sappho to mourn

for the dead Adonis. Sappho in poem (140) was inspired by the death of a lovely youth, Adonis. As
usual, she and her companions consulted Aphrodite on what they should do: “ketévioker, Kvoépn', d—
Bpoc "Adwvig T ke /Beipev; /xoTTUnTEGOE, Kpou, koi kotepeikeaBe kibovac’. The motif of Adonis’ death was also
found in the poems of Dioscorides A.P.5.53 and 193, which from a point of view continued the
episode found in Sappho. Here Adonis was described as already dead; women mourned him.
Aristonoe, in the first epigram, and Cleio, in the second one, were so charming in their sorrow that
they captured the poet’s heart who wished similar honour at his own death.

0 For the eastern parallels to the birth of Adonis see Apollod.3.183-5 and C. Penglase op.cit.n55:
178-9. For the Phoenician origins of Adonis also see W. Burkert op.cit.n108: 105-11 and op.cit.n30:
3and 12; E. Will 1975: 93-105; O. Murray 1980: 85-6.

°" The similarities of Atalanta with deathly female deities such as the Gorgon have been already
discussed above. It is interesting to notice that Isis was identified with Aphrodite as well as with
Artemis: S.K. Heyob op.cit.n141: 43, 48-51, 66 for Isis and Venus; 67, 70-3 for Isis as Artemis.

B2 addition, as pointed out above, both Aphrodite and Artemis retained some remarkable
features of their respective or relevant Near Eastern deities. Aphrodite, especially through her
adventure with Adonis, had been identified with Cybele and Ishtar, while Artemis was associated
with these goddesses through her kourotrophic qualities, her preference for the wilderness and her
traditional role as potnia theron.

" See p.4. The tale was also treated by Apollonius Rhodius in his erotic epic, the Argonautica. The
Schol.ap.Ap.Rhod.769-73 (Wendel) argued that Atalanta had participated in the Argonautic
expedition as the only woman among its crew; cf. Diod.Sic.4.41.2; 4.48.5 who also mentioned
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Hesiod, whom all Hellenistic scholars regarded as their great master. Theocritus
wrote (Id.3.40-2)™*:
“"Imtnopgvng, 6ka 61 Tav TapBEvov 10eke Yoo,

HaA” &v xepolv AWV SPOIOV GVVEV: & &' " ATOAEVTOL

¢ 18ev, OC eV, OC £¢ PobLY drat’ EpwTa’.
Theocritus described the effect of the apples on Atalanta in dramatic terms by
repeating three times the same syntax, “og idev, & éudvn, &c &g Padbv drot’ épwte’. He
chose very strong verbs like “paivopor” and “erdopct”™ which underline the quick

and radical change in the heroine’s feelings for Hippomenes '

. It is accepted that
in his brief account of the story Theocritus preserved Philetas’ treatment, which
also goes back to Hesiod'’. Philetas who included in his treatment of the myth the
foot race and the golden apples, clearly stated that it was the view of the apples
which made Atalanta fall in love'®. Since both Philetas and Theocritus followed
Hesiod, it would not be insubstantial to assume that Hesiod also, regarded the
apples as responsible for infusing love to the heroine. Philetas’ verses have been
quoted by a scholiast (II, 120b) of Theocritus who wrote'*®:

‘ool ey £v KOATOIGT ALVUGO10® T¢ £PACHLOL KO £pWTOg TOMNTIKE, KOO0 T DO

"Adpoditng dddpeva 1@ Inmopével Unio £k TGOV Alovicov, ToDTo 08 £ig EpmTo

Atalanta’s participation in the Argonautic expedition as well as that she was injured and cured by
Medea s magic filters.

Hyglnus also dedicated more lines compared to other writers in describing Atalanta’s reaction at
the view of the golden apples. She was depicted as being amazed by their glimpse and as staring
at them with a girlish curiosity: “hic enim a Venere/ mala tria insignis formae acceperat,/ edoctus quis usus ineis
esset llla enim/ Dum colligit et ammiratur aurum, declinavit et iuveni victoriam/ Tradidit”.

® For the debate whether Theocritus uses the verb “a@xropon” or “erdgopcn” see the discussion below.
12 Cf. Alcaios fr.283.3-6: K" AAévog ev otiiblelow [€]mt[donce/ BOpov "Apyetog, Tpoim & [V]n' &vopog/ ekuoveioo
Elevlvomdto 'm n[évrov/ éometo vai’. M.S. Cyrino op.cit.n10: 98; this was the first use of the verb
“txuaive” as denoting erotic madness. The verb was very common in later poetry, especially tragedy,
where it was employed to portray a severe and powerful feeling of eros that had the capacity to
control the lover's mind. Cf. Soph.Tr.1141-2: “Nécooc ndion Kéviowpog éE6meiae viv/ To1de diATpmL TOV GOV

gnwm néoov”.

Notice that in Idyll 3, Theocritus referred to the story of Melampous just after the story of
Atalanta (v.43). He also mentioned the story of Adonis and Aphrodite thus giving Ovid a model. See
R. Parker op.cit.n16: 209 who talked about Melampous and other wandering healers of antiquity
stressing their associations with music and Apollo; Hom.0d.15.245; Hes.fr.261; Apollod.1.9.11.
They also had Dionysian connections; see Hdt.2.49; Paus.1.43.5; cf. W. Burkert 1983 190f.

® The Hymn to Aphrodite was probably one of the earliest, if not the earliest, of the Homeric

Hymns, and its central myth appears to have been of great antiquity, since it was referred to by both
Homer (11.2.819-21) and Hesiod (Th.1008-10). According to the myth Aphrodite was struck with love
for Anchises as soon as she saw him. See C. Penglase op.cit.n55: 169. For the early date of the
myth see E.J. Bickerman 1976: 229; also see T.W. Allen, W.R. Halliday, E.E. Sikes (eds) 1963:
350-1.
9 There were three groups of commentators on Theocntus Theon who wrote in the Augustan
period, Asclepiades of Myrlea who wrote during the 1% ¢cBC and Munatius, Theaetetus and
Amarantus who wrote around the 2" cAD. Prose wnters such as Lucian, Longus, Alciphron and
Aristaenetus also took an interest in Theocritus in the 2" cAD onwards.
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MV TATOAGVINY EKivnoey, g ooty O PLAnfToC
t¢ ot mote Kimpig élodoo
UALC ALOVIGOU SMKEY GO KPOTEdWY”.

Philetas as well as Theocritus exercised great influence on Latin elegiac
poetry; Propertius in particular, who often mentioned Philetas in his poems, seems
to have been quite familiar with the work of both poets. As it will be explained
below, this clue is a strong indication that Propertius, although he did not directly
refer to the foot race or the golden apples, was familiar with the Boeotian version of
the story, to which he possibly alluded in his text. Philetas’ suggestion that
Aphrodite took the apples from Dionysus underlines the association of the myth
with fertility and the dark powers that normally accompany fertility deities, as
explained above'®’. Furthermore, it should be assumed that the Latin poets were
probably familiar with this natural dimension of the myth which will be emphasised
in the following pages. Both Philetas and Theocritus already implied that the
apples had a magical effect on Atalanta and it could be suggested that the magical
power of love was a commonplace in the Hellenistic poetry, later inherited by the
Latin elegiac poets. However, it seems that this motif was far from a Hellenistic
innovation and Aphrodite was frequently described in Homer as exercising her
magic powers among the other epic gods.

In the story of Atalanta, Aphrodite mediated so that Hippomenes obtained
the golden apples and generally, during antiquity the goddess has been

particularly related to magical objects'®"
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. Hence, she is depicted in epic as lending
her magic girdle ™ -“kectoc’- to her sister Hera. The latter pretended that she
wanted to give it to her parents, Oceanus and Tethys, in order to soften their
quarrel and to light up the old flame between them'®. Hera actually used it to

seduce her husband, Zeus'%*:

"% Hecate for instance was utterly associated with magic; see C.E. Arnold 1989: 24-9 who

examined Ephesus, the city in which Artemis’ cult was particularly prominent, in New Testament
times. He connected the cult of the Ephesian Artemis with Hellenistic magic citing PGM 4.2288 to
show that Artemis-Hecate delivered people from peril involving spirits. However, as remarked
above Artemis was identified with Hecate since ancient times (see n79). Also notice that Dionysus
was often worshipped along with Artemis as in Patras; W. Burkert op.cit.n30: 222-225 as well as
with Demeter, the major fertility goddess in archaic Greece.

" In the Od.18.192-4 Athena anointed Penelope with Aphrodite’s “balm”, the magic ointment
bestowing sexual loveliness that “loosened the knees” of the suitors.

1% C. Bonner 1949: 1-6; F.E. Brenk 1977: 17-20; W. Burkert op.cit.n30: 154. M.S. Cyrino op.cit.n10:
42n28; cf. 0d.6.227-37 and 23.153ff. where Athena attributed to Odysseus erotic charm for his
encounters with Nausica and Penelope respectively.

"% In 11.2.198-217 and 14.215-7 Zeus admitted that he succumbed to the magic of Aphrodite’s

embroidered girdle: “¢voo 8¢ oi BeAKTripLor TAVTO TETUKTOY VO’ £V péy PLAGTNG, £v & TueEPOG, £V &' OUPLOTVLY TTEPHUOLE,
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830G VOV Ot IAGTNTO KOl Tuepov, @ Te 6 TaVTog
dopva &Oovdtoug NoE BvnTole dvOpdToue.
1L Y&p Oyoudvn moAvdSpPov melpata yoing,
"QKeavov Te, BedV Yéveoly, Kol untépa Tnovy,
ol ue opoiot dépototy €1 tpédov 1d° &TitaAlov,
degapevol Pelog, 6te te Kpdvov evplonor Zebg
yoing vépBe kobelce Kol &TpLYETOL0 BAdoong:
T00C el dyoudvn, ki 6o’ dxprio veikeo Aicar
non y&p GNpov xpovov GAAAMV GTEYOVTOL
€UVNG KO GLAGTNTOG, £MEL ¥ OAOC Euneae Ouu®.
el kelvo ¥’ énfecol moponnemBoioa GTAOV KNp
€lg eVVNV GVECOIUL OLWOT VUL GIAGTNTL,
aiel k€ odt GIAN Te KoL aldoin Kodeotuny”.
A cuneiform tablet from Ashur dating to around 1000 BC contains a Neo-
Assyrian magical spell, which seems to be designed for a situation quite similar to
that of Oceanus and Tethys'®. Aphrodite was also narrated as infusing erotic

desire to Helen for Paris when she became disappointed by her lover's
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cowardice ™. In Hesiod also, Aphrodite is asked to provide Pandora with sexual

attractiveness'®’:
KO xapy audry€on Keoort xpuoény T Adpoditny

N : . X 5 2 »168
KO OO0V &pYOAEOV KoL YUIBGpoue HeAeddvac” .

fg T #kaeye véov moka mep dpovedvtmv”: “...in it is love, yearning, fond discourse, and beguilement”.

'** L. Golden 1989: 5-6. Hera wanted to draw the attention of Zeus from the battlefield of Troy so
that the Greeks would take priority over the Trojans. Notice that the loosening of hair or girdle
occurred often in magic and cf. Phaedra’s wish to loosen her hair in Euripides’ play, a movement
that the Chorus interpreted as a sign of madness or divine affliction. M.S. Cyrino op.cit.n10: 13-15
for the erotic meaning of “Saudtw’, cf. Eros the subduer in Prop.1.1 and Mel.A.P.12.101. See also
M.S. Cyrino ibid.: 29 for the erotic use of “6éryw”; cf. the use of “6éryw” in the tale of Deianira. P. Pucci
1987: 191-203 discussed the use of the verb in Homer associating it with beguilement and its
destructive effects. Also see C. Faraone 1994: 115-36 on the magic potion that Deianira applied to
adulterous Heracles.

"% |t has also been argued that Hera’s tale about the anger of Tethys and Oceanus was itself
modelled on the Near Eastern myth of Tiamat and Apsu preserved in the Babylonian epic Enuma
Elish, where the couple appeared as the parents of the gods. See W. Burkert op.cit.n30: 108 and
132.

1% See 11.3.401-46; the encounter of Paris with Helen that takes place during this episode has been
paralleled directly with the lovemaking of Hera and Zeus in rhapsody 14, where Hera charmed Zeus
with Aphrodite’s girdle: M.S. Cyrino op.cit.n10: 9-16.

7 A'S. Brown 1997: 26-47; For Aphrodite as a goddess of sexual reproduction and her Near
Eastern origins see C. Penglase op.cit.n55: 160-5 and 173. For her role in the creation of Pandora
see ibid.: 200. Also see C. Leduc 1992: 233-95 which explained the role of Pandora as the first
bride focusing on the custom of gift offering to the brides during antiquity, a motif also employed in
Stesichorus’ version of the myth of Atalanta.

"% Hes.Op.65-66 (West).
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The goddess’ commands are carried out by Peitho and the Charites, who
both as personifications themselves and as qualities of a mistress were often
praised in Hellenistic epigram and Roman elegy.

As mentioned, the apples in Atalanta’s myth are golden, a quality often
combined with magic in Greek mythology, as in the tale of Jason’s quest for the

golden fleece'®®

. It is worth noticing that in myth Medea who is renowned as a
keen witch, showed memorable cruelty towards her young brother, Apsyrtus,
whose dismembered limbs she scattered into the sea in order to delay her
pursuers'’®. This detail brings to mind the apples, which Hippomenes threw at
Atalanta in order to delay her. It also matches Atalanta’s remarkable cruelty
towards her unsuccessful suitors whom she did not hesitate to slaughter. In

addition, Euripides describes Medea as a woman totally taken by love'”

, a clue
that also brings her closer to Atalanta’s depiction in Theocritus. The temperament
of both heroines was possibly reflected in the character of the dangerous elegiac
mistress whose rigid love causes serious distress to Propertius and the other Latin
elegiac poets.

Up to this point it has been argued that magical qualities were often
attributed to Aphrodite in ancient Greek literature and that often these magical
objects were golden. Furthermore, it seems that apples, which are usually found in
poetry as a love token'’?, were also suitable for magical spells. Hence, apples play
a significant role in Callimachus’ version of the story of Acontius and Cydippe in
which remarkably Artemis seems to step in the shoes of Aphrodite. The two young
people met at a public feast during which Acontius managed to pass an apple to
Cydippe. He had engraved on it an oath: ‘I pray by Artemis that Acontius shall be
my husband’. The girl took the apple, and as was the habit of that time, she read it
aloud'”. At the same time she unwillingly took the oath and the goddess demanded

its fulfilment. So when Cydippe’s parents arranged to have their daughter married to

199 Cf. the quest for the golden apples of the Hesperides that, according to Vergil, Atalanta lusted

for. In more recent tales, the story of the magic stand -whether it is mentioned as golden or not-

seems to reflect the belief about magic objects. The magic stand is able to make true three wishes

of its holder in the same way in which the apples make true Hippomenes wish to win the race and

marry Atalanta.

170 Dismemberment recalls fertility rites such as the death of Dionysus at the hands of the Titans.

"7 Cf. Atalanta’s remark in Ovid that Hippomenes was totally mad. Love was often characterised as

madness in antiquity and the motif was extensively treated in lyric poetry: M.S. Cyrino op.cit.n10:
assim.

? AR. Littlewood 1967: 48-81. Also E.S. McCartney 1952: 70-81.

"* AH. Couat op.cit.n6: 150-4.




someone else, the girl fell seriously ill and the wedding was postponed. The same
scenario was repeated three times until her father decided to take advice from the
oracle of Delphi, which revealed that her husband should be Acontius'’*.

Apples were used in Greek wedding rituals from the very early years and
according to Pherecydes, Ge caused apple trees to spring up at the wedding of
Zeus and Hera as a gift to the new couple '”>. Most writers agree that the fruits of
that tree were golden and that the Hesperides guarded them in a garden placed in
the West. It is also generally accepted that the apples which Aphrodite gave to
Hippomenes came from that tree'’®. Stesichorus again described that quinces and

flowers were thrown at the wedding chariot of Menelaos and Helen'”’.

Later
sources such as Strabo and Plutarch cast more light on the actual ceremonies that
took place in ancient societies and in which apples had a significant role'’®. Strabo
wrote that a girl on her wedding day was allowed to eat only apples and camel
marrow. Plutarch also in his Moralia stated that according to the law about the
marriage of the Athenian “¢rixinpor”, @ bride was supposed to eat a quince so that
her speech to her husband would be sweet from the very start, and then be shut up
in the bridal chamber with the bridegroom'”. The law also defined that the
husband of an heiress should sleep with her thrice a month as a mark of affection
to a chaste wife even if they do not have any children. Thus, the law would in a
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way encourage sexual intimacy between the couple *". It becomes obvious that

the consumption of apples was a customary prerequisite for Greek weddings and

" Hence, Ovid had at least one model of an erotic story where an oracle played a significant role.

For the importance of oracles in association with marriage in the Trachiniai; see C. Segal 1992: 63-
92. The play has offered interesting parallels throughout this chapter.

17 Frg.Hist3F17; also Dumuzi and Inanna were described as copulating in the apple garden; C.
Penglase op.cit.n55: 31. Also see M.J. Edwards 1992: 181-203 on the role of apples in the bridal
imagery in Sappho and Catullus.

YR 1t is perhaps not accidental that Atlas, who was mentioned as the father of the Hesperides,
derived his name from the same root as Atalanta, namely from the verb “tid¢w’, which means to
endure or to dare. (Notice that “ataravtoc—ov” means equal in weight, equivalent or equal to). For
Atalantos as in the likeness of the gods see Hes.Theog.91 and 11.9.155, 12.312.

1771 87PMG:“morri ey Kuddvio HaAo ToTeppinTouy moti Sihpov &voktt,/ ToAAd 88 Hipotvor GUALGY Ko podivoug ote—
OAvVoLE TV Te KOpmVIdag obA0C”.

"% Strabo 15.3.17; Plut.Mor.138d and 279f.

"9 R. Rehm op.cit.n47: 17; Bride and groom were seated near the hearth where dried fruit, nuts,
sweetmeats and/ or seeds were poured over their heads in the “xotoyvosuore’, a rite to guarantee the
future prosperity and fertility of the union, performed not long after the couple withdrew to bed. See
P1.Tht.160e; also N. Richardson 1974: 231-2 and J.P. Gould 1980: 38-59. For this custom in Pindar
see A. Carson 1982: 123-8.

e Diog.Laert.8.1.21 recorded that Pythagoras, in a trip to Hades, reported seeing the souls of men
being tortured because they did not have sex with their wives. As Plato in the Laws put it, marital
sexual exclusiveness, if it could be universally achieved, would ensure that husbands were ‘loving
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in addition, it was often associated with Artemis as a protectress par excellence of
marriage'®'. In the myth of Atalanta as well as in Stesichorus’ description of the
wedding procession of Helen, apples were actually thrown to the bride and one

"182 the survival

can find in the peculiar Athenian expression “to be hit with an apple
of the custom in a metaphorical phrase which probably meant to become sexually
excited.

It seems that the presence of fruits in the literary examples cited above had
its parallels to ancient fertility rites such as the throwing of nuts or the dedication of
‘novomepuic’ at agrarian festivals'®.

‘Fruit signified abundance and fertility specifically in the context of agriculture, for fruit

grows In the orchards created and nurtured with technological skil ik
It has been argued that apples and the other fruits, which contain many small pips,
were used in weddings as symbols for fecundity but actually they seem more to be

designed to produce sexual desire to the female'®

. In the myth of Atalanta the
heroine totally opposed to the idea of getting married. As our sources certify, it was
the apples which infused to her love for Hippomenes and as Apollodorus and

Musaeus argue'®, she lost the race or she allowed Hippomenes to win her

and close to their own wives’; Leg.839b; cf.Eur.fr.823N; 1062N, Hec.828-32; Theoc.18.51-2;
Xen Symp.8.3.

" R. Rehm op.cit.n47: 12-13; offerings and sacrifices from the brides to be were made to other
divinities: Aphrodite, Hera, Athena, the Eumenides, Ouranos and Gaia (the primal couple), the
Tritopatores, but particularly to Artemis. For discussion of the evidence see J.H. Oakley and R.H.
Sinos 1993; B. Zaidman and S. Pantel 1992: 186-88; K. Dowden op.cit.n16: 2-3, 123; H. King
op.cit.n49: 114-5, 120-22; J. Redfield 1982: 190-1; W. Burkert 1977: 120-1n.29 and 1972: 62-3;
W.S. Barrett 1964: 4n.3 and 192-4.

"% Arist.Nub.997; also notice that this is the first time a girl hits a boy with an apple, and not the
other way round. Also cf. the motif as mentioned in the story of Daphnis and Chloe (see n64).

"% W. Burkert op.cit.108: 52-4 discussed the first-fruit offerings. The offerings of aparchai were
considered by the Greeks to be the simplest and most basic form of uncorrupted piety as Eumaeus
in 0d.14.414-53 confirmed. For the same notion see also Theophr.ad Porph.Abst.2.5, 20, 27,
Pl.Leg.782c; Arist. EN1160a.

25 7. Notice that the Calydonian Hunt was based on an omission of such an offering to Artemis.

* B.S. Thornton op.cit.n48: 143; in the end of Aristophanes’ Pax Trygaios married Opora. Their
wedding song celebrated the return of peace in terms of the fertility of the fields and sexual
exuberance, both contained by the cultural orders of marriage and agriculture: rich harvests,
granaries full of grain and wine, plenty of figs (sexual fruit par excellence), and wives who bear off-
spring. The Greek text linked eating, agriculture and sex, as when the Chorus asked: “what shall we
do with her (Opora)? We shall gather/ strip her”. Opora for sexual ripeness: e.g. Pind.Isth.2.4.5,
Arist.fr.582K, Chaerem.Fr.12N. Arist.Pax 706-8, 1319-28,1336-9. For sex and agriculture see also
Pax 1182-1215 and the ending of the Birds. (See also ch4 on agriculture and sex: pp. 208ff.)

® Girls' breasts were often compared to apples, as when Daphnis explored Acrotime’s breasts and
said: “I'm giving your downy apples their first lesson”; Theocr.27.50; also see Canthar.fr.60K;
Crates fr.40K; Arist.Ach.1199; Pl.Leg.837b, where Iove was described as “hungering after its
bloom, as it were that of a ripening peach”.

"% For the story of Hero and Leander as told by Musaeus see M. Grant op.cit.n54: 425-428. The
work should be dated in the 5" or 6" cBC. Notice that Hero was a priestess of Aphrodite and Eros
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because she was in love with him; thus, by losing the race she publicly consented
to be his wife'®’. In addition, as the story of the Calydonian Hunt confirmed, Artemis
was supposed to receive such crop offerings as a deity of marriage. The
association of Artemis with magic through her identification with Hecate has already
been argued. The magical effect of apples as a means of causing love seems also

to have been a common motif throughout Greek literature.
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A magical papyrus foun in Berlin provides more information about the

use of apples as aphrodisiacs:
“eCoryaym EmmOmV €K TNS eLPeDETONC
év HAlov{c} méAet €v 11 tepa BUPA@L TAL KOAOV—
uévn "Eppod év 1ot aditmt Alyvrtiolg
YPAULOGLY Kol SlepUnvevdévTov “EAANVI—
KOG €Mt HNAo[1c] €mwdn: tpic
~ BalAld uniA]otg ...[24]00cm T6de ddpuo—
Klov] xaiplov ol el Bpwtov Ovntov dv—
OpOTOLC KO OOV ETOLGL BE0IGLY 1) &V
d® HAw T€ BAAm A Te ToTagm
TAVTO DTEPOEUEVT) LOLIVOLTO ETT €U
OLAGTNTL TiTE €V YEPL AGPO[1]...0d¢ Y01
................ N &V KOAT™L KGO TOL UM
novconto MAely per Kumpoyévelo téret
~ TEAEQV ETOOLONV.
The papyrus is dated to the Augustan period and one must assume that “the claim
of a specific Egyptian hieratic source is probably tendentious and part of a long
tradition of assigning mysterious eastern origins for magical spells in order to

increase their value”'®. It has even been argued that this incantation may be a lost

and that the two youths met and fell in love at a festival of Adonis. For the similarity between Hero’s
searching for Leander and Aphrodite’s searching for Adonis see ch4: pp.208n61.
'®” The association of the legends regarding female groups of initiatory character with the myth of
Atalanta has already been argued. Aeschylus added to the story of the Danaids fruit-metaphors that
enhanced the nuptial context of the tale and asserted its suspected connection with the adventures
of Atalanta from the scope of constituting fertility in the city-state. Danaos said for his daughters:
“the tender ripe fruit is hard to guard; beasts destroy it and men -why not- and creatures that fly and
earth-treading ones. Aphrodite announces the dropping fruit”; Aesch.Supp.996-1001;
cf.Arist.fr.582K.
%8 \W. Brashear 1979: 261-69. A comparison of the Neo-Assyrian ‘egalkura’ spells (use of knotted
cords) and the Greek amulet recipes showed many similarities. Most of them asked for beauty, sex
appeal and grace and they could be also compared to the lliad where Hera said: give me
';igqudmru ko fuepov” (11.14.198), with which you overwhelm mortal men and all the immortals.

“ C.A. Faraone 1990: 234.
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section of the Hesiodic Catalogue itself'®

, or at least from another Greek poem,
especially since it appears to have been originally hexametric. The spells on this
papyrus are possibly of Hellenistic date and the fact that this incantation may come
from a literary source increases the possibilities that this type of magic spell
existed at a much earlier period and perhaps even beyond the borders of the
Greek world. A Near Eastern text'®', dated to the 9" century BC, provided us with
an interesting parallel according to which a strong incantation to help someone
seduce a woman should be spelled three times to an apple or pomegranate and
then he should secure that the woman would suck its juices. In the incantation
which preceded the apple spell, Inanna, the Sumerian equivalent of the Assyrian
Ishtar, who is often equated with Aphrodite, was invoked as the goddess who loves
apples and pomegranates'%.

The mention of the pomegranate as an alternative fruit in the Assyrian spell
could also help us to understand at a deeper level the myth of Hades and
Persephone, especially as it could offer an interesting parallel to the myth of
Atalanta. In the ‘Homeric Hymn to Demeter'®*, Hades gave her a pomegranate
seed to eat and thereafter she had to remain with him as his wife. One could
suspect that this action symbolised the efforts of Hades to provoke Persephone
sexually, especially as this episode was supposed to take place just before Hades
allowed Persephone to return to her mother. It was a way of reassuring that she
would come back longing for him. Hades was said to have secretly consecrated'

the seed and Persephone was described as tasting it without any further comment,

"Y' Walcot 1966: 11-32.

91 J. Winkler op.cit.n23: 216-45.

% The story of Persephone has been interpreted in the light of Mesopotamian myths about the
mother goddess searching of her child. For the parallelism of Persephone with Eastern queen of
the Underworld such as Ereshkigal or Gestinanna see C. Penglase op.cit.n55: 154-8. Also M.
Arthur 1977: 7-47. See A. Cohen 1996: 117-35 who understood rape as a metaphor for getting
married. Also see In Eur.lon 887-96 where Apollo took Creusa (‘by her white wrists’, v.891).
Creusa’s rape was modelled on that of Persephone. See R. Rehm 1985: 351-55 and N. Loraux:
1990: 201-3.

""*N. Richardson 1974: Hom.h.Dem.:371-374 and 411-413.

9% J.L. Myres 1938: 51-2. Also C. Bonner 1939: 3-4.
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although she later told her mother that she was forced to eat it'®. The two relevant
extracts are cited below'®:

“"Qg dpdtor mbnoev o8 mepihppwv INepoeddvera,

KOPTOATHOG 8 &VOPOVG™ VIO X EPUOTOC CUTEP O Y CUTOC

POLNC KOKKOV £8mKe daryelv ueMMdEo AdBpn

GUOl € VOUNoog, Tva i LEvot Huoto Tay oL

0B o’ aidoin AnuRTept KLOWOTETAW .
As already commented, Persephone, when asked by her mother, gave her own
explanation of the incident'®’:

‘a0Tap €YDV AVOpOVG” UTO Y EPULOTOC, QTP O AdOpT

EUPOAE LOL POLNG KOKKOV, LEAMOE™ €0V,

arxovoay 08 Bin ue tpoonvaykooe tdéoocOon”.
One should pay attention to the parallelism of the phrase “ueansé édwérv”, said
about the pomegranate and Hesiod’s expression “yuidépouc ueredivos”, said about
Pandora’s sexual attractiveness, which could confirm that the pomegranate was
used as an aphrodisiac. In addition, the text implies that Persephone actually
allowed Hades to give her the pomegranate seed in the way which Musaeus and
Apollodorus suggested that Atalanta allowed Hippomenes to beat her'®®. Hence,
the myth of Persephone, although it is referred to as the rape or the abduction of
the goddess, could be interpreted as a proper wedding ceremony for which the

bride’s concession is desired'®.

"% For the analogy between a wedding and an act of female seduction see Plut.Lyk.15.4-6 referring

to Spartan wedding customs: “eyduouy 8¢ 8t aproyic...Thv 8’ &PTUGOEIGHY 1) VOUGETTPLO KHAOVUEVT TOPOACPOD—
60 koTéRAVEY £m oTiBdde névny dvev gwtég”. Moreover, the suffering that the bride had to undergo
before the wedding, especially the darkness in the room she was locked up, could be paralleled
which the darkness of the Underworld. For this analogy in Latin literature see G. Williams 1958: 21.
Also see K. Philippides 1995: 272-284.

1% See N. Richardson op.cit.n192 for the aspects of Persephone’s dread power which lie behind
Hades’ statement of her power on earth and in the lower spheres of the cosmos in lines 360-8:
Demeter: 270ff.

97 Demeter had good reason to abhor the pomegranate because of its use to trap Persephone, but
she herself was the apple-bringer; Syll.1122.6 (Ditterberger); Paus.1.44.3; Hom.h.Dem.372. For the
connection of Hecate, goddess of the Underworld, with Demeter see Claud.De rapt.Proserp.1.1ff.
and G. Mylonas 1960: 193-200.

"% For the poppies as the plant if the Cretan Great Goddess during the Stone Age see L. Lewin
1998: 32-41. The efficacy of the poppy as a magic potion of forgetfulness was recorded by Homer
(L. Lewis ibid.: 29). In Sparta Telemachus was introduced to this nepenthes. Helen of Troy poured
him the potion and the land of its origin, Egypt: Od.4.220ff. Helen was given this drug by
Polydamma, the daughter of Thon, an Egyptian; cf. Verg.Aen.4.486: The magical efficacy of the
poppy was a secret of the woman; thus the priestess put the dragon guarding the temple of the
Hesperides to sleep with opium (L. Lewis ibid.: 31).

"% As noticed above (see n75), Artemis was particularly associated with Rape and according to a
version Orion had tried to rape the goddess herself (However, cf. Hom.0d.5.121-4 where Orion
was punished for having an affair with Eos). Yet, the same term applied to the abduction of Helen,
although it was generally accepted that she had conceded to follow Paris. However, Helen’s
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In Lucian as well, one of his courtesans (Dial.Meret.12.1) described a way in
which a man can show his sexual interest in a woman:

“16h0g 88 10D L0V AmOBOKGY, OTGTE TOV AldiAov £1deq Aoy oAOUIEVOV—EAGAEL Yip

OPACOVI-TPOKVYOS TS EVGTOY MG TPOCTKOVTIGOC £C TOV KOATOV 0OTAC, OVOE

AOBOELY YE TELPWUEVOG EUE" 1) & PLANCOCO HETaED TOV HOGTOV DTO TG ATOSECULW

nopePicoto”.

In addition an epigram attributed to Plato says: (A.P.5.79.1-2)
“To uihe BEAw oe: ob 8" el utv éxodoo dLAeIC Le,
deCaévn, g ong mopheving Hetadog”.

Up to this point the symbolic use of the apples in the myth of Atalanta has
been elucidated by numerous examples found in Greek and Near Eastern literary
passages. It seems very possible that the Greeks borrowed these customs from
the more sophisticated at that time eastern society, although we are not able to
define exactly when this happened?®.

Hence, as suspected, it seems that Hellenistic writers had in mind the erotic
symbolism of Atalanta’s myth and they were very familiar with various erotic
incantations. Propertius, who was thoroughly familiar with the Hellenistic sources
at least, was probably well informed of those spells that give to love a magical
character. Consequently, it might be assumed that the image of the elegiac lover
who was presented in Propertius to be bewitched by his mistress could have

possibly been inspired by these incantations".

possession was promised to Paris and devised in due time by Aphrodite. The theme of Callisto was
employed by feminist scholars like K. Wall 1988: passim who wished to found on the ancient mythic
tradition the notion of the ‘rape of femininity’ in patriarchal societies. No doubt in antiquity women
were thought as capable of doing best specific tasks restricted in the household area; yet it seems
that such interpretations do not do any justice to the metaphoric substance of the myth and of
Greek religion.

299 w. Burkert 1987: 10-40 and 1983b: 51-6, has argued very persuasively that the 8" cBC was
characterised by significant cultural borrowing from the Near East, particularly in the area of
religious and magical ritual. Burkert supported that the Homeric works crystallised efficiently the
eastern influence in Greek culture and literature. Sappho’s poems, especially, later certified the
cultural influence that the Near East was still exercising on Lesbian society; cf. the argument that
the succession myth in the Theogony was borrowed from the Near East; M. West 1997: 288-90 and
W. Burkert 1992: 203-4.

T A clue about the awareness of Latin authors of mysterious eastern cults in general, especially
that of Isis, is derived from their own work: Tib.1.7.28; Ov.Met.9.693 (satiric ref.);
Tert. Adv.Marc.1.13.5; Juv.Sat.8.26-30 (satiric ref.); Firm.Mat.Err.prof.rel.2.6, 2.9, 27.1-2;
Lact.Div.Inst.1.21; Arn.Nat.1.36; Serv.Aen.6.154; Prud.C.Symm.1.624-31; Paul.Nol.Carm.19.110-
30 etc. The authors referred mostly to the rites constituted by Isis who was also reputed as a keen
sorceress and healer. Many incantations, especially by pregnant women, were addressed to her:
S.K. Heyob op.cit.n141: 51n61 quoting W. Drexler 1882-1921: 2.502. Also Isis was recorded to
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Atalanta and the elegiac lover

Propertius offered us a third account of the myth, which was treated in his
introductory poem of the ‘Monobiblos’. His version seems to combine various
traditions about the myth. The poet tried his best in this programmatic elegy to
acknowledge his patterns and to explain the nature of his poetry as well as the
nature of the elegiac love. The fact that he chose the myth of Atalanta for doing so
gives to the myth additional interest. According to Propertius, Atalanta was the
daughter of lasos. She was wooed and won by Milanio but not in a foot race.
Milanio was a character already found in drama and apparently his name carried
well-known qualities which Propertius wished to transfer to Atalanta’s suitor?®2. His
choice could cast additional light to the perception of the myth as far as its erotic
content is concerned.

Milanio was recorded in ancient literature as a renowned hunter and a
misogynist®®*. Although Aristophanes in his treatment of the character did not
mention Atalanta, the features of the hero leave no doubt that he referred to the
same Milanio who fell in love with Atalanta in Propertius®®*. The text is cited below:

Chorus: podov Boviopot A€ot Ty’ DUV, OV TOT 11KOVG”
oOTOC ETL TG V.
oltac v veaviokog Mehoviwy Tig,
0¢ GevymV yapov aoiket €g epnuicy,
K&V TO1G 6PEGLY (HKEL
KQT EAoryodnipet

nAeEAUEVOC EPKLG

have created a magic creature which would bite the Sun until he would reveal his secret name; W.
Beyerlin 1975: 5.

%2’ The black colour as the first element in the name of heroes had a rich context of initiatory
associations. The Athenian ephebes wore black and the hero of mythology, marginalized by his
trickery and alien origins was one Melanthos. Notice that Melanion (Milanio in Latin) also won
Atalanta’s hand in race, by trickery. Paus.7.19 reported the romance of Melanippos and Comaitho
in association with Artemis Triclaria. K. Dowden op.cit.n16: 113.

o Arist.Lys.781-796 (Hall and Geldart). For the relation of Aristophanes with women in general see
L.K. Taaffe 1993: 139: “Aristophanes’ portrayal of females, whether abstract concepts in female
form, real citizen women, young girls, market women, or foreigners, depends on traditional
stereotypes for inspiration. In ancient Greek thought and literature, the feminine is a theatrical
phenomenon: women are shifty, transient, insubstantial, deceptive, and imitative”. From this point
of view, Melanion could be paralleled with Hippolytus. As for Daphnis who was often compared to
the latter and their possible differences see ch2: pp. 89-92.

% Notice that Hippomenes in Ovid’s version of the myth was also described as a very sensible and
rational young lad who had the misfortune to cast his eyes onto Atalanta. Although Ovid did not
mention anything about Hippomenes’ avoidance of the female, his radical change to frenzy and
risky daring was strongly underlined in the text.
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KO KOvo Ty’ elyev

KOUKETL KOTAABE TEAY 0iked DTd HiGouC.

00T Tag yuvaikog BSeAlyon "kelvog, Nueig 8

0VdEV NTTOV 100 MeAovimvoc, ol cdpoveg.
Milanio, who belongs to the same group of heroes as Hippolytus, is related to the
Calydonian Hunt and his name is often confused with that of Meleager. The
character of Meleager as depicted in Euripides’ homonymous drama matched
perfectly Milanio’s description in Aristophanes®®®. Hunting as mentioned, played a
very important role in the story of Atalanta and Propertius did not omit to depict
Milanio as hunting on thick-wooded mountain slopes. In addition, the association of
hunting with erotic adventures was widely employed by Euripides?®®, while it
seems that amatory fowling originated in comedy?®’. The same motif was traced in

210 It seems

211

Callimachus®®, in Theocritus®®® and in several epigrams of Meleager
to have been equally popular in Latin elegy and it was used by all elegiac poets
It might be suggested that Propertius, who used both Callimachus and the
epigrammatist Meleager as sources for his first elegy, chose to name his hero
Milanio for two reasons: firstly because Milanio was as inexperienced in love as
the poet himself (v.1-2) and secondly because Milanio was ‘captured by Love’ in
the same way that the poet was ‘captured’ by Cynthia’s eyes?'?. The only positive
conclusion that could be drawn up to this point is that the vision or the eyes of the
mistress seem to paralyse the logic of the lover almost instantly?'>.

It is beyond doubt that Ovid in his similar depiction of Atalanta, commented

above, followed Propertius. The parallelism between the expression “cepit ocellis”

% The name of the hero should be Melanion in Aristophanes. Euripides has expanded significantly

in his plays the psychography of initiatory characters such as Meleager and Heracles. For the
Correspondlng tradition of the two heroes see Ch. Segal 1990: 7-24.
°Eur. Cycl.70ff.; Bacch.459 and 688.
27 Arist.fr.666K; Amphis fr.23K; Cratinus fr.216K; Nicophron fr.4K: Men.fr.312K; Eub.fr.84K.
e . A.P.12.101.
Theocr Epigr.3.3.
OA.P.12.92; 12.125; 12.132; 5.96.
21 Prop232 3.8; Tib.1.6; 1.9 and Ov.Am.1.8; 2.9; Ars.Am.1.89, 253, 263, 265, 270; 3.554, 591.

’ The employment of amatory hunting by Propertius and hIS Hellenistic models alludes to the
initiatory local customs all over Greece in which a battle between men and women was enacted.
The festivals during which these hunts used to take place were mostly in honour of Dionysus. This
could explain further Philetas’ version about the origin of the apples given to Hippomenes. Many of
these customs go back to an Aeolian Boeotia which has also preserved the myth of Atalanta. The
latter competes with her suitors and in some versions attacks merciless the losers. K. Dowden
1989: 82-5.

13 Cf. Atalanta’s reaction as soon as she glanced at Hippomenes in Theocritus: “oc idev, ¢ éudvn’:
“as soon as she glanced at him, she went out of her mind” [my translation]. For Vergil's
understanding of the phrase see n139.




and the fact that Milanio has been a keen hunter should not be disregarded. Ovid
imitated Propertius not only in his treatment of the Boeotian Atalanta but also in the
‘Ars Amatoria’ (2.185-92) where he narrated the story of the Arcadian Atalanta.

The comparison of love with hunting is there elucidated even more. He wrote?'*:
“Quuid fuit asperius Nonacrina Atalanta?
Succubuit meritis trux tamen illa viri.
Saepe suos casus nec mitia facta puellae
Flesse sub arboribus Milaniona ferunt;
Saepe tulit iusso fallacia retia collo,
Saepe fera torvos cuspide fixit apros:

Sensit et Hylaei contentum saucius arcum:

Sed tamen hoc arcu notior alter erat® ",
According to the above description, it seems that Milanio cannot be considered as
an “adulescens delicatus” as Fedeli and Bailey put it*'®. He was compared with the
elegiac lover in order to be found different to the latter's weak character. Milanio
was a hero who did not avoid displaying bravery for the sake of love, although
tradition had it that he was initially indifferent (if not hostile as in Aristophanes) to
any notion of falling in love. In the same sense Atalanta, who was also depicted as
a renowned huntress, did not avoid marriage, although she had tried to®'’. It
seems that Propertius paralleled himself with Milanio in order to underline the
hero’s exceptional character and his adamantine will, which was nevertheless
bent. Milanio did not manage to resist love and so the reader could easily imagine
that the elegiac lover, a weak nature by definition, would be devastated by the

fierce persistence of his emotions®'®. The frenzy of the passion that obviously

M Ovid agreed with Hyginus as far as the cruel character of Atalanta was concerned: “Itaque cum a

pluribus in coniugium/ Peteretur, pater eius simultatem constituit, qui eam ducere vellet/ Prius in certamine cursus cum ea
contenderet, termino constituto,/ Ut ille inermis fugeret, haec cum telo insequeretur; quem intra/ Finem termini consecuta
fuisset, interficeret, cuius caput in stadio/ Figeret. Plerosque cum superasset et occidisset, novissime ab/ Hippomene
Megarei et Meropes filio victa est”.

15 Callisto was also described as Nonacrina in Ov.Met.2.49; also Araithos FGrH 316F2. See K.
Dowden op.cit.n16: 184. It has been suggested that the adjective did not mean anything more than
‘Arcadian’. Nonacris was a northeastern area in Arcadia where the River Styx was located. It seems
that this epithet associates Atalanta even more with the tradition of Callisto and Artemis. However,
see Evander in Ov.Fast.5.97 described as “Nonacrius heros”. Callisto was also mentioned as “virgo
Tegeaea” in Ov.Fast.2.167; Ars.Am.2.55. Tegea is also in Arcadia, only in the southeastern direction.
“1°p_ Fedeli 1980: 75-83 repeated the comments of D.R.S. Bailey 1956: 3-12.

' E. Kearns 1998: 96-110, esp.102: The heroine’s destiny, often tragic, always different from the
expected norm, set her apart from the ordinary and differentiates her from the merely human.
Heroines of this type were significantly different from both goddesses and women.

1% For the notion of loosing one’s courage after making love with a goddess cf. the weakness of
Anchises after sleeping with Aphrodite in A. Giacomelli 1980: 1-19. Anchises begged Aphrodite not
to leave him ‘feeble’, a word Homer used of the dead in Hades (Hom.h.Ven 5.288, 218-38;
0d.10.521). Also see R. Mondi 1990: 147 for a comparison of Anchises with Attis. The deification of
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afflicted Milanio and the elegiac lover was clearly outlined in Ovid’'s comparison of

the hero with the Centaurs?®'®

. It could be suggested that the encounter with a
Centaur represented the emotional excess experienced by a lover®®. This excess,
as the story of Deianira asserted, was often associated with magical powers®'. In
line 538 of the Trachiniai, Sophocles had Deianira to admit that jealousy and love
blinded her mind when she heard that Heracles was about to marry a new wife; the
young bride whom she had generously accepted into her home became an
“LoPNToV euméinue e éung opevée”’, @  ‘loathsome bargain’ to her mind [my

translation]*%.

In other words, Deianira was distraught because of love.
Furthermore, when Nessus gave Deianira the magical erotic potion that would
allow her to secure Heracles’ affection, he described precisely the effect that the
potion would have on his logic. The text is cited below??®

“€0T0 GPEVOS GOL TOVTO KNANTHPLOV

¢ " Hpoxietog, Gote uimy’ elcidwv

oTéPEEL YOVOUKO KEIVOG GVTL 60D TAEOV”.
At this point the emotional journey of the “coopwv’ Melanion (Milanio) as depicted in
Aristophanes to the outrageous stage of his irrational self who used to wander,
very much in the style of the Callimachean Centaurs, under the weeping trees in

the ‘Ars Amatoria’, becomes clear. In addition, this notion of the wandering lover

the elegiac mistress on behalf of her lover in Latin Elegy is a well-documented motif. See T.D.
Papanghells 1989: 54-61.
219N comparison which the reader ought perhaps to understand in Propertius’ “feras”; Milanio was
described as having faced the shaggy creatures while roaming the mountains in his passion.
2 In Soph.Trach.1096 the word used for Centaurs, which operate outside the framework of
civilisation, is “&vopov”. Centaur Nessus tried to rape Deianira (to be saved by Heracles) similar to
Roecus and Hylaeus who attempted to rape Atalanta. In Tr.1095 Deianira described her
association with the Centaur as “¢ueixtov’. Nevertheless, she accepted to keep the erotic filter that
Nessus entrusted her. See M. Ryzman 1991: 385-98, esp. 390-2.
2l The similarity between the traditions of Meleager and Heracles has already been examined.
Notice that the name ‘Deianira’ means man slaughterer (B.S. Thornton op.cit.n48: 96) and that the
rape attempt was followed by her wedding to Heracles. Milanio in Ovid (and possibly Propertius)
was wounded by Hylaeus before he managed to win Atalanta’s hand. In addition, notice that both
Atalanta and Artemis were skilful in archery and Atalanta was depicted by Callimachus as fighting
off the lustful centaurs with her arrows (Heracles had killed Centaur Nessus with an arrow.).
However, notice that Medea, another famous witch in antiquity, used according to Euripides
poisoned arrows. The chorus sang to Aphrodite: ‘not against me send from your golden bows the
unerring arrows anointed with desire’. Eros shot an arrow to Medea’s heart and erotic arrows were
praised by Meleager. Aesch.Supp.1003-05; also Pr.649; Med.632-4; Iph.Aul.548-51; Tr.577ff, 672ff,
749ff. Also see Pind.Pyth.4.213; Anacr.fr.445C, Hipp.530-4. B.S. Thornton op.cit.n48: 30-1. F. Graf
1997 42 argued that Medea was most certainly associated with initiation rites.

2t might be suspected that these words withheld a great deal of self-irony on behalf of Deianira
who initially thought that she could suppress her feelings to a level of absolute tolerance.

Soph Trach.575-77 (Jebb). The idea about the magic effect of love on its victims seems to have
been particularly old as Ibycus’ verses (287 Campbell) could attest: “"Epoc a0té pe xvavéorsty vmo/ Predd—
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seems to be enriched with a spell of magic. As already pointed out, the Hellenistic
scholars were probably aware of the various Near Eastern incantations, as well as
of Greek spells made to sound like Near Eastern, that were sought by the
enamoured. Still, it seems that the influence of these incantations should include
the Latin elegiac poems.

Propertius implied that Milanio undertook dangerous adventures in the

name of love by writing: “ibat et hirsutas ille videre feras™

. It has been argued that
Propertius had Greek models in the use of “videre” with the meaning ‘to face up to’
and so the function of his structure becomes even more understandable because
the poet did not seem to ignore the heroic character of Milanio. On the contrary,
Milanio was presented as a courageous lover and by comparison, his example
could explain why the elegiac lover’s resistance to love is doomed to be futile. In
addition, there are plenty of Homeric and Hesiodic expressions as well as an
example from Callimachus to encourage this use of the verb “opaw’in Greek
literature®°.

The Hellenistic models of Propertius have been long ago identified. It is
accepted that the poet actually ‘translated’ in his first poem a well-known epigram
of Meleager (A.P.12.101). In addition, it has been proved that Propertius had in
mind both the Arcadian and Boeotian version of Atalanta’s myth and wished to
allude to both of them. As regards the Arcadian version of the story, he seems to
have followed the Callimachean passage with which his poem shares a number of
significant features®*.

However, despite the fact that Propertius emphasised the Arcadian origin of
his heroine (as Callimachus), he used in his text the word “feras” which was an
effort to render in Latin the Greek word “¢fpac”. The variant “onp” for “enp” is Homeric

and Aeolic, and so it appears both in Thessalian and in Boeotian®?’. Since one of

POIG TUKEP BULOGL SepKOPEVOS kAT O TOVTOSOMOIG £¢ dmelpo. Siktvo Kumpidog ésParrer” [my emphasis]. cf. the
use of the word “xiiAnue”, potion or poison in the Trachiniai and Ibycus.

22t We might assume that the hairy beasts described above could be the Centaurs, known for
roaming forestry mountaintops, for their lust and their association with the myth of Atalanta. Also
see n225 below.

*?% F_Cairns 1986: 31-32.

%% F_ Cairns ibid.: 33-37: a) “rodoppspnv” (215)/ “velocem” (15), b) geographical references: “ Apxoci-
d00” (2106), " Apxadiny” (220), “Moavorin® (224)/ “Partheniis” (11), “Arcadiis” (14), €) *" laciow” (216)/ “lasidos”
(10), d) “onpoc” (Calydonian boar, 220)/ “feras” (Centaur Hylaeus, 12) e) “dgpova’ (221)/ “amens” (11) f) “a-
kpdpere’ (224) / “rupibus” (14). It could argued that Propertius’ claim to be the “Romanus Callimachus” (3.1)
was also treated in his first and programmatic elegy.

“2711.1.260-8: “...ov Yép o Totoug (8ov avépag 008E 1dwuat,/ olov HelpiBoov te AptavTtd te Toéva Aady,/ Konvéa T/
"EEASIGY e KoL avTiBeov TToAvoNHoV /[ENGEn T Alyeidny, émelkeAov dOOVATOIoWV]. /KEPTIGTOL 81) KEIVOL EmyBovVIimy Tpd—
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the Atalantas was Boeotian, Propertius must have had in mind another Greek
source which would have narrated the myth of Atalanta the foot-racer, and to which
he also wished to allude. Thus, he would recognise the Boeotian version of the
story as well. However, as already discussed, Propertius was extremely familiar
with the works of Theocritus and Philetas who treated the Boeotian version of the
story. Therefore, it would be plausible to argue that Propertius drew on their works
for this particular detail.

Furthermore, in Theocritus’ verses, cited above, Atalanta was described as
being seized by frenzy as soon as she glanced at the apples and as being

‘plunged’ deep in love??®

. In Latin elegy, the motif of erotic insanity was already
associated with Milanio as treated by Ovid in the ‘Ars Amatoria’, which, of course,
was modelled on the Propertian portrait of Milanio. It is worth discussing the
translation of this verse in Theocritus as it could mean that he might have
conveyed a certain image of erotic frenzy to the Latin elegiac poets. Most scholars

229 |t seems

regard that the verb used here is “d4rrouct” which means leap, jump
that in antiquity there was a poetic tradition which associated leaping with sexual
relief and the state of unconsciousness®*°. However, in Idyll 3, Theocritus included
the story of Atalanta among mythological examples that seem to involve ritual
wandering in isolated areas rather than leaping®'. Hence, he referred to the

example of Melampous who managed to win Pero as a bride for his brother, Bias

OEV GVEPOV* /KEPTIGTOL HEV EG0V KO KOPTIOTOLG £UAL0VTO, /(NPCLY 6pecKGOIGL, KOi ekndyAng andiecoay”.  Frequently
the last sentence is normally translated as Centaurs (see A.O. Lovejoy and G. Boas 1997); the fact
that Ovid described Milanio as getting wounded by a Centaur enhances the possibility.

8 A.S.F. Gow 1952: 1.33. For the metaphorical use of the verb see Eur.Tr.67: “ti § &8e mdag dirot’
eic @nhovg tpomove’, the 2" aorist of this verb, condemned by Cobet (V.L. 206, N.L. 454) occurs at
5.16, 8.89 (see Gow ibid.: 2.73). The 1% aorist was found only in spurious poems (19.4, 23.60).
However, it might be suggested that Gow and other scholars such as J.M. Edmonds missed the
erotic tradition behind this verb which G. Nagy op.cit.n1 spotted. It is plausible that Theocritus
probably used the imperfect tense of “eidopm”, formed as “nroumv”, which in the third person should

be “jruto”, while the third person of the second aorist of “@riopon” should be “freto”. It might be
arggued that “§raro” is closer to Theocritus’ Doric “éror” than “ireto” is (cf.n239).

kel Nagy ibid.: 233-5; a basic sexual theme was associated with the 7horikios Petros-Leap Rock
in Soph.Oed.Kol.1595. Kolonos means ‘summit’ and the significance of mountain peaks in the myth
of Atalanta has been already discussed in connection with both erotic imagery (Phaedra) and cultic
practice (fertility deities). It is worth noticing that the suitors of another reluctant bride, Penelope,
were described as led past the White Rock to the District of Dreams beyond which was the realm of
the dead (Od.24.11-4).

%Y Notice that the entire myth of Theseus was replete with themes involving names derived from
skdros| skiros which means white rock. The initiatory character of the myth of Theseus has been
long ago accepted and hence, the association of leaping with the myth of Atalanta makes more
sense. The undoubted erotic character of leaping from a Rock was also testified by Anacreon PMG
376: “apbeic SnoT’ amd AEVKASOC /TETPNG £C MOALOV KDL KOAVUP® BTV EpoT”.

»*1 Theocritus actually used the imagery of leaping in lines 25-6, where he in fact mentioned
jumping off a Rock: “tav Baitav amoddg é¢ kUpoto v dhedpon,/ Grep Thg Ovvvag oxomdaleton " OAmG 6 ypiresc’.

62




(44-6)**. However, Melampous is also well known for curing the daughters of
Proitos who, maddened as punishment for refusing marriage, were roaming the
mountains for thirteen months. The tale combines the motifs of wandering in the
wild and of erotic insanity, which Theocritus was possibly aware of. Theocritus also
employed the myth of Adonis (47-8), the annual ritual searching for whom he
described in detail in Idyll 15%*. The story of Endymion and the Moon (49-50),
which was often associated with Artemis®**, has been proved to belong to the
goddess and consort strand in the fashion of Adonis and Aphrodite?*®>. The same
could be argued for the story of Demeter and lasion®*®; the goddess is known for
roaming the earth in search of her daughter, Persephone.

Based on the tradition of Atalanta that associates her with hunting on the
mountaintops, it would be more plausible to accept that Theocritus might have
used the verb “argonon”, which literally means to ‘wander over the land’ or even ‘to
wander away from home’. Propertius and Ovid have definitely employed this motif
into their poetry, as argued. Theocritus gave a number of clues throughout this
serenade that affiliated his verses with the initiation tradition in which the myth of
Atalanta is also incorporated. Hence, Polyphemus referred to the cave of lovely
Amaryllis which recalls the antrum of Atalanta (3.6-7 and 12-4):

“@ xopless’ T ApopULALL, Tl p’ 00KETL T0DTO KT EVTpOV
TOPKUTTOLO0 KOAELS, TOV £pWTUAOV; 1) Pd LE HLGELC;
............................................................ aibe yevoiuoyv
& BouPevoo LEMOGO KO £C TEOV EVTPOV IKOTHOLY,
TOV KIGGOV SLodUG KoL TRV TTEPLY & TV TLKAGOEL”.
Theocritus employed lions that are normally mentioned in the story of Atalanta as
well as in the more general tradition of fertility deities, in a very powerful image of
Love being suckled by a lioness (15-7):

“Vov Eyvav 1ov " Epotor Bapie 0edc 1 po heaivog

%2 For a discussion of all three examples see S.F. Walker 1980: 45-6 and D.M. Halperin 1983: 223-

4 Also see ch2: passim discussing the pastoral colouring of Eros.

® The ritual was established as Ovid in the Metamorphoses explained by Aphrodite herself in
remembrance of her own distressed wandering in the mountains at the news of Adonis’ death. Her
mournmg was described in detail in the pastoral poetry of Bion and Moschus cf. ch2: pp. 109-111.

‘ Selene, the Moon, was identified with Artemis probably before the 5" ¢BC, perhaps because
both had been identified with Hecate; Aesh.fr.170; Soph.fr.535. According to the story Zeus cast
Endymlon into an eternal sleep in a cave on Mt Latmus, where Selene visited him.

> Hom.h.Ven.247-55. Hecate and the Moon in J.D. Rabinowitz 1997: 534-43. For the identification
of Isis with the moon see S.K. Heyob op.cit.n141:1.

63




nolov e0nrolev, Spuud € viv ETpode udtnp,
6C Ue KOTUOUUY WV KO £C 0GTIOV dypLg ianter®’.
Furthermore, Theocritus specifically referred to the apples that Polyphemus
offered to Amaryllis in order to stir her love towards him (10-13)%%%;
“Nvide Tot kol paio dEpw TNVOOE KaBEIAOV
O W' Exéren KoBeAETY TO KOl abplov GALC TOL 010G

As argued up to this point it seems that Amaryllis matches the description of
Atalanta as treated in Callimachus and later authors like Aelian and Apollodorus.
Theocritus included in his poem most of the motifs employed by his predecessors
and therefore, it would seem more rational to refer to the theme of running in the
wilderness as well. In addition, in Idyll 13.66 Theocritus employed the participle
“aréduevoc” for Heracles who is described as wandering in search for Hylas®*°, a clue
that confirms that both verbs were known and used by Theocritus. The confusion
of the editors and commentators since the ancient already times regarding the use
of this verb and the formation of its tenses is indicated by the critical apparatus of
Gow’s edition®’’. Since, Propertius has already been suspected of drawing on
Theocritus’ poetry, it could be suggested that the Propertian adaptation of
Theocritus’ version might cast some more light on this point. In addition, an
important link of introducing the irrational and radical -almost magic- effect of love
in Latin elegiac thought would have been revealed.

Propertius described Milanio wandering in the mountains in his

programmatic elegy:
“Milanion nullos fugiendo, Tulle, labores
saevitiam durae contudit lasidos.
nam modo Partheniis amens errabat in antris,

ibat et hirsutas ille videre feras;

% Jasion was stricken with a thunderbolt by Zeus when the latter found out about his erotic

adventure with the goddess Demeter. His fate was similar to the fate of Anchises, consort of
Aphrodite.

3’ The motif of kisses (see ch2: pp.122-3) was treated in v. 18-9; there Amaryllis was addressed as
an all-stone lady, which matched Atalanta’s widely treated cruelty: “& 1o xoiov mobopedoa, 1o mav AiBoc, &
KLavohpu viudo...”.

Cf. B.S. Thornton op.cit.n48: 93; Medea was also called rock and iron and compared to a lion and a
bull and a tiger.

% Notice that the Cyclops promised to make for Amaryllis a wreath of ivy (v. 21-3) that might
suggest an allusion to the version of Philetas about the ivy wreath of Dionysus. Generally, the
employment of ivy explains the mythical and ritual background on which Philetas plausibly drew.

9 The verb “érropon”, which means to leap, to spring or to bound, while the verb “«icopon” is written
with one ‘A" and a smooth breathing. The editors have been troubled a lot between the two verbs,
often favouring the first option. (cf.n228)

9 A.S.F. Gow op.cit.n228 ad 42: “srar” Hemsterhus.: “@nor” K Tzetz.Chil.12.948, “ai(uer cett.
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ille etiam Hylaei percussus vulnere rami
saucius Arcadiis rupibus ingemuit.

ergo velocem potuit domuisse puellam”.
One should not miss the adjective “amens” placed as predicative to the subject of
“errabat” who is of course, Milanio. Especially since in this particular poem
Propertius’ translating efforts have long ago been accepted by his students, it
could be assumed that at this point he obviously had in mind the metaphorical use
of the Greek verb “«rdopon”, ‘to wander in mind’ or ‘to be distraught’, which he tried
to render as clearly as possible into Latin. It is not clear, if Propertius borrowed this
image from Philetas or Theocritus, but it could be regarded as a strong indication
that Theocritus had composed a similar verse where the actual verb that he
employed should have been read as “ardgopon” and not “éiropcn”. In any event
Theocritus was, as explained above, familiar with both verbs and he had employed

both of them in his poetry®*’

. In addition, the expression ‘wander in mind’ seems to
have been quite widespread among Greek authors?*2.

More evidence comes from Callimachus who in his account of the myth of
Atalanta also used the word “aéopwv”, in order to characterise Roecus. The contrast
between the “céopwv’ Milanio®*® who tried to avoid women according to
Aristophanes and the “&opov’ Roecus who tried to rape Atalanta is striking®*.
Although Roecus’ passion cannot be in any case lawful, it should not be
disregarded that both Milanio and Roecus ended up wandering in the mountains
because of erotic passion. Mountain areas would be anyway the natural place for a
Centaur to wander and in addition, the Centaurs’ lustful character was well
documented in ancient literature by the incident with the Lapiths. Hence,
Callimachus must have also used “dopwv” with erotic connotations. In Propertius’
version, Milanio was depicted as facing the two Centaurs, which are traditionally
repulsed by Atalanta. In the same way Propertius reversed the legendary motif as

treated in Theocritus and he described Milanio instead of Atalanta as taken by

T One should not assume that Propertius possibly misread the Greek text or that he attempted an

innovation by combining two images already employed in Theocritus’ poem because the first

approach is rather oversimplified, while the second rather complicated. In addition, Propertius’

innovative tendency in translating Greek verses into Latin is a technique well attested in his poetry.
° For wander in mind See Hdt.6.37; Aesch.Prom.473; for “madvn opevov” see Eur.Hipp.283;

id.fr.1025; cf. “mdvov édwdqv” Th. 21.43 and A.P.7.702 and “rmiéva dapa, mhavoc éype’ Mosch.1.29 and

5.10.

%3 Of course Milanio not only is wise, but he is actually the pioneer of wise men according to

Aristophanes.

“* In Ovid Atalanta also characterises Hippomenes as mad.




love. In addition, the poet tried to keep both the literal and metaphorical meaning of
the verb “ardoucn” by pointing out not only Milanio’s amorous adventures but also
his heroic deeds while wandering in the mountains®*®. After all, Milanio was a hero
and not an ordinary weak lover like the poet himself. Thus, Milanio is said to have
succeeded in winning Atalanta, while the elegiac lover, an anti-heroic figure by
nature, was always depicted as failing to win his domina's affection.

Right after he had narrated Milanio’s labours for the sake of love,
Propertius addressed the witches to help him face the “malum”. He referred to the

value of “preces” in love, obviously both Milanio’s and his own (16-26):

“tantum in amore preces et bene facta valent.
in me tardus Amor non ullas cogitat artis,
nec meminit notas, ut prius, ire vias.
at vos, deductae quibus est fallacia lunae
et labor in magicis sacra piare focis,
en agendum dominae mentem convertitae nostrae,
et facite illa meo palleat ore magis!
tunc ego crediderim vobis et sidera et amnis
posse Cytinaeis ducere carminibus.
et vos, qui sero lapsum revocatis, amici,

quaerite non sani pectoris auxilia”.

Their prayers could be paralleled with Hippomenes’ prayers to Venus (Aphrodite)
to help him. Although in the remains of the Hesiodic text, Hippomenes was not
described as asking for the goddess’ help, it could be easily assumed and in
addition, later sources like Ovid gave to his prayers a long treatment. Hence,
Propertius addressed the witches in the same way Hippomenes addressed Venus.
The comparison of Venus (Aphrodite) to the witches is a difficult one because, as
seen in Ovid, Venus was often represented as the goddess of sweet love and soft
beauty. However, Propertius might have derived such a comparison from the
original character of Venus (Aphrodite) as a fertility goddess. Cybele, Astarte and

246

Inanna always posed as alluring and seductive figures of fatal enchantment<™.

Hecate, who has been acknowledged as a form of Artemis, was famous in

%5 Both Milanio and Atalanta were hunters and so, wandering away from home would be part of a

hunter’s life. For Atalanta as the hunter and the hunted see J.M. Barringer 1996: 48-76.

“° Both the Greek and the Latin name of the goddess are also mentioned here as this paragraph
refers to the comparison between Aphrodite and Artemis in pp.26-33; furthermore, goddess
Aphrodite had been charged with magic powers already in Homer (see p.48), and therefore the
identification of Aphrodite with Venus should be underlined. Notice that Astarte is also invoked as
the goddess of the sea. W. Beyerlin op.cit.n201: 207: “..they stated their case to Lady Ashirat of the
sea, made their plea to the creator of the gods. And Lady Ashirat of the sea replied”.
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antiquity for her abilities in witchcraft®*’

. Circe and Medea, famous witches in
antiquity, have been recognised as personalised forms of primordial goddesses**®
In addition, if Venus (Aphrodite) had magic powers, then the apples she offered to
Hippomenes must have been also magic an assumption which could explain better
why they were golden. Since the apples infused love to the heroine as we saw in

Theocritus, love should be also considered to have a magical character®*°.

The magical aspect of love

An encouraging factor for accepting the magic power of love in Roman elegy is

that both Propertius’ and Tibullus’ mistresses are depicted as worshipping

mysterious eastern deities, such as Isis®™®
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and Cybele, the Lydian goddess of
fertility. Cybele®’ was also the goddess of mountains, a mistress of wild nature,
and was usually attended by lions®*?>. She had many of the qualities attributed to
Artemis, of which Atalanta had often been regarded as a representation. So, the
elegiac lover was actually a personification of the magical influence of love over
people, depicted in Greek literature since Hesiod’'s age and originating in the

cultures of Near East®®3.

The magical conception of love seems to have been deeply rooted in
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Propertius’ poetry; and in his fifth elegy“”” the poet warned Gallus, a friend who

also nourished hopes of winning Cynthia’s affection, about the dark side of her
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Eur Med.394ff.; Theocr.2.12 and very often in magical papyri.

® E. Neumann op.cit.n55: 81; also for the history of Circe as an enchantress see J. Yarnall 1994
and A.S.F. Gow op.cit.n228: 39.

Y9 Circe 0d.12.40-46; 18.21 uses the word bewitch for sirens and for the erotic effect Penelope had
on her suitors; also cf. 0d.18.212-3: “tév &' avtod Ao yovvor', épot &' d&po Budv #0edyOev./ TvTeg 8 1p1icavTo
nopoi Aeyéecot kaOfvon”. The scene is similar to the description of Pandora’s sexual attractiveness in
Hesiod. Euripides also said that love is a sorcerer: e.g. Bacch.404; Tr.354-55; Hipp.1274. Also
Aesch Pr.865; Soph.Trach.: only Eros bewitched Hercules into his war.

% For Cynthia and Delia as devotees of Isis see S. K. Heyob op.cit.n141: 59-60, 116, 127; for
Corinna ibid. plus 71, 73. The special relation of Isis and of her mourning rituals with women -
parallel to the cults of Attis and Adonis- is confirmed by the Latin elegiac mistresses’ reverence
towards the goddess.

' References to Cybebe or Cybele: Cat.63.20, 35, 84, 91 and 12.68, 76. Prop.: 3.17.35, 22.3 and
4.7.61, 11.51. Ov.Ars.Am.1.507. Also they refer to the cult of Isis: Prop.4.5.34, Tib.: 1.3.23, 1.7
ggsiris), Ov.Am.1.8.74, 2.2.25, 3.9.34, Ars.Am.1.75.

According to the myth Atalanta and Hippomenes were transformed into lions either by Zeus or
bg/ Cybele for mating in her sanctuary.

Love as an excuse of fertility is represented by Cybele in Ovid’s Metamorphoses. Cybele rules
all human beings in love and one could assume that the elegiac lover is included among them. The
elegiac lover is conscious of being a victim of love and willing to undergo every step towards self-
destruc’uon Hence, the elegiac lover has understood love’s nature more than anyone else.

“ W.A. Camps 1961 ad 1.5.
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love. He even compared her love to the magic potion of the terribly skilful
Thessalian witches?>®

“Invide, tu tandem voces compesce molestas
et sine nos cursu, quo sumus, ire pares!

Quid tibi vis, insane? Meos sentire furores?
infelix, properas ultima nosse mala,

et miser ignotos vestigia ferre per ignis,

et bibere e tota toxica Thessalia”.

Cynthia was described as a dangerous mistress, who bewitched the poet and left
him helpless in the face of her demands. It should be noticed that Propertius used
once again (1.1.6) the word “furor” in order to describe his compelling passion®®

He then went on to explain once more the symptoms of his madness.
Propertius wrote (11-22):

“non tibi iam somnos, non illa relinquet ocellos:
illa feros animis alligat una viros.

a, mea contemptus quotiens ad limina curres,
cum tibi singultu fortia verba cadent,

et tremulus maestis orietur fletibus horror,
et timor informem ducet in ore notam,

et quaecumque voles fugient tibi verba quaerenti,
nec poteris, qui sis aut ubi, nosse miser!

tum grave servitium nostrae cogere puellae
discere et exclusum quid sit abire domum;

nec iam pallorem totiens mirabere nostrum,

aut cur sim toto corpore nullus ego”.

The poet described his love symptoms in extremely dramatic terms and Cynthia
was depicted as a dark figure that caused all this pain to anyone who would dare
to nurture hopes for her love; in fact, it was her love that caused fear and even
moved the poet to tears®®’. Propertius also complained about insomnia which he
had already mentioned as a characteristic of the unsuccessful lover in his first

elegy (v.33-4). There he had protested for his suffering in the following words:
“in me nostra Venus noctes exercet amaras,

et nullo vacuus tempore defit Amor”.

= Sosiphanes fr.1 (TGI’F. ed. Nauck): 819: “udyoic énwdoic taco OecGOAIC K6pN \Pevdilc CeEANVNC 0LOEPOC KO~

toanc’.
e The use of “furor” could be paralleled with mania as employed in Theocritus.

Properhus fear can be compared with that of Anchises after realising that he has slept with an
immortal goddess; C. Penglase op.cit.n55: 170.
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In both cases his description is far from the playful way in which Ovid treated his
insomnia in elegy 1.2 of the ‘Amores’ (v.1-6):

“Esse quid hoc dicam, quod tam mihi dura videntur
strata neque in lecto pallia nostra sedent,
et vacuus somno noctem, quam longa, peregi
lassaque versati corporis ossa dolent?
nam puto sentirem si quo temptarer amore-
an suit et tecte callidus arte nocet?” >°¢,
The motif of love which consumes the lover’'s body has been also treated
by Ovid, but in a much lighter style, when in ‘Amores’ 1.6 the lover begs the
doorkeeper to let him into his mistress’ house (v. 3-6)*°:

“quod precor exiguum est. aditu fac ianua parvo
obliquum capiat semiaperta latus.
longus amor tales corpus tenuavit in usus

aptaque subducto corpore membra dedit”.

Propertius in 1.5 continued to recount the frightening consequences of
Cynthia’s love so that to remind Gallus that to escape from this terrible, emotional
swirl into which this dangerous woman had thrown him would be simply impossible
(v.27-30):

“non ego tum potero solacia ferre roganti,
cum mihi nulla mei sit medicina mali;

sed pariter miseri socio cogemur amore

alter in alterius mutua flere sinu”.
As already argued this hopeless dealing with love should make one suspect that
the elegiac lover was considered to be bewitched.

As discussed, Ovid in his ‘Ars Amatoria’ (2.185-92) obviously commented
on Propertius’ image of the wandering Milanio. Moreover, he specifically referred
to the “fallacia retia” with which Milanio was trying to pass his time for as long as
Atalanta kept refusing his love. Of course, a reminiscence of the witches’ “fallacia”
employed by Propertius (1.19) in his first poem should be recognised behind this
use of the word.

o Ibycus fr.6D. lines 6-7: The motif is indeed very old, as Ibycus’ verses testify: “¢10i & épog /ovdepioy
katdaxortog wpov”. For a discussion on erotic insomnia in Ibycus see M.S. Cyrino op.cit.n10: 102-3.

%9 p_ Brandt 1911: 12 remarked of Ovid: “There is no motive of any importance in the ‘Amores’ to
which one cannot point out a literary predecessor’. Students of Latin literature have repeatedly
noticed the imitation of Propertius in the ‘Amores’; R.O.A.M Lyne op.cit.n13: 73ff. In fact it has been
argued that Ovid parodies Propertius’ verses, giving his own poetry a flavour of burlesque; Ovid’s
humorous style was not particularly appreciated by the critics; B. Otis op.cit.n1: 188-229.
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Tibullus also included in his poetry an account of dealings with a witch
(1.2.42-64) and he even attributed to her powers quite similar to those which
Propertius mentions to have heard about witches in his first elegy. A witch had
guaranteed to Tibullus that Delia’s “coniunx” would not discover the affair between
Delia and the poet. Tibullus boosted his belief to her by an impressive list of the
feats he had seen her perform (v.43-64):

“Hanc ego de caelo ducentem sidera vidi,
Fluminis haec rapidi carmine vertit iter....

Quid credam? Nempe haec eadem se dixit amores
Cantibus aut herbis solvere posse meos,

Et me lustravit taedis, et nocte serena
Concidit ad magicos hostia puella deos.

Non ego totus abesset amor, sed mutuus esset,

Orabam, nec te posse carere velim”.

Tibullus, like Propertius, was not inexperienced in the sufferings of love and

sleeplessness had already troubled his enslaved heart. He wrote (1.2.1-4):

“Adde merum vinoque novos compesce dolores,
occupet ut fessi lumina victa sopor:
neu quisquam multo percussum tempora baccho

excitet, infelix dum requiescit amor”.

Hence, Tibullus tried to get drunk in order to escape the persistent thought of his
mistress. Cynthia in Propertius 1.5 was attributed magical powers, and more
specifically she was claimed to bewitch men. In addition, it seems that the other
elegiac poets had also experienced the effects of this kind of erotic magic.

Celsus, a Latin medical writer and a near contemporary to Propertius,
offered testimony that some of the symptoms which Propertius described as
results of Cynthia’s magic over him, were also considered as symptoms of
madness. He wrote: “omnibus vero sic adfectis somnus et difficilis et praecipue
necessarius’?®’. In addition, at another point of his work he treated insomnia not as a
result of madness but as one of its initial manifestations: “vel nullo dolore substante
somnus ereptus continuataque nocte et die vigilia”. Propertius used more than once in his
poetry the word “furor’ in order to describe his erotic passion and although in
antiquity “furor” was sometimes distinguished from “insania”, the latter could include

“furor®®’. Hence, Propertius enlivened in his first elegy a metaphor equating his

?60 Cels.3.18.12; For insomnia as a symptom of madness see 2.7.25.

T TLL., s.vv. “uror’, “insania”. Notice that the word Theocritus employed for Atalanta’s reaction to
the view of Hippomenes was precisely “uaivopo”, the Greek equivalent of “furo”, “furere”.
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love with madness. This metaphor, which was commonly found in erotic poetry,
was reinforced in the Hellenistic period by philosophical definitions of any strong
emotion as disease®’. Cicero also provided us with a full analogy of love as well
as other strong emotions and illnesses®®®. This remark could explain better the
reasons that Propertius chose to describe enamoured Milanio as “amens’.
Furthermore, Theocritus commented on the erotic mania of Atalanta as well as
Callimachus’ reference to Roecus as “dopwv” could also be regarded as the result
of the idea according to which love was equated to madness. Nevertheless, the
relation of madness to magic needs still to be studied.

As mentioned above, in his first elegy Propertius after having sought
assistance for his “malum” from the witches, addressed his friends in order to
declare that it is too late now for him to be saved: “quaerite non sanis pectoris auxilia”®*.
Such a despairing outcry could be excused only if Propertius was in love with
Cynthia beyond any logic, if he was bewitched. Propertius was careful to exploit in
his poem every symptom which would equate his love to madness®®®. Thus, he
mentioned that he was “nullum contactum cupidinibus” in the light of the frequent use of
“contingere” in order to denote infection with disease®®. Aristophanes as well,
described Milanio (in the way Euripides depicted Meleager) as “nullum contactum
cupidinibus”, an element which reinforces the initial parallelism between the hero
and the poet. Although the lack of “consilium” was common for a lover, Celsus?®’
mentioned this as a symptom of some “furiosi’: ‘si vero consilium insanientem fallit,
tormentis quibusdam optime curatur’. In the same sense, Milanio both in comedy and in
Propertius’ elegy was described as hunting in the mountains without any real plan.
However, it should be noticed that Propertius clearly said that Milanio was “amens’,
while Aristophanes described him as “caopwv” for his determination to avoid
women. Hence, according to ancient belief, any person troubled by erotic desire
should be regarded as a madman. This was obvious in Milanio’s case in which his

situation changes dramatically. As long as he was free from love (in Aristophanes)

%2 Also A.W. Allen (et al.) op.cit.n158: 258-64. For love as disease in ancient Lyric poetry see M.S.
Cyrino op.cit.n10: passim. Also cf. the Stoic and Epicurean views on love: M.F. Williams 1996: 189-
96; for the passions in Roman thought and literature S.M. Braud and C. Gill (eds) 1997.

263 Cic.Tusc.Disp.4.68f. For love as madness in Latin poetry see M.L. West 1969: 40-5 and 1970:
262-267.

264 “Auxilia” iIs @ medical technical term for remedies, see T.L.L.s.v.ll 3a, b.

°% For a more detailed discussion see F. Cairns 1974: 102-107.

6T LsvIB 5;cf with Stoic thinking and Lucretius ideas on love; G.B. Conte 1994 and S.M.
Braund and C. Gill op.cit.n262.

?%7 Cels.De medic.3.18.21.
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he was thought to be wise, while as soon as he fell in love (in Propertius) he was
characterised as mad.

Propertius protested that “.mihi iam toto furor hic non deficit anno™2%¢. Celsus
distinguished three kinds of madness and of these only the most acute is of any
long duration. Hence, it could be argued that Propertius claimed to suffer from the
worst kind of madness and he employed the verb ‘deficit to declare that his “furor”
had not decreased, a verb exclusively denoting decrease in intensity of any
disease. The word was also used by Caelius Aurelianus®®®, another Latin medical
writer, in describing intermittent fevers as “defectivae”: “Diocles ait defectivas febres tutas
atque innoxias esse frequentius quam sunt continuae”. In his translating efforts Caelius
obviously tried to render in Latin the Greek medical term for intermittent fevers:
“Stodkeinovtec mupetoi”’C. However, as arguedm, the distinction between “furor’ and
“‘insania” was exactly that “furor’ was intermittent while “insania” was constant. Celsus
again testified that sometimes madness arose from fever or was combined with it.
Propertius did not quite render this meaning of the Greek verb “Sioreinw’ in his text,
although he clearly alluded to it by underlying that his disease had not decreased
for a whole year. The nature of love-madness could be further clarified if we
remember the case of Cydippe who fell mysteriously ill only when she was to
marry someone else than Acontius. In that story, however, Artemis was held
responsible for the disease®’?. In addition, Propertius, directly after commenting on
the duration of his passion, noticed how odd it was to be possessed by the
madness of love and not to be favoured by the gods of love. The notion of a lunatic

273

as a recipient of divine favour was very common in antiquity Plato in his

Phaedrus was the first to argue that love was a kind of madness sent by the
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gods“™. In Cydippe’s story it was Artemis specifically who demanded the oath by

her name to be fulfilled and thus, she sent the heroine an iliness, which possibly

%% The indebtedness of Propertius to Theocritus could be attested in this verse. The latter already

had included the image of love consuming continuously the lover in Idyll 30. 21-3:
LT 8 0 MO0 KOA TOV £60 HUEAOV £GOTEL /OUUIUVUCKOUEV®, TOAAM & Gpeit VUKTOG £VUTVLKL, TOUGsO0 8 eVinuTog Y oAE—
mog ovk {<kovog véow>". Notice that Ovid also later employed the same notion in his ‘Amores’ (1.3).
Also see E. Cavallini 1994: 353-55 who compared the image of all-consuming love in Theocritus
with Sapph.fr.96.

*%% Cael.Aurel. Acut.Pass.2.10.60.

*’% Arist.Pr.866A, 23; Hippocr.Aph.4.43.

*’TW.W. Buckland 1963: 169-171.

"2 Artemis was also accused of inflicting the Proitids with madness, which can be now understood
as an erotic/ pre-nuptial madness.

> ER. Dodds 1951: 64-67.

7" P1.Phaedr.215B; 249D.




denoted Cydippe’s love for Acontius. In Propertius’ elegy, Venus “exercet noctes
amaras” for the poet, a clear hint of the insomnia which would trouble both the
enamoured and the madmen.

At this point the appeal to the witches by the poet should be regarded in the
light of our new evidence. In the ‘Monobiblos’, although the poet expressed some
slight doubts for the witches’ power (v.23-4), he finally asked for their help. What
urged the poet to appeal to the witches was the common belief in antiquity that
madness and kindred disorders could find a resort to magic. After all, madness
was thought to be caused by gods or spirits inside or outside the madman®’®.
Propertius alluded to his appeal to the witches in his third also book (3.24) where it
becomes clear that in his first elegy the lover should be identified as a madman:
“quod mihi non patrii poterant avertere amici/ eluere aut vasto Thessala saga mari” (v.9-1 0)276. In
line 19 he declared himself free from love and dedicated himself to “Mens bona™’’.
Hence, his previous state in which a Thessalian saga was involved in order to save
him should be considered as mental disorder?’®.

One of the actions which the witches were described as carrying out is “in
magicis sacra piare focis”, which was mentioned both by Plautus and Horace as a
mode of treating madness®’®. Propertius asked the witches to make Cynthia go
paler at his face, which actually meant to become enamoured of him. In addition,

“pallor’” which has been used in ancient literature almost a synonym for love®®,
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F. Cairns 1974: 104; I. M. Lewis 1971: 88-92; In South ltaly spirit possession could mediate by
an event as amoral as the bite of a spider. Dionysus was a well-known foreign spirit who afflicted
women in this way. Also E.R. Dodds 1951: 77-8; however, by the 5" cBC spontaneous possession
was mostly attributed to the Corybantes. R. Parker 1983: 247; W. Burkert 1985: 277 and E.R.
Dodds 1940: 171-4; Pan and Dionysus could send madness and also cure it. Cf. at an initiatory
level, the madness sent by Artemis Triclaria and cured by Dionysus Aisymnetes.

*’® Notice the use of “eluere” and cf. the rites of Artemis at Lousoi where a ritual bathing would signify
the transition from puberty to adulthood. The purificatory power of water was widespread in
antiquity. See K. Dowden op.cit.n16: 102-5.

277 Cf to “‘soppocvvn” and Milanio (Melanion in Greek) as a rational, “caopwv” youth.

'8 R. Parker op.cit.n275: 221; in later antiquity, love was a condition that the unlucky suitor could
seek to get rid of by purification and this belief is probably derived from Classical Greece:
Tib.1.2.59; Nemes.Ecl.4.62-7; contra Ov.Rem.Am.260.

7 Plaut.Men.291, 571; Hor.Sat.2.3.164f. R. Parker ibid.: 222; Bewitchment was seen in antiquity
as a form of pollution that needed to be purified. This could explain the use of the verb “pio-are” in
Propertius, which means to avert, to atone. For purification from magic see
Hipp.Morb.Sacr.148.38J.; 1.40G; also Suda, Photius s.v. “repikadoipmv’: “vorimy Tov TedupoKeLIEVOV 1
yeyontevpévov”; for the use of “poppoxeso” as bewitch Pl.Leg.932e-933e; for pollution in magic
Theoc.5.121 with Gow’s notes; also Orph.Lith.591(585). Arist.Vesp.118-24 mentioned three
religious treatments for madness: purification, the Corybantic rites and incubation.

% Prop.1.9.17; Ov.Ars.Am.1.729-735, Amor.3.6.25. In Phaedra 141ff. the Chorus speculated on
the queen’s mysterious wasting disease which they see as a form of madness. Later in the passage
(316-9) the nurse considered whether Phaedra’s frenzy was due to the stain of blood or to
witchcraft.




seems to have also posed as a symptom of medical “furor. Aretaeus®®', for
instance, wrote that “item pallore quodam (nonnuli furiosi) suffunduntur*>2. As mentioned
above, Propertius followed his appeal to the witches with an appeal to his “amici’.
The presence of friends seems to be well documented in ancient literature in cases
of madness. Cicero®®® while discussing Piso’s “furor” wrote: “si familiam tuam dimisisses,
quod ad neminem nisi ad ipsum te pertineret, amici te constringendum putarent”. Ovid also in
his ‘Amores’, where he appeared to repent bitterly for being violent to his mistress,
addressed his friends: “adde manus in vincla meas (meruere catenas), / dum furor omnis abit,
si quis amicus ades”. Catullus as well advised the relatives of his girl: “propinqui quibus
est puella curae,/ amicos medicosque convocate:/ non est sana puella.”. Propertius in his
appeal employed the terms “revocare” and “lapsus” which were technical terms often
used of an illness®®*. Directly after Propertius (v.28) expressed his willingness to
suffer “ferrum et ignes”, although under the condition that “sit modo libertas quae velit ira
loqui”. Celsus again offered evidence according to which “ferrum_et ignes” were
mentioned along with starvation and flogging as remedies for madness: “ubi
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perperam aliquid dixit aut fecit, fame, vinculis, plagis coercendus est”"". In the case of Ovid

mentioned above, the iron could mean fetters. It should also be noticed that “furor’

% are almost synonyms®®’

and ‘ira” and that despite Propertius’ insistence on
expressing his madness, madmen were usually deprived of speech. Tibullus in 1.5
(v.5-6) writes: “ure ferum et torque, libeat ne dicere quicquam/ magnificum post haec: horrida
verba doma”. Hence, harsh treatment and silence is a combination often found in
elegiac poetry. Sappho’s description of love (poem 31), which was imitated by
Catullus (poem 51), specifically illustrates the connection between love and silence
casting more light on the equation of love with madness. In addition, Sappho
composes about the pale colour of the enamoured and she is admittedly very

physical in her description of love symptoms (Campbell 31, v.9-16):
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” Aret.De causis et signis morborum: 1.6.

%2 For the erotic use of “pallor” see Sappho 31(cited below) and Catullus 51. Also see O. Thomsen
218%92 about the wedding imagery in Catullus.

Cic.In Pisonem 48.46ff.; also see Ov.Am.1.7.1-2 and Cat.41.5-7.
o Cicero, Epistulae ad familiares 7.26.2: “nam et viris et corpus amisi; sed, si morbum depulero, facile, ut spero,
illa revocabo”. Also Petronius Satyr.111: “et cetera, quibus exulceratae mentes ad sanitatem revocantur’. For “labor”
see Celsus 5.26.13: “quaedam mentem labuntur’ as well as Val.Flaccus 5.2-3: “Argolicus morbis fatisque
Eggacibus Idmon/ labitur...”.

Cels.3.18.21; the idea of purifying love in similar ways, as madness is very old; Pind.Pyth.4.213-
9. See C. Faraone 1993: 1-19, about torture implements -including the whip- in erotic magic.
%% In this light, Medea who in Euripides is depicted as “irata” at her husband’s unfaithfulness and is
gagl7so said to slaughter her children should be regarded as the case of a mad witch.
" T.L.L., s.v. “furor” 2b.
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“LLGAN dxoy pEv YAdooo K Eaye K, Aémtov
& abTIKOL Y p® TOP VIOGESPOUNKEY,
OTNATTECTL O’ 00O €V OpMUI’, ETPPOU—

Belot & dxovou,

Kd OF 1 18p e Wiy pog €xet, TpOHOG 68

TOAoOV GYPEL, YAWPOTEPXL OF TOTOG

£uu, tebvaxny &’ oAlym 'mdeing

doivol’ €u avtla”.
Hence, the idea that love is a kind of illness is actually very old in literature and
indeed there is not much distance from considering love as an illness to specifying
it as madness®®®. The parallelism between “ayper” in Sappho’s poem and “cepit’ in
Propertius poem should also be noticed. After all in antiquity the tendency existed
of calling any kind of inexplicable or non-pathological situation as ‘madness’?®.
Catullus in his faithful adaptation of Sappho’s poem mentioned that his tongue is
simply paralysed when he is in front of Lesbia: “nam simul te,/ Lesbia, aspexi, nihil est
super mi/ vocis in ore,/ lingua sed torpet..”. These remarks are a certain indication that the
erotic ideas represented in elegiac poetry could have been influenced by ancient
literary genres such as Lyric poetry. Our evidence shows that Catullus at least had

definitely read Sappho in order to transmit her poetry into Latin®®°.

Erotic mania

Up to this point, the equation of love with madness in Propertius’ first elegy as well
as in the rest of the elegiac poets has been supported with plenty of technical
evidence. There is no doubt that Propertius intentionally exploited every medical
advice known in those years in order to convince his audience of the seriousness
of his situation and his impotence in fighting it. His heroic parallel, Milanio, should
be also considered as a lover maddened by his passion. However, the image of
Milanio wandering “amens” in the mountains is a poetic reversal employed by
Propertius, who has placed Milanio in a position traditionally mentioned about

Atalanta. Furthermore, the notion of love as madness is already obvious in

“%% J.J. O’ Hara 1993: 12-24, about Vergil's understanding of erotic relief in the cases of Dido and

Gallus.
289 Epilepsy was often thought to be a form of madness. Also see R. Parker op.cit.n275: 221-2.
% For Vergil and erotic frenzy see ch2: passim and Appendix |.




Theocritus and now the connection of the verb “«igoucn” with love can be totally
understood. Theocritus possibly employed the expression in the sense that the
enamoured heroine was obviously frenzied by love and so her wandering can be
interpreted either as a typical symptom of her madness or as a vain effort to refuse
her emotions®’. Callimachus also characterised the Centaur Roecus as irrational
and in fact the fierce appearance and the physical strength of a Centaur could
more easily resemble that of a madman than that of a lover. The confirmation that
Callimachus was familiar with the love/ madness metaphor comes from his

treatment of the story of Acontius and Cydippe®®

. It should be noticed that all the
legendary figures cited above share another feature apart from their madness. All
of them have been described as wandering in the wilderness. Milanio was already
said in Aristophanes to be a lover of deserted places (“¢c ¢pnuiag’) and Propertius
also mentioned that he was wandering in the mountains where he faced the
Centaur Hylaeus. Of course, traditionally the mountains would be the natural
environments of a Centaur as well as of a hunter. Thus, Atalanta as a famous
huntress is frequently mentioned by our sources as wandering in the wilderness.
As far as Acontius is concerned, Callimachus depicted him as lamenting his
unfortunate love at an isolated place. Moreover, it has been argued®® that elegy
1.18 of Propertius drew heavily on the Callimachean hero. Propertius combined
solitude with love in several of his elegies, such as poems 1.17 and 1.18. Elegy

1.17 was a fantastic®®

composition, in which the poet, in an attempt to escape
from Cynthia’s painful love, was shipwrecked on a deserted island. He was
mourning for his situation and wished he had not left Rome. Poem 1.18 seems to
have been composed on a more realistic or at least plausible occasion. There was

obviously a misunderstanding between him and Cynthia. She was again angry

11t could be also understood as bewitchment. Atalanta’s association to magic is also confirmed by

her association with female groups such as the Danaids and the Proitids which were often
attributed magical powers in antiquity. See N. Robertson 1995: 193-202.

- Propertius’ poem 18 and Theocritus 1d.9 have been compared on the ground that they both
employ pathetic fallacy in an erotic-elegiac context. Both poems suggest a variation on the typical
motif of kormos. In Idyll 9 Theocritus developed the thoughts of Polyphemus, the ugly Cyclops who
tried to understand his rejection as a lover. See A.S.F. Gow op.cit.n226: 86-91. In its “mood from
despondency to despair to final consolation” (Gow ibid.: 11), the poem agrees absolutely with
Propertius’ last lines in elegy 18: “sed qualiscumque es, resonent mihi Cynthia silvae /nec deserta tuo
nomine saxa vacent’. Both poems show the “enfeebling effect of Eros on body and mind”. See A.
Rist 1978: 19ff. Notice that F. Cairns 1969: 131-4 suggested Callimachus’ Acontius and Cydippe as
a more possible model for Propertius. This view becomes more possible if we consider that
Theocritus himself owes a great deal to Callimachus.

*® F_Cairns ibid.: 131-4.
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with him and he was isolated in a “vacuum nemus” in order to think of the possible
reasons of his mistreatment. Finally, the poet despite Cynthia’s difficult character
gave way to his overwhelming feelings for her, while the trees re-echo Cynthia’s
name, as a proof of his love. It is not accidental that both poems have been
suggested to be inverted “epibateria”. In poem 1.17 the poet actually admitted that
his intention was to escape Cynthia’s love, while in poem 1.18 he ‘departed’ to an
isolated place in order to think over the situation. It should also be noticed that
Propertius claimed to be furious at Cynthia’s behaviour by using the word “ira”
(v.14), which is a synonym of “furor’. Actually the poet’s “furor’ is mentioned just a
line below (v.15). In his distress about Cynthia’s caprices the poet also refers to
her frequent tears (v.16). However, the poet had already employed “ira et lacrimae” in
elegy 1.5. Here the situation was reversed because it is the poet who claimed to be
“iratus”, while in 1.5 it was Cynthia who was described as “irata”. In addition, Cynthia
was clearly mentioned in 1.18 to have had swollen eyes from crying while in 1.5 it
was the poet who could not help crying. In 1.5 the poet imagined Cynthia as a
witch who drives her victims crazy. However, in 1.18 Propertius’ pretended to be
furious at Cynthia while his belief that nature actually participated in his suffering
suggests irrational attitude.

In these poems Propertius admittedly tried to escape his erotic torment by
isolating himself or by ‘daydreaming’, since 1.17 is in fact a fantasy. In like manner
the rest of the mythical figures mentioned above were seeking for relief to their
love troubles by ‘travelling’ literally or metaphorically. However, among the other
remedies for madness, which Propertius included in his introductory poem, he also
mentions foreign travel, which was thought to be a remedy for madness®*® as well
as a remedy for love®®. Theocritus in Idyll 14 (v. 53-56) wrote:

YOTLTO GAPUOKOV EGTLV GUNYOVEOVTOC EPMTOC
0UK 0ld0r Ay TILOC, 6 TaC EMmydrkm épaobeic,
EKTAEUO UG DYING EMOVIVE’, ELLOC GALKLOTOC.
TAEVLGEDUOL KNY®V SLOmGVTOLS 0UTE KAKLGTOG
oUte Tpatog tome, OLOAOS O TIC O TTPUTLOTOCS .
However, Propertius in accepting foreign travel as a remedy for love, linked

it with a symptom of madness, when he expressed his wish to travel in order to

% This clue derives from our belief that the poem’s pattern was Tibullus’ 1.3, where he was

inspired by Odysseus. See Campbell 1973: 147-57 Of course, Odysseus is a mythological hero.
*® Celsus 3.18.23.
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escape from all women. Avoiding humans was regarded as a sign of madness in
antiquity. Aristophanes in ‘Plutus’ (v.903) writes®®”:

“Al. Tewpyog €1; TY. MeAaryxohav u’ obtox oiet;”

The scholia on this passage are very interesting:

“"Qomep ol LOVOUEVOL, TNV €V TO1C TANO0ECT SLOTPIPTV &y ovOUEVOL, &V

epnuionc o€povtor, Sid TOVTO KUl THY TOV YEmPYLV StorTplPnyV HeloryyOAlow

WVOLOGEV, WG £V AYPOLC YEVOUEVV.

So, wandering in the wilderness was thought in antiquity to be both a remedy for
love as well as a sign of madness. Propertius employed both of these meanings of
wandering and Theocritus had definitely in mind that travelling in foreign places is
a remedy for unaccomplished love. Through the testimony of Theocritus it was
possible for us to detect the role of the apples in the Hesiodic text as the magical
objects, which infused love to Atalanta. Hence, magic and love were already
combined in Hesiod. However, his affinity with the notion of love as madness
needs still to be argued. In addition, Aristophanes’ scholiast used the verb
“avaivouon” in order to refer to the madmen tendency to avoid humans, which is
exactly the same expression used in Hesiod in order to describe Atalanta’s
character:
“73 P. Lond. 486¢; P. Oxy. 2488B
Jttolo dvoktog
Jot modwkNe 61" T AtoAdv[m
Xopi]twv apopiypot €xolvoo
POC AVOPDOTOV & |ToVaiveTo GOAOV OLLA[ELY
AvOpOV EATTOUEVT) HEVYIELY YALOV GAONCTAWV].
JTovuodi]plov eivexo koU[png
J.ou] Jvov evve[
J.[.1pd[".

However, Atalanta in Hesiod rejected her fellow humans not because she
wanted to heal an erotic wound, but in case she falls in love with someone.
Nevertheless, her madness was implied in her persistent effort to avoid nature.

Theognis’ verses illustrate her behaviour and her vain effort to remain a
virgin even more (v.1287-94):

“TQmod, pf P &dikel —£11 6ol KorTa®uLog elvon

“% Enk on Propertius 1.1.29.

7 M. Golden and P. Toohey (eds.) 1997: 59-62 referred to melancholia as a form of madness akin
to lovesickness.
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Boviop’ - Emdpocivy TODTO GLVELS &yodT):

[00 yép Ol pe S6Aw] moparelioeot 0V GTOTHOEIC:
VIKNOOGC Yap €xelg 10 TAéov e€omicm,

GAAG G €YD TPOO® GEVYOVTA UE, (O TOTE HOLGLYV
"lactov Koupnyv 1i0eov " Inmougvny,

wpoNy meP £0VGOV, GVOLVOUEVNV YEALOV GVOPQLV
devyerv: Cooouévn 6 épy atéheoto TEAEL,

TUTPOC VOSHLOeloo oLy, EovOn " Atoidvn
WOYETO O” LYNALS £C KOPLOAS OpE WV,

deUYOLG” IHEPSEVTOL YALLOV XPLCTIG  AdPodITNg
Sdpor TEAOC & Eyvm Ko LA™ dvouvoudvn’”.

Theognis’ evidence is very important, since he wrote only a generation after
Hesiod. His text had a certain erotic character since he addressed these words to
a youth who obviously scorned the poet, and thus, it confirmed once more the
previous arguments in favour of the erotic symbolism of the myth. His version is
very close to the Hesiodic treatment of the myth and even the same vocabulary
reoccurs such as “avoavouévny yduov avdpdv”, which sounds very similar to
“pevyely yauov (érimotdmv) avépdv”. It is even more interesting to compare the Hesiodic
phrase “avoavouévn dopo xpuvonc " Adpodite” with Theognis’ lines
..... LHEPOEVTOL YAHOV XPLONS  APPOdTNG dDPAL ..... AVOLVOUEVT”,
which sounds as if Hesiod’s verses’ have been slightly changed. In both texts -the
Hesiodic and that of Theognis’- the poets commented on her strong rejection of the
‘presents of golden Aphrodite’. Although Theognis did not mention the apples at all
and he said that her father was lasus and not Schoeneus, he followed Hesiod as
regards the name of her successful suitor, Hippomenes. Attention should be drawn
to his remark that Atalanta kept avoiding marriage although she was at the right
age, which underlines the importance of marital settling down in archaic societies.
The unification of a man and a woman in the framework of a marriage would be
official, and it would offer the community legitimate successors who would be
safely brought up in the embrace of a family?®®. Moreover, Theognis clearly said
that Atalanta tried to attain the unattainable by avoiding getting married, which
indicates that indeed her attitude was considered as unnatural according to the

ancient standards about a man’s tasks in life. This observation is not confined to
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the role of a woman in the society, but includes both sexes; and this is proved by
the fact that Theognis addresses a young man -4 nai’- and that in later tragic plays
we mainly have examples of young boys like Hippolytus®® and Meleager to adopt
this negative attitude towards family life.

In this chapter we have examined the myth of Atalanta as displayed in three
major ancient poets who represent the literary mainstreams of their time. Hesiod,
although he writes after Homer, has admittedly established an epic tradition which
exercised much influence on his poetic successors. One of these was Callimachus
who during the Hellenistic period celebrated an important literary turn towards
small poetic forms. With the excuse of the specific myth it has been shown how
Callimachus channelled traditionally epic material into his short compositions. The
Hellenistic tendency towards erotic themes, which is obvious from the popularity
which the myth of Atalanta gained during those years, was further developed by
the Latin elegiac poets of the Augustan period. Among them Propertius has treated
the legend of Atalanta in the programmatic elegy of his first collection, which is just
another proof of the significance of the myth for erotic poetry. Moreover, Propertius
models the elegiac lover after Milanio, Atalanta’s successful suitor. In his poetry a
detailed comparison of love with madness confirms the ancient reception of love
as a disease, a theme already treated in Sappho. Propertius actually combines this
belief with the ancient superstition about the magic character of love, which is well
documented in our sources and seems to be originated in the cultures of the Near
East. Our evidence has been based on the magical power attributed to the apples
with which Hippomenes won Atalanta. Numerous spells and rituals testify to the
use of apples as aphrodisiacs and the idea was so deeply rooted in ancient
thought that Propertius does not need to refer to the apples specifically.

The myth in Hesiod seemed to have a certain symbolism connected with

the social rules which defined the individuals’ identity in the community. However,

% For the legal coverage of women at Athens see J. Roger 1989 and R. Sealey 1990. Plato’s

Republic and his suggestions about a society of better civilians in the 4" cBC is a crystallisation of
the philosophical disposition of the ancient world on the theme.

2 The parallelism between Atalanta and Hippolytus is quite obvious. The hero is young and
beautiful, he likes hunting alone in the wilderness exactly as Atalanta does, and they both have a
tragic end. Of course, in Euripides’ Phaedra, Hippolytus dies in a horrible way, although he is
innocent. Atalanta as well is punished, although it was Hippomenes who neglected to thank Venus
and not she. In both cases, | think, the heroes are punished for being unsociable -Hippolytus until
his tragic death, Atalanta until Hippomenes beats her. However, in both myths what forbids the
heroes of participating from the normal social activities are their special and extra-ordinary
qualities. Hence, they are actually punished for being so good. Also notice that Hippolytus dies by a
curse of his father which Poseidon fulfils, as Meleager dies by the brand his mother had kept.
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this motif is gradually reversed since in Propertius love differentiates the poet from
the rest of people who are still “sani”. Hence, in elegy love (or the madness caused
by it) isolates the bewitched lover even from his friends. However, loneliness
troubled also Atalanta who in Hesiod is depicted as avoiding people by the fear of
falling in love. It seems that both Atalanta and the elegiac lover have a tendency to
exaggerate their principles and they both end up in going from one extreme to the
other. Atalanta did not avoid falling in love and according to Theocritus her feelings
were very intense. Also the elegiac lover is so much in love that he is lonelier than
ever before (Prop.1.18). Hence, throughout antiquity the myth of Atalanta has it all:
it includes love, adventure and witchcraft. In addition, it seems to be didactic, in the

way so many fairy tales are.
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Chapter Two

Theocritus 1.1; the myth of Daphnis
The theoretical background

As argued, Greek Lyric poets included in their multifarious repertoire erotic myths,
which were later transmuted in Hellenistic literature (elegies and epigrams), before
they drew the attention of Latin elegiac poets’. In the previous chapter the antiquity
and generic flexibility of mythological material were examined in relation to the
myth of Atalanta. We have seen that this particular myth intrigued Theognis but
also Callimachus, both of whom followed Hesiodic tradition®. Hesiod elaborated on
the myth in his epic-style Catalogue of Women®. The poetic fortune of this
particular myth already confirms a taste for intertextuality in the canon of ancient
literature. The line of intellectual continuity in the Greek world throughout the
centuries comes dimly into sight, revealing the cultural and literary mechanisms of
creating well-established traditions. The borderlines between the various generic
traditions have raised long and often futile discussions among scholars who tried
to determine securely the conventions of each genre®. However, it seems that
ancient literature was far more complicated than this, and that skilled poets would
aim precisely at shifting the generic boundaries by recycling literary motifs®.

A popular poetic tradition whose influence can be traced even in Plato®

used to render erotic iconography in bucolic terms. Pastoral elements have been

' See Introduction: pp.2.

? For the relation between Hesiod and Theognis see G. Nagy 1990: 36-81, esp. 52 and 68-73; For
the affinity of Callimachus and Hesiod see A.S. Hollis 1990: 9; also cf. H. Reinsch-Werner 1976.
For the treatment of the myth in Latin poets see ch2.

° See ch1; cf. J.J. Clauss 1990: 129-40.

* Some general works are cited here: C. Galavotti 1928: 356-66; R. Pfeiffer 1968: 128, 183-4, 204-
7; F. Cairns 1972; P. Hernadi 1972; C. Calame 1974: 113-28; T. Todorov 1976-7: 159-70; ibid.
1977: 53-66;

G. Nagy 1994-5: 11-25; F. Hermann 1997. These scholars continued a tradition in literary criticism
already established in antiquity. For the ancient views on genres see: J.F. D’Alton 1931; J.W.H.
Atkins 1934; D.A. Russell and M. Winterbottom 1972.

°D.M. Hooley 1990-1: 77-92; cf. C.M. Dawson 1950: 130.

o Pl.Phaedr.241 DI: “6¢Avkot épv’ ayomds’, dg neide gthovowy épaotai”. See C. Murley 1940: 281-95. For
Plato’s fascination with herdsmen as the perpetuators of civilisation in times of stress see T.G.
Rosenmeyer 1969: 42. Aristotle was believed to regard the pastoral as a subspecies of epic,
although the genre did not exist until two generations after his death; D.M. Halperin 1983: 201-2;
208-9.
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detected in archaic lyric’, in tragedy®, comedy® and mime'®. However, the first
Greek poet who systematically depicted love in pastoral terms throughout his work
seems to have been Theocritus''. He has often been considered as the inventor of
bucolic poetry'?, although ancient authorities'® expressly distinguished him not as
the founder of the genre but as the first in a class'*. The same sources derived the
Bucolic from religious rites in honour of Artemis Caryatis or Artemis Phacelitis',

although the goddess plays no significant role in the surviving bucolic poems.

"T.G. Rosenmeyer ibid.: 38: “Some of the earliest choral poets including Alcman, Stesichorus and
Pindar evidence similar formal and thematic antecedents”; ibid.: 63: “Unlike the subjective,
confessional lyricism of the archaic poets, the mood of the Theocritean pastoral is public; the
authorial reticence is comparable to what we find in drama and epic and more appropriately
perhaps in philosophy. In Theocritus the source of pleasure is not within the man, as the archaic
lyric had done, but in external stimuli and in the relations between men and all animate creatures”;
cf. G. Lawall 1967: 82-3. Also D. Pinte 1966: 464-66 for pastoral elements in the poetry of
Bacchylides and C. Calame op.cit.n4: 124-5 for the opposite view.
. T1G. Rosenmeyer ibid.: 37 discussed the possibility that the figure of the idle shepherd had its
parallels in tragedy, especially in Euripides’ Antiope, although the author is rather sceptical. Ibid.:
38 for the relation of Theocritus’ Idylls with sko/ia. See T.C.W. Stinton 1965: ch1; B. Snell 1964: 73.
° U. Wilamowitz 1927: 190; A. Lesky 1966: 722. It has been argued that the fifth Idyll of Theocritus
as well as the fifth Eclogue of Vergil is utterly Aristophanic. T.G. Rosenmeyer ibid.: 36 mentioned
that Theon, the principal ancient editor of Theocritus was believed to have argued for a kinship
between pastoral and comedy. J. Lavinska 1963: 286-97 supported that both comedy and pastoral
originate at the end of the 6" cBC.

"% For the discussion about mime in Theocritus see G. Lawall op.cit.n7: 2, 16, 11, 42-53, 57, 66; F.
Griffiths 1979: 128; D.M. Halperin op.cit.n8: 206-9; on the mimes of Herondas see |. Cunningham
1971; G. Mastromarco 1984.

" Suda dates Theocritus at about 300-260 BC. Also G. Lawall ibid.; 120-3. The relative chronology
of Callimachus and Theocritus has been much discussed and the matter is further complicated by
the question of the dating of Callimachus Hymn 1: see G. Weber 1993: 213n2, M.P. Funaioli 1993:
206-15. G.O. Hutchinson 1988: 198 has put a literary argument for the priority of Callimachus.

" C. Murley op.cit.né: 283; R. Coleman 1969: 100 and 1977: 1; C. Segal 1963: 53n36 and 1975:
126-7; J. Barrell and J. Bull 1974: 4; R. Poggioli 1975: 3. D.M. Halperin op.cit.n6: 2 compared
Theocritus with Homer on the grounds that they were both regarded as the classic author of a
genre, pastoral and epic respectively.

” Critics such as Athenaeus (14.619a-d) and Hesychius could recognise certain features of bucolic
poetry as belonging to it; D.M. Halperin ibid.: 78n7&8 collected all ancient sources which discuss
the poetic supremacy of Theocritus in the Bucolic (but not his invention of it). See L.E. Rossi 1971a
on the ancient definition of “Bovkoraonsc: 82-3; cf. “Bovkoiidsdesdon” in Theocritus (I1ds.5&7); K.J.
Dover 1971: Iv (55), thought that the term was invented by Theocritus; T.G. Rosenmeyer op.cit.n8:
36 admitted the scholars’ ignorance on the invention of the term; R. Poggioli quoted in the previous
note and C. Segal ibid. (1975): 115-39 also discuss the development of the genre in connection
with Theocritus.

). Van Sickle 1975: 67-8 and 1976: 18; Schol.Prol.A: 11-14; Serv.2,14; cf. J.Tzetz.Anec.Est.3,6-
7, and K.J. Dover ibid: Ix-Ixi (60-1). Aelian (VH10.18) offered a unique testimony according to which
Stesichorus had inherited bucolic poetry from its first inventor, the mythical cowherd Daphnis. K.J.
Dover ibid.: Ixv (65) accepted Aelian’s testimony unlike A.S.F. Gow 1952: 2.1 and D.M. Halperin
oSp.Cit.n6: 80 (cf.ns45&48).

' Sholia in Theocritum vetera (Wendel 1914): 2-20. Three versions were mentioned: a) during the
Persian wars, countrymen sang in honour of Artemis Caryatis in Sparta since young women were
hidden away for fear of the enemy; b) In Sicilian Tyndaris the locals honoured Artemis with pastoral
songs. Orestes adopted the custom after visiting the place; c) In a Syracusan festival for Artemis,
who brought peace to the city, farmers came and sang. Modern scholars also argued for theories of
ritual origin: R. Reitzestein 1893: ch. 4.; R.Y. Hathorn 1961: 228-38; G. Wojaczek 1963: 135-150;
T.G. Rosenmeyer op.cit.n6: 34-5; R. Merkelbach 1988: 37-143.
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In employing the term ‘bucolic’, already the first difficulties are due to arise
because the term has never been quite explained and it seems to include so
much'®. The preoccupation of poets and scholars with the definition of the Bucolic
since later antiquity throughout the Middles Ages and the Renaissance focused

mainly on Vergil"’

rather than Theocritus. Vergil was praised as the poet who
understood in depth the limitations of the genre and thus, managed to give it unity
of form and thematic clarity without missing the idyllic freshness in style’. An
example of the confusion that prevails in the study of the Bucolic, remains
Halperin’s suggestion that Theocritus’ work should be distinguished from pastoral'®
-a term usually attributed to the Eclogues of Vergil®’. However, it might be argued
that the proposed distinction of pastoral from bucolic was actually deceptive?’,
since a clear definition of at least one of the terms has not yet been fully worked
out®. Halperin also argued that all the component parts of pastoral could be found

before Theocritus®> and so, he cannot be considered as the inventor of pastoral

°p.M. Halperin op.cit.n6: 7: “so long as the character of the pre-Vergilian tradition remains to be
identified, no intellectual advantage can be gained by applying to the poetry of Theocritus the
generic title or the concept of pastoral”. C.W. Hieatt 1972: 24: “neither the poems of Theocritus nor
of Vergil answer to the Orthodox notions of pastoral”. Also see T.G. Rosenmeyer op.cit.n6: 6 and
17 regarding the moral dimension of the bucolic.
7 TG Rosenmeyer ibid.: 4 and 30 mentioned Theocritus as a prominent pastoral poet. He did
superbly well certain things, which came to be generally accepted as pointing the orientation of the
pastoral lyric (yet not its final definition or ultimate excellence which was not achieved until the
Eclogues of Vergil).
' For long time the Idylls have been received as early specimens of pastoral poetry. T.G.
Rosenmeyer ibid.: 8-9; B. Effe 1978: 48; R. Stark 1963: 380-3; D.M. Halperin op.cit.n6: ch7.
" D.M. Halperin ibid.: 10-16, esp.15, thought that ancient literary critics insisted on purely formal
criteria (not thematic) in classifying a genre. Hence, pastoral qualities were not regarded as a
measure for distinguishing a poem from other works composed in a similar meter. Consequently,
“no body of pastoral literature was recognised as such in antiquity”. Halperin believed that the
bucolic was regarded in the Hellenistic era as a sub-genre of epos.
“% Halperin ibid.: 11-12, discussed the testimonies of Terentian.Maur.2123-6 (end of the 2" cAD)
and of Quintilian (10.1.55) in order to point out that they referred to the poetry of Theocritus in a
descriptive way simply because his work was not included in pastoral poetry. However, it might be
argued that the translation in both cases was rather pushed to suit the author's purposes. The
epigram of Artemidorus of Tarsus (A.P.9.205) in which the editor addressed the Bucolic Muses
which were scattered before could also indicate a belated intention for literary design; also J. Van
Sickle op.cit.n14 (1976): 25.
“T It is difficult to specify when was the term pastoral employed for the first time in order to describe
a literary genre; cf.n16 for the terminology confusion suspected in ancient scholars. Vergil
characterised his bucolic poetry as “carmina pastorum” at the end of the Georgics; also cf.n13 for the
term bucolic.
“2 In addition, it seems that ancient commentators did not limit the application of the term “bucolic”
to poems about herdsmen. See B.A. Van Groningen 1958: 293-317; also D.M. Halperin op.cit.n6:
21: “the silence of Proclus, Tzetzes and Hugh of St. Victor on the subject of classifying bucolic
poetry has been taken to signify their fidelity to the traditional inclusion of bucolic in the more
93eneral category of epos”; T.G. Rosenmeyer op.cit.n6: 5.

D.M. Halperin ibid., indicated the Odyssey as the obvious forerunner of bucolic poetry: 164-7;
171-6; 239-34. The author faithful to the distinction of bucolic from pastoral poetry referred to the
relation of the Odyssey to pastoral in 29, 32, 48 and 57. Bucolic is generally considered to be
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poetry**. Although this observation put unnecessary emphasis on the invention of
bucolic instead of its understanding®, it nevertheless stressed the inclination of
poets before Theocritus to include bucolic scenes in their work?®. Furthermore,
Hellenistic scholars had developed a genuine taste for mingling literary genres®’,
and they had put far more effort into studying the already established ones than
into trying to invent new kinds of literature®.

This last remark might raise the question about the Hellenistic background
of Theocritus, who in the canon of ancient poetry stood out as an obscure and
rather controversial poetic figure?®. His work was rather pushed to the fringe of
Hellenistic literary production, partly because of our scanty remains of Hellenistic
literature and partly because of the nature of his poetry®. In an anonymous Life he

was mentioned as a pupil of Philetas®', who according to our evidence played an

harsher and erotic in its images, while pastoral, normally situated in ideal Arcadia alludes to more
zgdentle and romantic forms of love. In this thesis the two terms are used indiscriminately.

T.G. Rosenmeyer op.cit.n6: 4-5 quoted E. Schwartz 1903-10: 154 and G. Rohde 1963 who
refused that pastoral was an independent genre. During the 70s the “primitivistic” theories argued
that pastoral was not invented at a particular time, but always existed in the peasants and
herdsmen of each generation. Theocritus was regarded as a collector and imitator of folk material;
see R. Mandra 1950: 5-28; F. Kermode (ed.) 1952: 18 and D. Petropoulos 1959: 5-93. T.G.
Rosenmeyer ibid.: 41-2 supported that Theocritus had probably his literary predecessors especially
of the 4" cBC, as he would find folk traditions less interesting.
> J. Van Sickle op.cit.n14 (1975): 49 and (1976): 18: “literary genres are human inventions, which
have concrete histories rather than an ideal absolute existence. They develop in practice and only
gradually are theorised; their definitions change and evolve according to the interests, tastes and
needs of the successive poets, audiences and critics”.

2 T.6 Rosenmeyer op.cit.n6: 32 cited J. Sannazaro’s view who in the 10" book of his Arcadia
traced the early history of pastoral as a series of personal achievements- from Pan to Theocritus to
Vergil. J.C. Scaliger traced the pastoral back via Isidore, Donatus, Suetonius and Varro to the
Epicureans, Dichaearchus and Thucidides. A similar account has survived in Lucretius (Bk5): early
man along with other basic parameters of culture invented music and pastoral song.

?’ R. Coleman 1975: 140, believed that the reference to the anonymous poet of the Lament for Bion
should be understood as a firm evidence for the acknowledgement of the genre during antiquity.
For the opposite view see E.R. Curtius *1965.

“® The Hellenistic Age did not produce new literary genres. It rather withessed the adaptation (or
distortion) of the archaic and classical forms. Thus, pastoral poetry could also be an earlier
creation; T.G. Rosenmeyer op.cit.n6: 31. However, see D.M. Halperin op.cit.n6: 200-1 quoting
Plato 700d, where the latter accused his contemporaries for mingling indiscriminately the poetic
genres; cf. Arist.Poet.1447b20-3, 1460a. Also see C. Segal 1981: 7 where he characterised
Hellenistic poets as “bold collagists of heterogeneous fragments”.

7 For the Hellenistic poetics of Theocritus see S. Goldhill 1991: 223-83; A.E.-A. Horstman 1976:
85-110; R. Barthes 1970: 183; C. Segal ibid.: 224-9 (see 135-48 for the pastoral conventions in
Theocritus’ poetry).

- Halperin op.cit.n6: 195: “The most productive period of Theocritus’ artistic career, then, appears
to have coincided with the first, and perhaps the greatest, burst of creative energy in Alexandrian
scholarship, and it would be astonishing if a poet who demonstrates in so many ways his vigorous
and self-conscious participation in the contemporary literary movement were unaffected by the
critical theories both directing and emerging from the work of his colleagues”.

*" See Th.7.39-41 where he speaks of Asclepiades as a master. For Philetas and Theocritus see
A.H. Couat 1931: 69; R. Pfeiffer op.cit.n4: 88-92; G. Lawall op.cit.n7: 74-5, also see ch1. However,
T.G. Rosenmeyer op.cit.n6: 40-41 believed that Philetas was not at least in Theocritus’ view a
bucolic poet.
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important role in the development of the Alexandrian poetic style®”. Philetas wrote
elegies on erotic mythology but it has always been a matter of dispute whether his
style bore any resemblance to Theocritus’ pastoral images®. Nevertheless, even if
our conclusions should be confined to the few remaining lines of Philetas® and to
the testimony of his pupil Hermesianax®®, we are likely to admit that Philetas did
not reject the pastoral setting®®. Hermesianax also wrote about the loves of
shepherds®’, and the main characters of bucolic poetry recur in it: Polyphemus,
Daphnis, and Menalcas®™. Moreover, Theocritus’ literary affinity with his
predecessors in Lyric and Epic poetry, discussed in several recent papers, has

been established beyond doubt. In more recent times it has been accepted that

*? Philetas enjoyed admiration by Latin elegiac poets who imitated him. Propertius (3.1) put him at
the same rank as Callimachus who employed the image of “pure water” as a symbol of poetic
inspiration. It has been assumed that Philetas had used similar expressive patterns. See G. Lawall
ibid.: 103-4 who argued about Theocritus’ familiarity with Philetas who also included in his works
pastoral motifs such as groves, springs sacred to Nymphs and caves.

* See T.G. Rosenmeyer op.cit.n6: 40-1 argued that in spite of a preoccupation with nature and an
expressed longing for release from suffering, there is nothing bucolic about the fragments we have.
The reason Philetas has been ranked with the pastoralists is because the teacher of Daphnis, in
Longus’ pastoral romance of much later date, bears the name Philetas. His argument that if Longus
wished to refer to this Philetas he would be singing about Bittis not Amaryllis sounds rather too
programmatic for Theocritus’ intentions.

** The claim that he was one of the forerunners of the bucolic is widely accepted. He is among the
rare company of writers named by name by Theocritus and his extant remains show some
interesting parallels with the Idylls: cf. The alder tree and the poet. Particularly a couplet about a
fawn and the prick of a thorn and a loss of heart may have influenced Theocritus’ 10.3-4; F. Cairns
1979: 25; E.L. Bowie 1985: 67-91 was rather sceptical on Philetas’ actual contribution to the
pastoral genre; the author disagreed with K.J. Dover op.cit.n13: 148-50 who argued that Theocritus
acknowledged his debt to Philetas in his seventh Idyll where Lycidas assumed the great scholar
ggsp.68 and 76).

*In a scholium of the Theriaca of Nicander, Hermesianax was mentioned as “oiioc xoi yveépuoc” of
Philetas. Hermesianax gave evidence about Philetas’ statue at Cos. The idea that Philetas wrote
pastoral poetry was also largely based on the later novel of Longus in which a character named
Philetas posed as the “erotodidaskalos” of Daphnis and Chloe; also see E.L. Bowie ibid.

** Philetas composed in hexameters [Herm.fr.5 (Powell); Parth.Er.Path.2] and in elegiacs
(Demeter), and he often treated erotic themes. It is not clear in which of his works he wrote love-
poetry for Bittis (Herm.7.77-8; Ov.Tr.1.6.2) or treated the subject of Bugonia (fr.22 (Powell);
Theoc.7.78-89; Verg.G.4.281ff.). Theocritus composed in dactylic hexameter and only once used
elegiacs (8.33-60).

%" Hermesianax wrote books of elegies about Leontium; Athen.13.70.597a: “ané yop toing épwuévng
o0TH YEvoudvng, Eypayey freyeioxa tpio A, T.G. Rosenmeyer op.cit.n6: 39-40: One fragment seems to
be about Polyphemus looking at Galatea from afar (n37). We also know from the scholiast on
Theocritus Idyll 9 that Hermesianax wrote about the love of Menalcas for Euippe. Menalcas
disappointed in love through himself headlong from a rock. Sositheus, a younger contemporary of
Theocritus and a member of the Alexandrian Pleiad, also wrote about Menalcas and Daphnis, see
A.S.F. Gow op.cit.n14: 1.

% TG. Rosenmeyer ibid.: 38; some poets and poetesses were regarded as instrumental in the
creation of the pastoral. According to Clearchus of Soloi, who was a contemporary of Theocritus,
the lyric poetess Eriphanis used to pursue Menalcas on the hillsides, with a desperate passion,
which made the beasts weep for her. The framework of this story was quite common: cf. Sappho
and Phaon. She finally composed a song, the so-called nomion, with the refrain: “Large are the
oaks, Menalcas”; cf. Athen.14.619c.
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Theocritus should no longer be thought as an exceptional case of a poet who
followed a solitary poetic course.

This view, which represents a long-standing attitude towards Theocritus’
work, rested mostly on the character of his unsophisticated heroes®: his poetry
mainly dealt with the amatory adventures of lusty and often coarse shepherds who
were least concerned with their pastoral duty*®. Most of Theocritus’ Idylls were
structured on a repeated formula which would usually include the meeting of two
shepherds in an invariable landscape regularly visited by the Nymphs and other
rustic deities such as Pan or Priapus®'. There, trees in blossom would pleasantly
offer their shade to the shepherds, who could not resist having a rest next to the
gurgling springs and taking up their favourite singing contests*’. These naive and
rustic figures*® were often thought of as inappropriate repertoire for a poet of any
ambition**. However, at the root of every argument about Theocritus’ sharing of

Alexandrian poetic concerns, which Callimachus embodied in his ‘Aetia’, lies

** The ancient critics do not often comment on Theocritus’ style, but where they do, they tend to
classify it as “humilis” or gpheles. Serv.Proem.in Verg.Bucolicon 3.1-2 (Thilo); Donatus, lun.Philarg.,
Isidor.of Sevil. in C. Wendel 17.26-8, 19.16-8 and 21.18; Demetrius, On Style and Longinus did not
consider Theocritus worthy of quotation. See D.M. Halperin op.cit.n6: 19; T.G. Rosenmeyer
op.cit.n6: 51, A.M. Patterson 1970: 59. For the identification of pastoral with rustic see D.J. Gillis
1967: 339-62. P.V. Marinelli 1971: 8 argued that even today the word “bucolic” “frequently takes on
a comic aspect as suggesting a rural lack of sophistication, a comic clumsiness”. However,
Marinelli felt that this nuance of bucolic damaged the idealistic qualities of both Greek and Latin
pastoral poetry. For the opposite view see C. Segal 1974a: 128-36.

Theocritus is usually praised, “for seasoning his idealisation of rustic life with humour and
realism, but such praise simply confirms the tendency to regard the pastoral as whimsical and
unreal” P. Alpers 1972: 356; cf. C. Segal op.cit.n12 (1975): 115.

"'D.M. Halperin op.cit.n6: 249 has outlined the recurring motifs of bucolic as themes taken from the
lives of ordinary people usually regarding erotic or other minor episodes from myth and epic poetry.
Most of the Idylls are short, sophisticated and playful or comic in tone. Also see P. Alpers 1990: 20.
S.F. Walker 1980: 34 has identified seven Idylls as pastoral (1, 3, 4, 5, 6, 7, 11) and excluded the
others because the figure of the herdsman does not appear in them (cf. C. Segal op.cit.n28: 176).

’'S. Hatzikosta 1982: 35-8: “localities with springs shaded by trees” constitute a fopos. T.G.
Rosenmeyer op.cit.n6: 22, referred to a common view regarding the pastoral vision as soundly non-
tragic. See A. Parry 1957: 11-12 for the opposite view. Paus.8.5.7 and Polybius 4.20 (dated a
hundred years after Theocritus) offered evidence for the association of pastoral with Arcadia and in
particular for the origination of singing contests from there. However, singing contests among
herdsmen were not attested in Greek scholarship before Diodorus.

il Segal op.cit.n39: 133, commenting on Her.2.17 in relation with the meaning of the term

bucolic wrote: “for us bucolic has the romantic associations conferred upon it by centuries of literary
tradition. Bucolic is itself a literary word in our vocabulary. But for Theocritus, who stands at the
beginning of that tradition, the word evokes still the toil of the countryman and the smell of his
beasts”.
'* D.M. Halperin op.cit.n6: 243: he acknowledged that Theocritus used the image of the herdsman
as a “vehicle of poetic self-expression” and a “figure, which could serve as the type of the
Alexandrian poet”. Also P. Alpers op.cit.n41: 22 and T.G. Rosenmeyer op.cit.n6: 63 mainly referring
to Idyll 7, but also to Idyll 1, discussed below.
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Hesiod’s evident influence on his work®. Hesiod, who claimed to have been
endowed with the gift of poetry while serving as a shepherd on the slopes of
Helicon, was regarded as the great master of the Alexandrian poets®®, and his
prestige over them has been well documented in their poetry. In addition,
Hellenistic poets would merely address their work to well-educated audiences,
which could appreciate the allusive use of epic language, and who were also
familiar with rare versions of myths. Hence, the obscure expressions and puzzling
hints, which Theocritus has often preferred in rendering his images, should be

rather understood as an affirmation of his reference to Hellenistic taste.

Daphnis and his tradition in Theocritus

Since the theoretical approaches of modern critics have tended to betray the
bucolic as one-dimensional, it seems that the key to the understanding of bucolic
poetry might be hidden in the adventures of certain legendary figures which claim
close affinity with bucolic life*’. Pastoral song accompanied by the pipe can be
traced in Greece from an early period*®, a clue that raised hopes among scholars

who were engaged in associating bucolic poetry with folklore tradition*. Especially

> As a Hellenistic poet Theocritus would follow Hesiod; J. Van Sickle op.cit.n14 (1976): 18-44; R.
Pfeiffer op.cit.n4: 117. However, see T.G. Rosenmeyer ibid.: 20 for the distinction between
Hesiodic and pastoral verse. Calpurnius Siculus, Vergil's successor in the days of Nero, wrote
(4.147-151): “rustica credebam nemorales carmina vobis/ concessisse deos et obesis auribus apta;/ verum, quae paribus
modo concinuistis avenis,/ tam liquidum, tam dulce cadunt, ut non ego malim, quod Paeligna solent examina lambere
nectar”.

] Rosenmeyer ibid.: 23-4 argued that the generally physical labour (ponos) was not
particularly mirrored in pastoral poems, unlike the Hesiodic corpus where it was pervasive; there
ponos would mark the very nature of man. In this sense, the Georgics should be regarded as
almost entirely Hesiodic, although Book Two contained large stretches of pastoral interest.

“"In the 17" and 18" centuries it was fashionable to ascribe the invention of pastoral to the earliest
known shepherds. A common argument of those days was that the Greeks took the pastoral from
the East and that Isaiah was a more significant pastoralist than Theocritus. See T.G. Rosenmeyer
ibid.: 31. See also Diomedes and a scholiast on Th.1.141 in Wendel 17.14-5 and 74.10 rendering
the invention of the bucolic to Daphnis. For Diomus, another Sicilian cowherd who devised bucolic
poetry, a version that proved to be the invention of the comic dramatist Epicharmus
SgAthen.14.619a-c) see K.J. Dover op.cit.n13: Ixv (55).

Examples of literary evidence recording pastoral activities prior to Theocritus are cited here:

11.118.525-6; Soph.Ph.213-4; Eur.lph.Aul.574-76 and Rhes.551-3; Mnasalces A.P.9.324. Also see J.
Duchehim 1960: 19-56, quoted by D.M. Halperin op.cit.n6: 80n17. Also see A.A. Day 1938: 19-20;
E.R. Curtius 1953: 185-90; H. Parry 1964: 280-82; R. Coleman op.cit.n12: 101-3; T.G. Rosenmeyer
ogp.cit.nB: 37-44; W. Berg 1974: 1-22, S.F. Walker op.cit.n41: 115-20.
** R. Merchelbach 1956: 97-133; D. Petropoulos op.cit.n24: ibid., B.A. Van Groningen op.cit.n22:
ibid.; R.Y. Hathorn op.cit.n15: ibid.; J. Horowski 1973: 187-212, A.D. Pagliaro 1975: 189-93; S.F.
Walker op.cit.n41: 55-7, 125-28 tried to associate folklore tradition with bucolic poetry. However,
K.J. Dover op.cit.n13: Ix (60), argued that the scholars were misguided by their tendency to define
the origins of the bucolic in the herdsmen and not in the poets who praised them; cf. D.M. Halperin
ibid.: 83 and E. Schmidt 1969: 183-200.
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in Sicily, which was regarded as the homeland of the bucolic, pastoral tradition was
focused on the tragic fate of the mythical shepherd Daphnis®. He was a son or
favourite of Hermes®' and was loved by the nymph Echenais, who required of him
to be faithful to her alone®. However, a (mortal) princess persuaded him to lie with

her after getting him drunk®?

. Hence, the nymph blinded Daphnis, and for some
time he would console himself by making pastoral music®*. He met his end when

he fell off a rock -some say that he fell into the sea®® and others add that his father,

%" Diod.Sic.4.84.2-4 possibly followed Timaeus, a Sicilian historian of Theocritus’ time;

cf.Parth.Narr.Am.29; Stesichorus ap. Aelian VH10.18. For Timaeus as the source of both Diodorus
and Parthenius see D.M. Halperin ibid.: 80. According to Diodorus, Daphnis used to hunt with
Artemis, rendering acceptable service to the goddess, and that he pleased her by playing on his
syrinx and singing bucolic songs. For Theocritus’ debt to Stesichorus see A. Rostagni 1957: 3-17.
However, see A.S.F. Gow op.cit.n14: 2n1 where he argued that if Artemis had any role in the poem,
she should have been present.

TG Rosenmeyer op.cit.n6: 33; G. Lawall op.cit.n7: 2; B. Snell 1953: 285; at the beginnings of
the 19" century it was widely assumed that the tale of Daphnis must have been, long before
Theocritus, the subject of the herdsmen’s songs. However, after Athenaeus’ revelation about the
share of the poets in the making of poetic tradition (cf.n13&45), scholars became increasingly more
suspected of the role that the lyric poet Stesichorus might have had in the creation or at least the
building up of the legend.

> For Echenais see Appendix Il; also PMG F 280 (Davies) and Timaeus FGrH 566 A 83;
Parth.x0’ Gasel.335. In Servius ad Ecl.8.68 the nymph is called Nomia (also see Ov.Met.4.277); cf.
Hermes Nomios (Hom.h.Merc.491-4) but also Apollo Nomios: Daphnis’ nhame points out to the
sacred plant of Apollo (daphine), the god who in later tradition at least presided over all herdsmen;
Serv.Proem.ad Bucolic.1.12-13 and his comments on Ec.5.35; Eur.Alc.568-85; also W. Berg
op.cit.n48: 12. In later versions of the myth she is also called Thaleia (Verg.Ec.6.1-2; cf.
Hes.Th.917; A. Lesky s.v. ‘Thaleia’ in Paully-Wissowa 5.1.1205; Paus.9.35.3; Plut.De mus.14) or
Pimplea (Sositheus, J.E. Zimmerman Lexicon 1964: 81). Finally, see Philarg.ad Ecl.5.20 who
mentioned the name Lyca and cf. Longus’ novel where the married woman who initiated Daphnis to
sex was named Lycaenion.

** The association of wine and love in literature is a very old one. The notion of being intoxicated
with lust is found in Anacreon PMG 376. See M.S. Cyrino 1995: 110-12; also 93-4 on Alcaeus:
“..Alcaeus’ circle of friends... where they not only drank wine, but also shared the verses of sympotic
song with its frequent focus on the capricious character of love”. The motif was also widely
employed in erotic Hellenistic epigrams (and is of course a typical feature of the elegiac komos);
see G.O. Hutchinson op.cit.n13; T.B.L. Webster 1964: 156-77; G. Giangrande 1967. For
drunkenness in Latin love elegy see G. Luck 1969, R.O.A.M. Lyne 1980, G. Giangrande 1974: 46-
98.

X Blinding was a common punishment for offending a goddess; thus Helen was said to have
blinded the poet Stesichorus for castigating her licentiousness (Her.2.112-20) and Athena blinded
Teiresias because he accidentally saw her bathing (Call.Hymn5). However, see M.S. Cyrino ibid.:
150, 162n60, for the use of similar vocabulary for death and erotic blindness in Homeric and Greek
Lyric poetry. It might be accepted that a general notion interpreted love as blindness, and therefore
Daphnis’ punishment would only be suitable.

- Daphnis was believed to have leapt from a rock into the sea like Sappho for Phaon, a mythical
ferryman (Menand.Leuk.1Arnott; Strabo 10.2.9 C452) like Anacreon op.cit.n53. Phot.Bibl.152-53
quoting Ptol.Chennos (1* cAD) recorded that the first to dive off the heights of Cape Leukas was
Aphrodite out of love for dead Adonis. Also see G. Nagy op.cit.n2: 223-62 identifying Phaon with
Phaethon, son of Helios, who fell into the river Eridanus. For a pastoral treatment of Phaethon’s
death see pseudo-Verg.Cul.140-55. For Polyphemus’ comical intention to jump into the sea
(1d.3.25), the marine residence of his beloved Galatea see ch2; cf. 1d.5.15-6: “Nay, by Pan of the
shore himself, Lacon, Calaethis’s son, never stripped you of your cloak; else, my good fellow, may |
lose my wits and jump from yonder cliff into the Crathis” (trans. A.S.F. Gow op.cit.n14).
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Hermes, took pity on him and transformed him into a stone®®. This stone, which
was still shown at the time of Theocritus at the city of Cephalenitanum, should be
probably associated with an early representation of Hermes®’ as a stone with
human head and a phallus®. It was also reported that Hermes caused a fountain
called Daphnis to gush up at Syracuse, where annual sacrifices were offered in
memory of his son. From the aforementioned clues it follows that the myth of
Daphnis was probably woven around a certain cult which lies at the background of
Theocritus’ poem®?

Daphnis as depicted in Theocritus’ first Idyll was often compared with the
character of Hippolytus in Euripidian drama®’. Hippolytus was the victim of his
stepmother’s ardour, which he, being respectful of his father and essentially anti-
sexual, repulsed. Yet he did not avoid the fierceness of her vengeance. The
Queen hanged herself, leaving a letter in which she accused Hippolytus of a rape
attempt. Theseus, furious with his son, whose bombastic protestations he would
not believe, cursed him with death®'. Nevertheless, Hippolytus was regarded as a
woman'’s victim in accordance with the tradition attested for Daphnis. Hippolytus
was revered as a wedding deity in Troezen, where ritual lament was established in

his honour® and Theocritus’ dying Daphnis was mourned by the whole pastoral

L According to the lexicon of J.E. Zimmermann op.cit.n52, Daphnis was the name of a shepherd on

Nlount Ida turned to stone by a jealous nymph (Ov.Met.4.277) or a son of Paris and Oenone.

’ On Hermes as a pile of stones see M.P. Nilsson 1950: 256-9; W. Burkert 1979: 39-40;
Paus.1.44.2, 2.31.4, 3.22.1, 7.22.4, 9.24.3, 27.1, 38.1. These “ Epuci” in honour of Hermes were
usual|y set up by the road5|de in reminiscence of the first bloodshed.

See Xanthos, FGrHist 765 F 29; Anticlides, FGrHist 140 F 19; Eust.1809.38-43. All authors
narrate how Hermes under the order of Zeus killed Argus, the dog that guided lo. Also see
Hom h.Merc.436, where the god is said to have invented sacrifice and is called “Bouvgévoc”.

TG Rosenmeyer op.cit.n6: 39 argued about the absence of cult and dedications from the
Theocritean pastoral poem. He held that Theocritus underlined cult only in the epigrams in which
the position of the gods was prominent. He also supported that unlike Theocritus Vergil was clearly
more pious; also W. Berg op.cit.n48: 12; cf. M.C.J. Putnam 1970: 166-94 (esp.179-84) describing
the apotheosis of Daphnis in Vergil’'s Eclogue 5 and P. Alpers op.cit.n41: 32-3.

° G. Lawall op.cit.n7: 3: “..Daphnis’ character and predicament are patterned after the Euripidian
Hippolytus, and the narratwe dramatic technique of Thyrsis’ song is adapted from Aeschylus’
Prometheus” and 20; also see W. Berg ibid.: 13: “Theocritus cast his Daphnis in the role of a
Pastoral Prometheus, a champion of a lofty ideal who is willing to die for his convictions..

Euripides presented Phaedra as a strongly modest woman who yet fell the victim of her own
excessive passion; see D.J. Schenker 1995: 1-10. On the contrary, later Seneca presented the
Queen as a lustful and totally unscrupulous stepmother.
 Eur. Hipp.1423-30; Paus.2.32.1-4: Hippolytus received hair-offerings from girls about to marry in
Troezen; R. Seaford 1994: 320; there was also evidence for lamentation ritual, see K. Philippides
1995: 277. At Athens Aphrodite had a shrine “¢¢’ 'InmnoAvtew” on the Acropolis (Eur.Hipp.31-3). For the
cult of Daphnis see Verg.Ecl.5.29-31 where Daphnis worshipped amid the Nymphs was presented
as the founder of Bacchic rites: “Daphnis et Armenias curru subiungere tigris/ instituit, Daphnis thiasos inducere
Bacchi/ et foliis lentas intextere mollibus hastas”. W. Berg op.cit.n48: 124.
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world including the cowherd’s animals®®. Moreover, Hippolytus was associated in
cult with Aphrodite and in a Euripidian light he was presented as the victim of the
goddess who punished him for spurning her power®. Daphnis’ stichomythia with
the goddess in Theocritus was subsequently interpreted in the same light®:
Daphnis was seen as an arrogant shepherd who refused to fall in love, and whom
Aphrodite punished by infusing into him a desperate passion. Daphnis, like a
Hellenistic version of Hippolytus, remained unrepentant to the very end, and he
finally died from unsatisfied longing.

Although this comparison -based on the aforementioned, rather superficial
correspondences between the tales- has been widely accepted by modern
commentators on Theocritus®®, it might be suggested that it relied by and large on
the assumption that Theocritus’ version of the myth was considerably different
from the traditional one®’. On the grounds of the Hellenistic literary setting with
which Theocritus wished to affiliate his work, it would not be illogical to presume
that the allusive way in which Theocritus composed this song implies that he
treated an already recognised variant of the myth quoted in detail elsewhere®®.
Therefore, he would not need to explain its components too much. It seems that

the understanding of the story of Daphnis lies in the mythical and literary

% The fact that Daphnis enjoyed a certain cult is more evident in the fifth Eclogue of Vergil. Mopsus,

the singer, conveys the rites that Daphnis ordered to the shepherds (5.40-44): “spargite humum foliis,
inducite fontibus umbras,/ pastores (mandat fieri sibi talia Daphnis),/ et tumultum facite, et tumulo superaddite carmen:/

‘Daphnis ego in silvis, hinc usque ad sidera notus,/ formosi pecoris custos, formosior ipse”.

o Eur.Hipp.1-65. Hippolytus was totally devoted to Artemis and the chastity that she imposed on
her devotees. See J. Gregory 1991: 78; T. Gould 1990: 179-80; D.B. Lombard 1988: 17-27; O.
Taplin 1978: 71-2, H. Herter 1940: 273-92 etc.

% For the dialogue of Aphrodite with Daphnis see below. Apollod.Naupactica 3.121 narrated how
Asclepius restored Hippolytus to life. This led to his identification with Virbius at Nemi, a deity
associated with Diana, the Latin equivalent of Artemis; Callim.fr.190 (Pfeiffer); Verg.Aen.7.765-82
and Servius’ comments on 84 and 761; Ov.Met.15.544.

% The conception of Daphnis as Hippolytus was based on G.A. Gebauer’s suggestion who had
published his dissertation on Bucolic poetry in 1856. Scholars like R. Reitzenstein, Ph.-E. Legrand
and R.J. Cholmeley have followed him. Also A.S.F. Gow op.cit.n14: 2, who wrote: ‘..this scene is
evidently no part of story..its obvious interpretation is that Daphnis is here playing a Hippolytus-like
part, has vowed himself to chastity, and rather than break his vow, prefers to die’; K.J. Dover
op.cit.n13 ad hoc; C. Segal op.cit.n28: 181 mentioned the denied sexuality of Daphnis in contrast
with the sexually active countryside where he lived. Of course, the more general fertility background
in which both stories belong is not to be denied; therefore, similarities between the two traditions
should be rather anticipated. See R.M. Ogilvie 1962: 106 ns2 and 8-12 for various reconstructions
of the myth of Daphnis by scholars of the 19" century (eg. Jacoby, F.G. Welcker and K.F.
Hermann).

il -1 Segal ibid.: 25-65; R.M. Ogilvie ibid.: 106-10. In Idyll 7.73 Theocritus described the fatal love
of Daphnis for the nymph Xenea; see G. Lawall op.cit.n7: 92-3 where he argued about the
correspondence between Idylls 1 and 7. However, he noticed that in Idyll 7 Theocritus does not
explain why Daphnis was wasting, unlike Idyll 1 for which Lawall accepted that Daphnis had vowed
not to submit to love.
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background that Theocritus shared with his audience, which the modern reader
can only vaguely assume®. A reconstruction of this poetic and cultural framework
as far as possible will be attempted in the rest of this chapter with the intention of
reading the myth of Daphnis from Theocritus’ standpoint rather than that of the
modern reader’’

In his first Idyll Theocritus recounted the death of Daphnis, which was
mourned by all living creatures and even by the gods. Hermes was the first of
Daphnis’ divine visitors to enter the scene. His address to the dying hero is cited
below (77-8):

“AvO’ ' Epuéc mpaTioTog &’ HPEOC, eine 88 ‘Addvi,

Tig TV KoToTpUYEL; Tivog, wyndE, téocov épacot;”
The presence of Hermes, a god always interested in fertility’', stressed Daphnis’
relation with the forces of nature’?; in addition, granted the god’s funeral
associations, his intervention might have underlined the inescapable nature of
Daphnis’ imminent death”®. Hermes seemed well informed about the nature of
Daphnis’ collapse, which he explained as overstated passion. Daphnis was dying
because he was too much -“téscov’- enamoured and such an avowal leaves no
doubt that the hero, unlike chaste Hippolytus, did experience amorous affection.
Inasmuch as Daphnis was dying of love, he could perhaps be compared with the
typical figure of the komastic lover often depicted as dying on the threshold of his

beloved”. In addition, there might be a hint that Daphnis either was unaware of his

% R.M. Ogilvie ibid.: 106: “Thyrsis’ song is, however, far from being a straightforward narrative. It is

throughout allusive, seeming to assume from the listener familiarity with the story”.

% In the tradition of modern criticism Theocritus and generally Hellenistic poets were often believed
to have addressed an audience especially educated and attuned to the various wordplays that they
attempted in their compositions. Their art was characterised as arte allusiva, an expression
invented by Pasquali in 1951; cf. G. Giangrande 1970: 46n3 who also adopted the term. G.
Hutchinson op.cit.n11: 6 was more sceptical pointing that it would be rather simplistic to explain the
lnner sophistication of Theocritus’ poetry based solely on the nature of the his audience.

% This approach promotes the idea that the poem “creates, shapes, disciplines, and trains its
gProper) reader”; see C. Segal 1984: 201-9, esp.207 and 209n20.

Hermes was often reputed to have fathered legendary figures by goddesses related to fecundity:
Hermaphroditus by Aphrodite (Ov.Met.4.288) or Priapus (Hyg.Fab.160). His relations with Hecate
or Brimo (Schol.Lycophr.1176; Prop.2.2.11-12) as well as with Herse, daughter of Cecrops,
gOv Met.2.708ff.) were also well known in antiquity.

Hom.h.Merc.19: tradition and cult facts combine to make him Arcadian. Hence, by inviting
Hermes into the scene Theocritus already introduces the idyllic Arcadia in the background. Cf. ch4:
196ff about the introduction of Arcadia in the poetry of Vergil.

* Hermes’ presence at the deathbed of Daphnis is explained both by his position as the hero’s
father as well as by his chthonic associations as psychopompos. Od.24.1ff; Verg.Aen.4.242ff. His
magic wand was the characteristic implement of a necromancer. Hermes was also regarded as the
mventor of the syrinx and the patron of herdsmen (Hom.h.Mer.491-4).

“ See ch1; the motif of Love causing the death of its victim has been widely employed in Hellenistic
epigrams and Roman elegies. For the similar infliction of love and death in Greek literature see
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situation like in the much later novel of Longus or could not handle his passion due
to its excessiveness or his own inexperience’®. From this point of view Daphnis
could be perhaps understood as a rather entertaining, farcical version of the
passionate lover image as depicted in several Hellenistic epigrams and later
Roman elegies’®. It has been accepted that pastoral poetry, from which a note of
irony and/or burlesque was never lacking, had featured several komastic scenes.
Daphnis seems to have been as inexperienced in love as Meleager and
Propertius’’ and therefore his comparison to some typical elegiac figures seems
possible. Every living creature mourned Daphnis’ death, and many of his fellow-
shepherds came to his aid in vain (80-1):

“NvOov tol Bodton, TO1 TOIUEVES, GTEAOL VOOV

TEVTEC EVNPWTELY TL TAOOL KOKGVY”.
If a komastic element was to be assumed in Theocritus’ first Idyll, it might be
argued that in the tradition of Daphnis the shepherds and cowherds that represent
the sympathy of the natural world towards the hero seem to have replaced the
friends of the lovesick elegiac “adulescens’’®. Their intervention, as seen in the case
of Propertius, was indeed vain and as ineffective as the presence of shepherds,

cowherds and goatherds on the side of Daphnis’®. Furthermore, Daphnis seems to

M.S. Cyrino op.cit.n53: 74: “certain elements of the Homeric and Hesiodic conceptions of Eros
resonate powerfully in the lyric phase of literary activity: the association of eros and pothos, in
actions and characteristics, with the semantic fields covered by limb-relaxing sleep and misty
death..”. For equating death with marriage see C. Sourvinou-Inwood 1995: 248-51, 265-7, 286-8.
A|SO cf. Mel A.P.12.74.5: . 8dpov "Epag "Aidy”.

° For an analysis of these possibilities see below; G. Giangrande 1971: 101-13 argued about the
use of irony in Theocritus, which seems to have been based on the manipulation of lexical
nuances. See below for the characterisation of Daphnis as “Svcepac kot awjyavoc’. Generally, the
author talks about the manipulation of Homeric vocabulary by later poets.

ot Segal op.cit.n28: 190 argued that “Idyll 1 raises bucolic love, pathetic, but light and humorous
in the other Idylls, to its highest seriousness and its closest approximation to tragic and heroic
models”. However, it might be argued that Theocritus ironic mood existed even implicitly in the first
IdyII as well; cf. G. Lawall op.cit.n7: 19-22 and C. Segal 1974b: 17-9.

’"See Mel.A.P.12.23, 101, and Prop.1.1 (ch1: p.67ff.). Notice that the notion of arrogance which
lies behind the poems of Meleager and Theocritus could imply an arrogant Daphnis, who would
then resemble Hippolytus (cf. Straton A.P.12.182); however, both Meleager and Propertius
described the fatal downfall in dramatic terms. For similarities between the poetry of Propertius and
Theocritus based mainly on Idylls 3 and 11 which have been accepted as komoi see F. Cairns
op.cit.n4: 145-152 and passim. See ch1: 55(esp.n292) where Propertius 1.18 was compared with
Theocritus 1d.9.
® For shepherds in the role of suitors see T.G. Rosenmeyer op.cit.n6: 84-5; D.M. Halperin
op.cit.n6: 130-1. It has been argued that the excuse of love as a source of inspiration could explain
better the notion of herdsmen composing poetry; cf. PL.Symp.212B3 in which Eros is regarded to
supply the outer force that infuse poetry to humans. Cf. R. Poggioli op.cit.n12: 16, 54.

See ch1: in Prop.1.1 the elegiac lover deplored the vain interference of his friends. Persistent
erotic passion had already condemned the lover to his destruction. Nature was also depicted to
sympathise with the elegiac lover cf.esp.Prop.1.17. Notice that pathetic fallacy was notoriously
associated with Orpheus. F.O. Copley 1937: 194-209 esp.202 argued that early Greek poetry had
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have shared with the elegiac lover the same divine animosity. As Propertius
declared in his programmatic elegy, the intensity of his undiminished passion had

provoked the adversity of the gods towards him (Prop.1.7-8):
“et mihi iam toto furor hic non deficit anno,
cum tamen adversos cogor habere deos”go.

Propertius’ Hellenistic background has already been accepted beyond doubt and
his familiarity with the work of Theocritus has also been maintained satisfactorily®'.
Hence, it would not be illogical to assume correspondences between the poetry of
Propertius and that of Theocritus. In addition, Theocritus has substantiated his
tendency of ridiculing his rustic heroes, and Polyphemus has already been
accepted as a mock-figure of the traditional elegiac lover®’. From this point of view,
Daphnis could fit to the image of the “adulescens delicatus” much more promptly®°.
This notion could possibly justify the anger of Daphnis towards Aphrodite who had
obviously been unkind to him, a scene discussed in more detail below. The idea of
divine wrath might also be reflected in the first lines of Thyrsis’ song commenting
on the hero’s death. Theocritus asserted that while Daphnis was wasting the
Nymphs were absent from his side (66-9)%:

“ne mox’ &p’ Nod’, dxo AdOVIg £TdKeTo, T ToKe, NUUbo;
7N kotd Nnveld xodd téumeo, i xord Mivew;

oV Y&p 0N TOTOHOTO HEYOLY pooV elyet’ " Avdnw,

developed the expressive motifs of pathetic fallacy, though in a limited scale; B.F. Dick 1968: 27-44
argued that the lament for Enkidu in ancient Mesopotamian literature represented a primitive
address to the nature to revive the dead; cf. J.L. Buller 1981: 35-52 and J. Van Sickle op.cit.n14
gg 976): 22-4.

This explanation seems also to comply with the idea of the Fates who, as Theocritus stated in his
poem, had stopped favouring the barge of Daphnis’ life (137-41) discussed analytically below. For
the idea of the annual endurance of love-sickness see the discussion on the first image on the Cup.
= Propertius employed pathetic fallacy in his elegies, especially in 1.18; it has been accepted that
in the first elegy of the ‘Monobiblos’ he used the word “fallacia” possibly in imitation of Vergil G.4.443;
the word suggests deceit or illusion, and love was traditionally conceived as deception; Cf. Alcaeus
fr.283 M.S. Cyrino op.cit.n53: 99-100. For the notion of love as deception in Theocritus see below.
2°s. Goldhill op.cit.n29: 247 on 1d.3: “the poem parodies the self-representations of a lover: it
parodies first by the general transposition of a city convention into a bucolic setting...; it further
parodies the lover by the deliberate trivialization and bathetic articulation of the conventions of
erotic self-expression in this goatherd’s performance”.
= Perhaps a rustic version of the urban elegiac lover, yet a lover; Daphnis was definitely depicted
as inexperienced in love as Propertius in his programmatic elegy, a clue sustained by the later
novel of Longus. This could also explain more satisfactorily his supposed hostility to Love. On
&arody and genre see F. Cairns op.cit.n4: 143-7, A.-E. Horstman op.cit.n29: 95-110.

Although the Nymphs were not present at Daphnis’ death, their primeval sister Aphrodite had a
dynamic presence throughout the poem. Her association with the Nymphs is recognised by
Anacreon who described their play in the mountains. Homer (l1.16.334) as well as Pausanias
(10.24.4) testified that at Athens Aphrodite Urania was called the eldest of the three Fates. Hence,
it seems that Aphrodite should be identified with Fate and her power (that is love) with the means of
imposing her power.
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008" Altvog oromidy, ovd” " Aktdog iepov Howp”.

This absence has been often explained as the reason why it was impossible for
Daphnis to be saved®. A common argument has been that the Nymphs could not
possibly favour an adulterer anymore®. However, as Greek Lyric poetry could
attest, the Nymphs were included among the deities that could help a lover win the
affection of his /her beloved®’. It could be argued that perhaps the absence of the
Nymphs was designed to emphasise the fatal intensity of Daphnis’ love in the way
Propertius complained about the adversity of the gods®. Furthermore, as argued
in the previous chapter, the elegiac lover should be understood as a madman and
the mediation of the Nymphs, in cases of erotic mania was a common motif in
Greek literature®®. The notion of erotic madness was not at all unfamiliar to
Theocritus’ rustic characters, as Polyphemus testified in Idyll 11.72%:

“@ Kikhoy Kikhoy, Ta 10.c dpévoc ékrendtacor;”

It has often been assumed that they could restore Daphnis back to life; A.S.F. Gow op.cit.n14:
18. However, this assumption cannot be correct; cf. T.G. Rosenmeyer op.cit.n6: 128. The Nymphs,
spirits of the nature, although endowed with extreme longevity, are themselves mortal;
Ov.Met.8.771. Therefore they could not secure immortality to the hero or even a temporary escape
from death.

1t seems that the aversion of the nymphs towards adulterers was mainly based on the version
that Daphnis was blinded by one of them; cf. the tale according to which the Nymphs took revenge
on Aristaeus for Eurydice’s death, an episode treated by Vergil in his fourth Georgic; see ch4.

" Anacreon 357 (Camp.), addressed his poem to Love, the Nymphs and Aphrodite: “&vag, & douding
"Epog /Kot NUpGo kuovdmdeg /mropdupn T " Adpoditn cuUTot{ovoty, Emotpedent /8" DYMAES OpEV KOPLHAES: /YOLVOU—
uot og, ob 8" eOUEVIIC/EAD" ULV, Kexoplopeévng /8" by wANG emokovely: /KieoBotiw &' ayaBog Yéveo /GUUBOVAOS, TOV EUOV
*8/’8 Epo—/ T',  Aeévuoe, dExecOon’.

The Nymphs were also benevolent towards the sick and they were associated with Asclepius;
Paus.6.22.7. However, the notion of love as a disease was widespread during antiquity: see ch1.
Also Longus 1.13 where Daphnis admitted that he was sick: “viv éyd voom pév, ti 8t 1 vécog ayvod”.
Although Longus was much later than Theocritus, he seemed to be well aware of the bucolic
tradition; M.C. Mittelstadt 1966: 162-177 and 1970: 211-227; B. Effe 1982: 65-84. Then the notion
of Daphnis been enamoured and as such, also sick would not be particularly novel.

% M.P. Nilsson 1998: 11-18 (esp.13). Hence, the possibility of erotic excess, perhaps to the point of
mania, in the case of Daphnis cannot be overruled. It will be argued that the reflection of such ideas
could be found on the Cup of Theocritus. In Longus’ novel the Nymphs teach Daphnis how to
become a husband; B.D. MacQueen 1990: 76. Also see 1d.5.15-6 (cf.n55) where Theocritus
specifically mentioned the idea of erotic madness in association with jumping into the sea, an
image that accords with the traditional death of Daphnis.

° Prodicus (5th cBC) DKB84Fr.7 wrote: “desire doubled is love, love doubled is madness”.
Philosophers of all stripes characterised sexual passion as madness; see Pl.Smp.213d;
Arist. EN1147a, 1152b, EE 1229a; Gorg.DK82 fr.11.19; Chrysipp.Stoic ap. D.L.7.113; Epic. ap.
D.L.10.118. Pindar (early 5" cBC) wrote that Ixion conceived in his maddened mind the idea of
sleeping with Hera (P. 2.26). In Aristotle (HA 572a, 577a) the despondent Thystelis will decry the
evil madness of ‘eros’ that turns the new bride into an adulteress and causes the virgin to lose her
virginity. Hence, when Anacreon described sex-madness he did not use simply a metaphor, he
made a diagnosis (An.fr.359.3: “tmpaivono”, 428: “paivoucn”, 398: “u(xvf(xl”). [Also Theoc.2.48-51 and
2.136, fr.446C. “Woman-crazy” Hom.I1.3.39; Arch.103.5; Sapph.1.18.3 (‘nocavére ésuar’): the poet
prays for relief for her maddened heart. Also see Aesch.Supp.109-11; Soph.Tr.988-99, 1142;
Hdt.1.57-60].
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Therefore, a similar desperate question to the Nymphs -this time addressed by the
singer- could dramatise Daphnis’ situation®'. In addition, Thyrsis’ address to the
Nymphs might be paralleled by Propertius’ call upon the witches®. The latter
asked the witches to relieve him from his erotic torment and the nymphs were
obviously expected to do the same had they come to Daphnis’ aid; they could have
“saved” him in the sense that they could have consoled him®. Theocritus’
treatments of Idylls 2 and 11 seem to promote the poet’s understanding of the
magical character of love™, a clue also underlined by the employment of apples
and roses, symbols of the magical effect of love®™. Nevertheless, it should be
noticed that, although, the Hellenistic and later Latin image of lover could elucidate
some of the aspects of Daphnis’ tradition®, the hero differed from the typical
elegiac lover in that the latter was often refused the favours of his beloved®’.
Priapus, who would arrive second in the scene, clearly stated that the maiden with
whom Daphnis was in love was looking for him everywhere (v.84-5). Therefore, the
fact that Daphnis did not apparently lack response in his love seems to confirm
that the reason of his death is probably to be found in the excessive nature of his

love.

'S, Goldhill op.cit.n29: 252: “there is no sign that ..that this question...is anything but a rhetorical
expression of misery”. A.S.F. Gow op.cit.n14 ad 13 argued that the song of Polyphemus was a sign
and symptom of desire. Similarly a song for Daphnis could indicate the hero’s desire. Perhaps then
the questions of his divine visitors could be understood in an ironic mood. Cf. 1d.2.19 where
Simaetha asked her maid: “seiiouc, na tou; q)psvag ¢xnendtacon’; and compare it with Thyrsis’ question to
Daphms ‘e oK' &p’ o0’, SxoL AddVIC £TdKeTO;

? The relation of pastoral with elegy has been argued several times; H.E. Toliver 1971: vii (7); D.M.
Halperin op.cit.n6: 17, 47 professed that Moschus attributed pastoral colour to the conventions of
funeral elegy. For the interrelation between pastoral, elegy and novel see ibid.: 57. Also see N.P.
Gross 1985: 124-78 regarding the amatory dilemmas throughout Greco-Roman literature. Notice
that Propertius addressed the Thessalian witches and Theocritus also implied that the Nymphs
were detained in Thessalian vales, Peneius or Pindus (Id.1.67-9).

" This clue agrees with the interpretation of the role of the Nymphs as ‘saviours’. The Nymphs were
not expected to save Daphnis’ life literally, but they could relieve his passion as the lyric fragments
indicated. In addition, it would be reasonable to assume that in the countryside natural spirits like
the Nymphs would replace the urban malevolent witches (depicted by Theocritus in Idyll 2).

" See ch1. Also Polyphemus referred to a pharmakon for love (Id.11.1&17) that in an erotic context
acquires the meaning of poison; cf. Eur.Hipp.516; Soph.Tr.685; Od.1.262. For the similarities
between Idylls 1 and 2 in theme and technique see G. Lawall op.cit.n7: 14-33, C. Segal op.cit.n12
$1975) 123, J. Van Sickle op.cit.n14 (1976): 24-5 and D.M. Halperin op.cit.n6: 126-7.

For a detailed discussion on the motif in Id.11 see ch1. Also cf. Pliny the Elder, NA 28.4.19 wrote
for the common fear in antiquity of being spell bound: “and so Theocritus among the Greeks,
Catullus and quite recently Vergil among ourselves, have represented love charms in their poetry”.

° Mel.A.P.5.140 (the Muses endowed Zenophila), ibid.: 5.195, 196 (the Graces gifted their charms
to Zenophila); notice that in 5.215 the poet addressed his Muse as “tuiv ixémv’; Mel.A.P.12.122
where the Graces have embraced Aristagoren with their favour; also ibid.: 12.128 where Daphnis
Eosed as the favourite of the Mountain Nymphs.

However, cf. Idyll 11 where Polyphemus was indeed refused the favours of Galatea. For a
discussion on Polyphemus’ profile as a lover see S. Goldhill op.cit.n29: 255-7 and F. Cairns
op.cit.n4.
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As mentioned, among the deities who visited the dying hero, the poet
presented Priapus, son of Dionysus by a local nymph or Aphrodite herself®®. The
cult of Priapus was very popular in Alexandria, and his statue used to decorate
gardens as a sort of divine protector as well as a scarecrow”. However, Priapus
had an important role later in the song of Thyrsis, and Theocritus seems to have
derived the god’s character from earlier in his mythical background, before he
became a grotesque and rather amusing old goblin'®. Priapus was regarded as
the embodiment of lust and his cult originated in the rude wooden phallic images,
which were often used in the Dionysian orgies'®'. Certain versions dated from the
Hellenistic period onwards testified that his father was Adonis, rather than
Dionysus'%?. The lustful presence of Priapus'® on the deathbed of Daphnis seems
to confirm the latter's association with fertility deities such as Adonis or

Dionysus'®

® Strabo13.1.12; Paus.9.31.2; Scholiast on Apoll.Rhod.1.932. Theocritus’ reference to Priapus
could very well indicate a kind of representation of the god such as a statuette. See A.S.F. Gow
op.cit.n14: 1l. 20-22: “Seip’ Hro Ty TrEAoy £68GUEO0 T Te TTptimm/ Ko Tav Kpowidmy KatevovTiov, &nep 6 00K0g
/TVOG O TowevikGe ko tod Spuec....”. This clue could testify against Rosenmeyer who decreed that
Theocritus does not relate his poetry with cult in his Idylls unlike Vergil. Cf. S. Goldhill ibid.: 245 for
the ritual interpretation of the final lines of Thyrsis’ song (143-5).

% Cf. Tib.1.3 poem to Priapus; he probably has a dialogue with the god’s statue. C. Campbell 1973:
147-157.
1% His original cult was important and his mythology associated him with great deities. Priapus, a
god of fertility, was originally worshipped at Lampsacus of the Hellespont and in that
neighbourhood. His cult spread in Greece after Alexander although M.P. Nilsson (GGR i.594 and
pl.33.1) tried to find evidence for him on a late 5" cBC Boeotian vase. See Strabo 13.1.12;
Paus.9.31.2.
T From this point of view he seems rather close to Daphnis who was also worshipped as a phallic
stone as mentioned above. W. Berg op.cit.n48: 11, 118 and 125. The poet praised for composing
the song of Daphnis was characteristically called Thyrsis, which might be a short form for
thyrsophoros. T.B.L. Webster 1964: 82-5. In the Hellenistic period Dionysus seems to have been
elevated to a god of poetry: Call.Epigr.8, iamb.1fr.191.7f. Latin poets of course continued this
notion: Lucr.1.922ff.; Prop.2.30b.38. Propertius especially imagines the “doctus poeta” as holding a
Dionysian wand instead of the Hesiodic sceptre (Th.22-35), a clue that enhances the possibility of
Daphnis as an elegiac lover. For Theocritus’ allusion to this scene in |d.7.43-4 see G. Serrao 1971:
44 5, C. Segal op.cit.n28: 112f.

Ap Rhod.4.914-19; Diod.Sic.4.83; Schol.Theoc.1d.25.100; Tzetzes on Lycophr.831. Priapus’
association with Adonis relied mainly on his tradition as a gardener, which alluded to the miniature
gardens normally thrown in water sources during the ritual mourning for Adonis’ death. See
Theoc Id.15. The relation of Adonis with Daphnis will be commented later on.

Prlapus and Daphnis had similar genealogies since both Hermes and Dionysus were vegetation
gods whose festivals focused on phallic themes. Hence, a possible satyric element in the first Idyll
might be suspected; W. Berg op.cit.n48: 10. All vegetation gods were also related to the
Underworld. Priapus was associated with human fertility, fishermen in Greek mainly texts and with
tombs in Roman texts (RE and Kl.Pauly).

* W. Burkert 1979: 111-22 compared Adonis with Hippolytus as hunters killed in their prime.
Panyasis ap. Apollod.Bibl.3.14.4: Aphrodite concealed the infant Adonis in a box that she entrusted
to Persephone. When the latter refused to restore him, Zeus intervened judging that Adonis should
spent part of the year on earth with Aphrodite and part of it in the Underworld with Persephone. For
the identification of Adonis and Daphnis see below. Notice that in Idyll 7.78-82 Comatas, possibly a
by-form of Daphnis (P. Alpers op.cit.n41: 25), had a similar experience: “he will sing how a wide
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Priapus addressed Daphnis but he did not exactly seek to know the reason

of the latter's torment. His speech expressed aporia about Daphnis deathly

distress, especially since, as noted, his love was responsive'®.

Priapus then in a
mood of admonition reviewed the unfortunate situation of Daphnis in terms which
would rather suit a komastic lover'®. The hero’s emotional state was rendered in

rather obscure terms, which still lack a sufficient explanation. Priapus’ words are
cited below (82-93):

...................................... nve’ o Mpinnog
Koo "Addvt TaéAoy, T TU TAKEO; ¢ O TV KOPOL

TEGOG AVE KPAVOC, TAVT GAGEN TOGOL GOPEITOU—

Ldters’ & SUoepde TIg dyoy Kol Guryovoc 60T,
Boutag pev eAéyen, vov 8’ oiméiw ¢vopl £otkoc.
GOTOROC, 6KK' £00pT TES UNKESOC ol BatedvTon,

TaKETOL OGOUAUDS GTL O TPEYOC 0LUTOG EYEVTO.

KO TV &' £mel K’ £00pTC TaC TOPOBEVOC OlaL YEARVTL,
TAKEOL OOOOAUDG 6TL OV HETE TOAGL yopeveLS.”
TG &' 0VOEV MOTEAEED” O BOLKOAOC, AAAL TOV QOTD
GVLE TLKPOV EPWTOL, KO £C TEAOS GVLE HOTPOC.
Priapus characterised Daphnis as “Stoepax” and “auriyavoc”, two adjectives which

could reveal a lot about the hero’s suffering and its possible reasons'®’. The

box received that goatherd/ alive- through the evil presumption of a king”. See S. Goldhill
op.cit.n29: 236. The story, a clear parallel of the adventure of Danae and Perseus, confirms the
association of fertility deities with the Underworld (Apollod.2.4.1-5; Hes.Sh.216-30) and places
Daphnis’ story among these.

19°Cf. the erotic aporia of Daphnis in Longus’ novel, B.D. MacQueen op.cit.n89: 31-51. Notice that
in Theocritus 1d.1.91 Priapus compared Daphnis with goatherd regretting that he was not born a
Billy goat. He also stated that Daphnis wept for not been able to dance with the girls. In Longus’
story 3.14.5 Daphnis bewails because he is “koixpiov dnodéotepogeic ta épotoc épyo’. Hence, the
comparison of Daphnis with the Propertian elegiac lover who was “contactus nullis ante cupidinis” seems
to be sustained.

e Although Daphnis’ divine visitors repeatedly asked him what was wrong with him, there should
be little doubt that the hero’s illness was well known not only to Priapus and Hermes, but also
possibly to Daphnis himself. See B.D. Macqueen ibid.: 40, commenting on Longus’ novel wrote:
“The lovesick poet, or the lovesick shepherd of the pastoral, usually knows well enough what is
wrong with him”; cf. Heliod.Theagen.and Charicl.3 where shame prevented the heroine from
admitting her passion.

"7 N. Loraux 1995: 33 in her discussion of the term ponos in Greek wrote: ‘in the feminine arena of
childbirth, ponos is eclipsed by nosos, “sickness”, anagké, “constraint”, and ameékhania, a term for
“helplessness”, not to mention the derangements of madness’. It seems that amékhania was a term
particularly associated with femininity (see ibid.: n92) and therefore Theocritus’ intention must have
been to present Daphnis as afflicted by a woman. See also below ns216-220. Also Pausanias
recorded a temple to Aphrodite Machanitis, the Deviser, because she would inspire such various
speeches and devices for gratifying sexual passion. See Eur.Andr.289; Paus.8.31.6;
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adjective “sicepwc” has been employed in ancient literature to describe any kind of
perverse love and the only way in which Daphnis’ passion could be characterised

as such is to be found in its excess'%®

. It has been suggested that the adjective
used to implicate

‘some suggestion that the love is pathological or unbalanced. That sense is developed in
the Hellenistic period so that ‘dvcepws’ is standard in the Anthology for someone who is
obsessed with sex, who is in a bad way'..It will be seen that throughout its history [of the
adjective] there is a consistent thread of meaning: the love is always in some way improper

or abnormar™®°.
The Greeks had always treated passion as a mysterious and frightening
experience''’. Indeed Priapus in his address of Daphnis asserted that the
unfortunate cowherd was wasting away because of love. Therefore, there should
be no doubt that Daphnis had not merely been an object of passion, but that he
had felt passion, and this seems to remain his fundamental difference from
Hippolytus. The latter underwent an unjust punishment and received an
undeserved death, but had never experienced erotic passion. Priapus also
asserted that Daphnis felt like a shepherd who wished to have been born a ram, an
animal that symbolises lust and sexual hyperactivity. Priapus continued with the
sad observation that Daphnis could no more dance with the young maidens who

were laughing at him'"". This motif, widely treated in Greek Lyric poetry, underlines

Sapph.fr.200C; Paus.1.22.3. Aphrodite and Peitho linked also at Aesch.Supp.1039-40;
Ib}}/c.fr4288.3, Pind.fr.122S.

"% AS.F. Gow op.cit.n14: 19. Also see 1d.6.7 where Galatea called Polyphemus as “Sioepocg’.
Daphnis sang: “Baiiet tor, [MoAvhope, T moiuviov & Tokdteto /UdAoIoy, SusépwTa Koi ainérov dvdpo kahevoo”; (Cf.
A.S.F. Gow ibid.: 121 ad loc.). The use of the word with the same meaning is also confirmed by
numerous Hellenistic epigrams: see Meleager A.P.12.23, 79,81, 125, 137 and Strato A.P.12.13.
R.M. Ogilvie op.cit.n66: 107 who argued that Theocritus followed the traditional version of the myth
noticed that the epithet is rather rare and that “in its earliest occurrences it means loving that which
one ought not to love”. He quoted examples from Eur.Hipp.193-4, Thuc.6.13.2, Xen.Oec.12.13,
Lys.4.8 and Call.Epigr.41.6. His explanation seems to be applied in the case of Polyphemus as
Presented in Theocritus.

% R.M. Ogilvie ibid.: 108 who continued his interpretation like this: “The point, therefore, must be
that Daphnis is in love with someone whom he has no business to love and the only situation which
would seem to satisfy these conditions is if he is already engaged to someone else and is no longer
a free agent”. The author also quoted examples of later authors who used the word ‘loosely to
denote anyone who is unbalanced by love’: Plut.Cic.20; Dion 16; Lucian Tim.26.

"9 E.R. Dodds 1951: 185 According to the etymology of the word “rdooc’, which the Romans
borrowed as “passio’, it means something which happens to a man and of which he is the passive
victim. In Hesiod Eros was discussed as a mere abstraction and the early Greeks pictured him as a
“Kajp” or winged spite, an image also used for Old Age or Plague.

"""'See S. Goldhill op.cit.n29: 252-3; I. DuQuesnay 1979: 213; at the end of idyll 11, Polyphemus
supposedly cured by his passion for Galatea accounts for the invitations he had from other girls
who often used to invite him to erotic games amid giggles. This laughter has been explained as a
seductive enchantment and several examples of its like wise interpretation in antiquity were cited
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Theocritus’ affiliation with his literary models, and it could indicate the use of
symbolism in his poetry. Polyphemus in Idyll 11, having recovered from his
obsession with the sea-nymph Galatea, declared his potential of responding to the
giggling invitation of the girls. Unlike him Daphnis’ weakness to do the same would
apparently underline the frenzy of his passion; Daphnis should be regarded as
enamoured and as such, he was sick''?. Consequently his professed death could
be possibly perceived as symbolic'™®, especially since Daphnis was always
depicted as dying young and handsome'"*

As argued in the previous chapter, symbolic death within the frame of pre-
nuptial initiation was a common mythical theme in ancient Greece'’®. Fertility
goddesses such as Demeter, Aphrodite or even the virginal Artemis that usually
dominated the natural realm and ruled over life and death were also associated
with the pre-nuptial or coming-of-age rites. Among these, the ancient sources
indicated a possible association between Daphnis and Artemis, while Theocritus
had the hero converse with Aphrodite and even accusing her of his death.
Generally, it might be argued that death seems to have acquired a female face in

116

antiquity Daphnis, like Adonis and Dumuzi, died because they had the

by A.S.F. Gow op.cit.n14 ad 11.78. However, the maidens might laugh at Polyphemus because he
was not really out of love. It might be suspected that in Idyll 1 Priapus created the same notion.

“ ot Longus 1.17: Daphnis was described as “yrwpdtepov...méoc bepivic” in imitation of Sappho’s
fr.31.14 (Campbell). Notice that Polyphemus also bore (Id.11.15-6) an angry erotic wound inflicted
by Aphrodite, which resembles the angry words of Daphnis towards Aphrodite (see below).
Polyphemus was also depicted as seating on some high rock on the seashore gazing at the sea
while ‘plaiting’ his musical remedy; cf. the image of the fisherman depicted on the second image of
the Cup, discussed below; also cf.ld.2 where Simaetha admitted she was lying sick of love for ten
days on her bed (86).

L. Rissman 1983: 74-5, discussed the verb “rtoie’ in Sappho in the sense that the poetess is
afraid of undergoing a spiritual death for losing her beloved girl. Daphnis himself referred to
Anchises, who as explained in the previous chapter, was especially afraid for his fortune after
realising that he had slept with Aphrodite (C. Penglase 1994: 170). Anchises in Hom.h.Ven.189
was described as “Blovdroc’, viz. without a healthy life.

S w. Berg op.cit.n48: 12n9; cf. Verg.Ecl.5.42-4: “Daphnis ego in silvis, hinc usque ad sidera notus, /formosi
pecoris custos, formosior ipse”. In Longus’ novel Daphnis was 15 years old (1.7), while Dorcon, his older
rlval was described as “epryévelog pepoxioroc” (1.15).

" The death of girls was a common mythological and ritual motif symbolising initiation into
adulthood as well as marital life, especially since these ideas were unbreakably associated for
women in ancient societies; see ch2; also C. Calame 1977: vol.1.270; R. Seaford 1988: 118-36 and
1994: 279-80 for the association between the ritual lamentation for the death of Adonis and the
lamentation of a bride for the loss of her maidenhood as designed by Sappho (frr.140a and 114).
Also V. Turner 1967: 96 discussed death as a metaphor for the crucial or final stage of rites of
assage.

'S F.T. Griffiths 1981: 255 discussing the differences between the martial Homeric heroes and the
heroic substance of Adonis wrote: “Adonis..surpasses paragons of assertive masculinity like Ajax
and Agamemnon ..for he alone participates in the triumph of the cyclic female pr|nC|p|e over death”.
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misfortune to be loved by a highly sexed goddess''’. Of course, divine female love
was projected on women, the mortal counterparts of the goddesses, a notion
clearly suggested in the Hesiodic story of Pandora, and possibly implied behind
the version that a mortal woman deceived Daphnis into committing his lapse''®.
Hence, female love comes once more into the centre of the discussion. Generally
women and their love were often charged in antiquity with causing men to grow
old, or with wearing them out'"®. Hesiod’s views on the effect of taking a wife on
men almost created a chauvinistic and definitely anti-female tradition in Greek
literature'?®, which Theocritus was without fail aware of'?!. Since Daphnis was
dying because of love and yet, as Priapus stressed, he wished to have had the
sexual vigour of a Billy-goat, the possibility that the poet might have wished to
present Daphnis as the victim of a woman’s love becomes increasingly visible.
This suggestion, which would actually comply with the tradition about Daphnis,
seems to enhance the prospect that Daphnis’ death could be a symbol of his total

submission to love rather than of his refusal of love'??. Daphnis was old enough to

"7 At least according to the traditional version of the story which Theocritus seems to have

followed, as argued above. Daphnis was supposedly seduced by a mortal princess thus causing his
punishment by the nymph. Sappho in 31.7-8 described speechlessness because of acute love:
“dg pe pdvous’ ovd’ By £t eiker”. This explanation could suit Daphnis who remained mostly silent to the
questions of his visitors (92-3); see also the discussion below. For a complete commentary on the
Rrge-Hippocratic conception of speechlessness see Y.V. O’ Neil 1980: 13.

J. Winkler 1990: 202-4 commented on the misfortune that often befell divine consorts such as
Adonis, Tithonus and Endymion during antiquity. Odysseus and Anchises in their encounters with
Calypso and Aphrodite respectively were also perceived as consorts of a powerful female divinity
that posed threat on their well-being. The author pushed the idea that these stories were women'’s
fantasies. Cf. E. Stehle 1990: 89-100 whose article Winkler reworked.

e Anacreon 432 PMG: “kvulij tic fidn xoi németpo. yivopow/ oiy dié popyosivny”. cf. Hipp.Acut.390; A.P.12.9
and 185. The theme was also popular in Latin elegiac poetry. Anchises begged Aphrodite not to
leave him ‘feeble’, a word Homer used of the dead in Hades (h.Ven.5.288, 218-38; cf. 0d.10.521).
'Y The consequences of accepting the gift of the gods are fatally inauspicious for the human race.
Hes.Op.702-5 wrote: ‘o uév yép T yovoukdg aviyp Anilet’ duetvov/ T dyodne, Tg 8’ aiTe KOKAS 00 piytov &AAo,
[BENTVORGMS 1) T dvper kol 10Oov Tep E6vTos eliet dtep Sohoio kot mud pipoi doxev’.  According to Hesiod a
woman constituted of a body reduced essentially to a belly, and finery, which is often a veil; see N.
Loraux 1981: 84-6 and J.-P. Vernant 1979: 94-105; cf. Appendix II.

2" In Greek literature the poems that were mostly “preoccupied with defining human life by
exploring the line that separates men and gods” were those of Hesiod as well as the Homeric
Hymns. S. Murnagham 1992: 242-64. In these poems the necessity of dying was identified more or
less with women. In a pervasive way women by giving birth to men were also responsible for their
death. Often a mother’s capacity to provide nourishment was considered itself as an expression of
the child’s mortality. Hera suckled Heracles, the only mortal who succeeded immortality;
Lycophr.Alex.39, 1326; Diod.Sic.4.9.7; Paus.9.52.2; Hyg.Poet.Astr.2.49. Similarly a woman was
thought of bringing death to her husband because she presented him with the child who would
eventually displace him.

"2 R. Hunter 1996: 14-17; besides Philetas and Asclepiades Hunter included Erinna among the
possible forerunners of Theocritus’ style. In one of her poems, the Distaff, Erinna grieved for a
friend who was reputed to have died on her wedding day (cf. Hymenaios who died on the first love
making). It seems that in this work the notion of “death as a marriage with Hades” or “marriage as
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fall in love and from that point onwards it would be only sorrows and death that he

had to await'*®

. In Theocritus’ Idyll Eros was declared to have been the reason of
Daphnis’ death but according to the prevailing view this was because he refused to
accept love. The word used by the poet to describe the hero’s situation is ‘¢taxeto’,
a verb which during antiquity had strong notions for those in love, and was rather
typical in lyric poetry'**. Furthermore, Alcman associated the motif of erotic melting

away with death'**:
N . . g ! . - ,126
AMOGLLEAEL TE TOC WL, TUKEPWTEPOY &' VTV® KOl COVEAT® TOTLOEPKETOL
Hence, the ancient audiences were supposed to have already realised that it was
love that troubled Daphnis and that this love was liable to cause the hero’s
death'’.
Another motif, which could confirm the association of the tale of Daphnis
with the fertility rites discussed in the previous chapter, would be that of a maiden

running in the wild. Theocritus included this pattern early in his poem by having

death” was extensively exploited. Also M. Alexiou 1974: 120-2 for laments addressing the bride
who leaves her parents’ house.

' Hesiod’s ideas survived in the Hellenistic era; A.P.9.165.1-4; cf.Hes.Op.57: “tot yuvi, mupoc aviido
0160/ BLPOV, GVINPOV TOL TLPOG AVTIBOTOV: /AVTPOL Yap EKKOTEL TOAC PPOVTIOLY OE HOPUIVEL /KO YRPOG TIPOTETES T VEG—
mu ¢éper’. Notice that in the novel of Longus Daphnis was exactly described in similar terms: “acgvic
Of Hopoaiveton”.

" The verb was established in the nosology of love; as a shadow of the komastic lover Daphnis
should be thought of as sick. Already Hermes had stated that the hero was wasting (“xatotpuiyer”); cf.
the love symptoms of the young men on the first image on the Cup. Also notice that in antiquity
Eros was often characterised as “roweriic’, ‘limb loosening’, which could explain the exhaustion/
illness of Daphnis; Hes.Th.121, 911; Alcman fr.3.61 (Page); Sapph.fr.44a (Campbell); cf.Archil.fr.85
(Edmonds) and Hes.Op.66 where Pandora was given ‘painful desire and the limb loosening cares’.
Notice that in this image love was equated with the battlefield where a fatal injury would loose the
knees of the warriors; see 0d.14.69 and Aesch.Ag.63-4.

' Again Alem.3.61-2 (Campbell); see M.S. Cyrino op.cit.n53: 83, who argued that Alcman
depicted in his verses the “physically damaging and dissipating nature of eros in a complex
synthesis of images of heat and liquidity”. cf. The use of “taxepoc” in Anacreon who used the
conventional language of nosological eros, ibid.: 111. In epic melting was primarily associated with
weeping, which characterised Daphnis’ attitude as well. The notion was also found in Hesiod
Th.910-11. For wetness and women in general see A. Carson 1990: 137-45.

= Ibycus (Campbell 287) as well casts even more light in the use of “ujxw” denoting love. His
feelings are so strong that almost in despair he cries out: see ch1: n223. M.S. Cyrino ibid.: 107-9.
Notice that Ibycus also recognised the role of beguilement in love. However, cf. R.M. Ogilvie
op.cit.n66: 108 who argued that ‘nowhere is it stated that Daphnis actually did die of love. “taxecoo”,
used twice (66, 82), is capable of a wide variety if meaning, from “to be consumed with love for, to
love passionately”, to “fade, pine away”, but there seems to be no case where the process denoted
by “taxecoon” does actually result in death without the intervention of some other agency. It might be
argued that from this point onwards Ogilvie despite admitting the allusive character of the poem
seems to regard the clues offered by Theocritus as word for word.

2’ pindar (fr.123S) wrote that when he looked “at the limbs of blossoming boys” he was melting like
the wax of the holy bees. Medea (Ap.Rhod.3.1019-21) also mentioned that she “warms and melts
her mind just as the dew melts around roses when warmed by the morning sun”; cf. Ibycus fr.282
(xiv)C; A.P.590; Theoc.7.76-77, 11.14, 14.26; Asclep.GA5.210; Mel.GA12.72. Also B.S. Thornton
1997: 21.
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Priapus declare that a maiden was already in search of the fading hero'®. The
motif, which has been explained as a symbolism of falling deeply in love, rather
than refusing love, seems to comply with the interpretation of Daphnis as a fervent
lover. The employment of this tradition by Euripides was reflected in the fantasies
of the queen who, desperately enamoured, wished a short retreat from her well-
built palace to the hunting areas of Hippolytus'?®. Hence, Daphnis would relate to
Phaedra rather than Hippolytus. Based on the pattern of roaming the wilderness,
those who identified Daphnis with Hippolytus have argued that the maiden Priapus
referred to could be Artemis'’. The goddess, often addressed as “nétvio mpav’,
used to ask her devotees to remain chaste. A first objection to this argument could
be that Theocritus tends to mention all the other gods who were present at the
death of Daphnis by name, and there should be no reason to neglect Artemis.
Besides the post-Theocritean bucolic poets as well as their Latin followers had
clearly depicted Aphrodite as running on the mountain in frenzy for the death of her
beloved Adonis, and Theocritus had the goddess in dialogue with Daphnis™'. As
discussed in the previous chapter, ritual search was often associated with the cult
of Adonis and similar deities such as the Sumerian Dumuzi or the Babylonian

Tammuz'*?. At this point a first clue for the association of these eastern heroes

%% The motif of running in the wild seems to have been particularly associated with the Bucolic

genre; cf. 1d.7.91-3: “..moAké& pév dAhos Nopgon knue tdatav av’ dpea Bovkorfovta écrd...”. G. Giangrande
1968: 509-11 argued that Simichidas was deliberately vague in this verse and he chose to play with
the word boukoleomai as tending cattle and/or wandering in the mountain. As explained in the
previous chapter those wandering in the mountains were likely to have supernatural meetings such
as Anchises whom Daphnis referred to in his speech towards Aphrodite; in this context the figure of
Daphnis as an enamoured cowherd becomes more comprehensible; cf. Daphnis as a boutas in
Idyll 8.1-2: “Adgvidt 1 yopievt uvavTeto BoLKOAEOVTY LRAC VEL®V, OC dovTi, Kot Gpeot pakpd Mevdikog”. D.M.
Halperin op.cit.n6: 144 quoted the same texts in a discussion referring to programmatic character of
the Idylls. Also check the meaning of boukoleomar as ‘be deluded, be beguiled’. In the traditional
version of the tale, Daphnis is deceived by a promiscuous mortal princess and therefore, he is
perfectly suitable for the role of a boukolos.

'?? Phaedra called herself to order as soon as she uttered her wishes while comforted in her seat by
her maids (see ch1: 42n132). Theocritus addressed his poetry to a learned court elite: G.O.
Hutchinson op.cit.n11: 6; also see ch4 for the discussion about the urban audience of bucolic
poetry. T.G. Rosenmeyer op.cit.n6: 17 argued that pastoral enables us to return, on our terms to a
nature we have abandoned. However, Plutarch did not believe that Theocritus would improve an
adolescent mind or promote the integration of a youth in society; see W.C. Hembold and E.N.
O’Neil 1959.

%0 Eor Artemis as potnia theron see ch1: pp.44-6. A possible identity of the maiden who is roaming
the mountain in search of Daphnis will be later based on the comparison of Theocritus’ poem with
the Song of Solomon; also cf. ch1: p.44n190 and 65-6. This very same motif was also treated in
Id.13.58-63 where Heracles rages round the island’s undergrowth like a ravening lion in search for
his favourite Hylas; see K.J. Dover op.cit.n13: 181 and D. Mastronarde 1968: 275-88 commenting
on Heracles’ heroism in the bucolic.

"' For the similarities between Aphrodite and Artemis as fertility divinities see ch1: pp.40-3.

s According to tradition the Nymphs were reputed to take with them the ones they would love such
as Hylas and the same could be argued about Daphnis. According to the widespread version of the
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with the tradition of Daphnis comes into view'*

. In addition, despite the fact that
these divine consorts were generally considered as victims of their love for the
relevant fertility goddess, it remained a fact that they had once surrendered to the
sacred passion. If Daphnis’ kinship with these mythical figures is to be accepted,
then the primal bucolic hero should be safely regarded as enamoured'3*.

Theocritus had Daphnis compare himself with divine consorts of the fertility
realm, thus confirming his affiliation with them: before breathing his last, Daphnis
was visited by Aphrodite, whom he addressed angrily. Aphrodite seemed to regret
his death, and she even made a belated effort to revive him'**. Daphnis’ dialogue
with Aphrodite has been paralleled with Gilgamesh’s offending speech towards
Ishtar when the latter proposed to him to become her consort'*®. In the Babylonian
text Gilgamesh accused the goddess of causing the bad fortune of her previous
lovers among whom he mentioned the shepherd Tammuz'’:

“which of your lovers did you ever love for ever? What shepherd of yours has pleased you
for all time? There was Tammuz, the lover of your youth, for him you decreed wailing, year

after year”.
This comparison has been regarded as a safe indication that Daphnis refused

Aphrodite as Gilgamesh rejected the advances of Ishtar. In addition, the scene

myth, Daphnis was blinded and drowned into a nearby river; it was thought only right for the water
Nymph he had cheated on to claim back what was hers. Moreover, it seems that those abducted by
the Nymphs were not considered dead because Ap.Rhod.Arg.1354 testified that in his days people
would still go on a ritual search for Hylas. For erotic drowning in Greek lyric poetry see M.S. Cyrino
ozp.citAn53: 64, 92 and 116-7; also see below.

3w, Berg op.cit.n48: 17-8 argued about the identification of Daphnis with Tammuz. For the
derivation of Daphnis’ name from Tammuz see |. Trencsényi-Waldapfel 1965: 26-30. A ritual
search for Daphnis could imply a resurrection like in the case of Adonis: cf. 1d.7.72-89 and
Verg.Ec.5 in which Daphnis died and resurrected. Hence, it might be argued that Vergil clarified for
the modern reader the obscurities that Theocritus possibly included in his style; not that he
necessarily advanced the genre.

"** In addition, the cultic background of Theocritus’ poem should be reconsidered, especially as the
poem is supposed to be a dirge. See T.G. Rosenmeyer op.cit.n6: 89-92, 111-23, 226, esp.119
where he wrote: “In Idyll 1 the lament is scheduled as a performance, and framed by opening and
closing sections which give no inkling of tragedy in the delicate courtesies and delights of a chance
meeting between the performers”.

"% The Sumerian text also refers to the failure of the goddess to save Dumuzi’s life: ‘on that day the
queen did not save his life, she gave him /Over to the land of no return as her substitute, /the
spouse of Usumgalanna did not save his /Life, she gave him over as her substitute’. Nothing is
mentioned in the Theocritean text about Daphnis being a substitute of Aphrodite, although the
goddess also makes a belated effort to revive the hero: “tov § " Appodito MjOer’ avopBdcoL: Td Ye Py Alvo,
TAVTO AeAOTmeL /ex Mopav, xo Adpvig €Bo péov”.

*® Diomedes might be a more plausible parallel for Gilgamesh; see M.S. Cyrino op.cit.n53: 16-7
where she discussed the ariste/a of Diomedes: “in a curious reversal, but an important one in terms
of erotic symbolism, Athena removes the mist from the eyes of the Greek warrior Diomedes in Book
V..the absence of the cloud of mist over his eyes allows Diomedes to recognise and attack the
goddess of love, instead of being blinded by the enfeebling veil of Eros and thereby suffering at her
hands”.

" N.K. Sandars 1960: 84.
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was interpreted as Daphnis’ rejection of Love in the face of Aphrodite, in the same
way as Hippolytus insisted on remaining pure from erotic passion. However, in her
sad address to Daphnis, Aphrodite made the acute remark that although he had
nurtured hopes to master Love, he found himself bent by Love. In her reply to
Daphnis the goddess favoured a deeply erotic image taken from wrestling scenes
to describe the defeat of Daphnis by Love. The image, which dates from archaic
Lyric poetry, could be a clear hint that Aphrodite viewed Daphnis as enamoured'.
The motif had numerous parallels in Hellenistic epigrams, while the idea of a lover
that has been bent by Love was very common in Latin elegy. Aphrodite’s words
are cited below (97-8):
“..10 Onv 10V " Eporto. kortevyeo, Adovt, AunEeiv:
1’ ovk 01 “Epwrtog O’ apyokém EAvyixmc:”

Hence, it becomes obvious that Theocritus employed in his imagery several motifs
with possible diverse and even opposing backgrounds, which he has apparently
manipulated to achieve his own aesthetic result. It might be suggested that by
composing a Gilgamesh-like angry reproach of Daphnis towards Aphrodite, the
poet plausibly emphasised the tantalising and irresistible love that Daphnis had

yielded to'*

. It is also quite plausible that Theocritus intended his comparison to
cast light on the similarities between Daphnis and Aphrodite’s previous consorts
rather than his relation with Gilgamesh. After all, Daphnis was dying and his fate
was more similar to that of the youthful and unfortunate Adonis than to the glorious
life of Gilgamesh who managed to overcome the temptation of Ishtar'*°

Daphnis in his reproach of the goddess did not hesitate to refer to her past
affairs with mortals, all of which were doomed to failure and anticipated a heavy toll
for their audacity in enjoying her love. Daphnis mentions Anchises, Diomedes and

finally Adonis™'

138 Anacr.396.3 (Campbell): “tvewov, ac 8 mpoc *Epwto ruktarile’. cf. The Hesiodic Shield on which a
joyful scene of wrestling during peacetime was described in similar terms (301):
‘01 8" eudyovto ToE Te ki axndsv-. Erotic metaphors taken from various sports were quite common in
Hellenistic epigrams. In Hippolytus Theseus describes Eros as marching against his victims and
laying them waste (Alc.380C, fr.287C; Ar.Ec.963-4, Hipp.527, 542). Deianira also used the image
of someone boxing against Love for Heracles (Soph.Tr.441-2; Anacr.fr.346b.3).

° G. Lawall op.cit.n7: 24 noted that Aphrodite’s smile should not be interpreted as ironic, but rather
as an indication of the goddess’ amusement at the situation of Daphnis.

% Notice that Gilgamesh was successful in killing the Bull of Heaven that Ishtar sent in punishment
for her rejection.
"' Diomedes was rumoured to have followed the Greeks to Troy neither for glory nor spoils, but out
of love for Helen that was never cured. Hence, the Trojan War was for him a personal matter. In
addition, there was a tradition about his post-Troy era adventures recording that he was carried by
a tempest to the Libyan seashore where he fell into the hands of Lycos. He was saved from death
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‘o Aéyeton Tav Kimpiy 0 Bovkérog; Epre mot’ " 1dow,
épne mot’ " Ayyloov: Tnvel dpleg 1€ KUmeELpog,

ol 8¢ KoAOV BouPedvTt TOTL GUEVECTL LEAMGGOL.

WPOLOG YMOWVIC, EMEL KO UHACL VOUEVEL

KO TTwkog BaAAiet kol Onpio mavto Stwker”.
Adonis has been identified with Tammuz as well as with the Sumerian Dumuzi
whose mourning was rendered in absolutely bucolic terms'*?. The sheep and
goats of the unfortunate shepherd who descended to Hades as a substitute for his
spouse, Inanna, wept for the loss of their shepherd in the same way that the flocks

of Daphnis mourned the death of their master. The Sumerian text is cited below'*:

“your small kids weep bitterly in the feeding-pen,

your motherless lambs [utter] bitter cries at the wall’s

encompassing base”.
By comparison Theocritus wrote (74-5):

‘moAral 01 Tap TOGGL BoEC, TOALOL &€ TE THLUPOL,

TOAAOL 88 SoUEAOL KO ToPTIES WSUPOVTO”.
Theocritus’ affinity with the realm of eastern fertility deities and their cults is
established in Idyll fifteen in which he offered a detailed account of the annual
festival in honour of Adonis'**. The Greeks adapted the cult of Adonis during the
seventh century BC from the annual lamentation for the Mesopotamian god

Tammuz or Dumuzi'®®. The god was lamented in the dry summer as a

by Lycos’ daughter whom he later abandoned. She committed suicide by hanging. C. Miralles and
J. Portulas 1983: 57-9, paralleled this incident with the fate of Neoboule; however, it might also be
compared with the story of Ariadne whom Theseus abandoned cf.n173.

"2 J.P. Brown 1995: 244-6; this pastoral religious tenet had a long tradition in the Old Testament.
D.M. Halperin op.cit.n6: 99: “The religious aura surrounding the figure of the herdsman and his
prophetic colleagues also clings to Orpheus and, in historical times to Hesiod; it can be traced back
from the Daphnis of Greek lyric poetry and cult all the way to the Sumerian shepherd-god Dumuzi”.
Cf. J. Duchemin 1960: 70-84; W. Berg op.cit.n48: 15-22.

bk Penglase op.cit.n113: 178: “Adonis seems to be the West Semitic derivative of Dumuzi and to
have come to Greece from the Phoenician religion, an origin which is especially supported by his
name and his cult in Greece”; cf. M.L. West 1997: 57.

"W, Burkert op.cit.n104: 105-108; Queen Arsinoe would celebrate the Adonia at Alexandria and
on this occasion two Syracusan women, Gorgo and Praxinoa, went to watch the majestic
ceremony. While they were engaged in admiring a tapestry, Gorgo announced that a woman was
about to sing the song of Adonis. Her song was actually a detailed description of a tableau, which
Arsinoe had sacred to Aphrodite and Adonis for the celebration. Cf. the tableau that inspired
Longus’ novel. G. Anderson 1993: 70 underlined the similarities between the story of Adonis, who
was decreed to share his time between Aphrodite and Persephone, and that of Dumuzi who would
spent half of the year on earth with his sister Gestinanna and the other half with Ereshkigal in the
Underworld.

"> The Greeks were totally aware of the fact that the cult of Adonis was a cultural loan from the
Near Eastern societies. Pseudo-Apollod.Bibl.3.14.4, reported that in the ‘Catalogue of Women’
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personification of the failing crops and herds'*®. Eusebius explained that Adonis
was a divinity of vegetation and fertility and that his death marked the harvesting of
the crops'*’. As pointed out, already in Theocritus Daphnis was attributed with
elements of a divine worship, although the mourning described in the first Idyll was
not clearly denoted as part of an established cult'*®. A possible revival of such a
cult in which a hero closely connected with fertility was celebrated would not be
unusual during the Hellenistic period*®. The thriving of many other eastern cults
like those of Isis or Cybele in the refined Alexandria of those years has been
repeatedly attested'®. The main reason for this phenomenon is to be traced in the
complicated social and religious nexus in which the citizens of the vast conquests
of Alexander had to define their existence after his death'’. The decay of the
political discipline of the city-state confused people who lost their source of
reference and they eventually became more and more fatalistic. However, as

mentioned, until now the ancient sources which derive Bucolic from religious

Hesiod made Adonis the son of Alphoesiboea and Phoenix, an eponymous representative of the
Phoenicians in Greek mythology. He also attested that Panyasis of Halicarn.Bibl.2.85-7 ascribed
hls origin to Theias, king of Assyria.

® Notice that the boy plaits a cricket-cage and cricket is a summer insect. He is also asked to
guard the vineyards, which are already ripe, but obviously the harvesting time has not come yet; cf.
Polyphemus plaiting in Idyll 11.

’ Euseb.Praep. Evang.3.11.12. Ovid in his account of the myth introduces Adonis as son of Myrrha
or Smyrna by an incestuous union with her father Cinyras, king of Cyprus (Met.10.298-559; 708-
39). Aphrodite fell in love with him but he was killed while hunting by a boar or by Hephaestus or
Ares disguised as a boar.

® The sympathy of nature to his suffering is also found in the ‘Death of Bion’ fashioned by
Moschus after the ‘Death of Adonis’, which Bion had previously composed. Mourning, of course, in
honour of Adonis was an established part of his cult; cf. S. Goldhill op.cit.n29: 245 who unlike
Dover and Halperin argued that the last lines of Thyrsis’ song (143-5) for Daphnis are “typical traits
of the closure of hymns (the khaire/~te formula)”. Furthermore, note that later Latin elegiac poets
presented nature as being compassionate to the anguish of the elegiac lover, thus manipulating
cultic motifs.
"9 G. Anderson op.cit.n144: 68: “that Daphnis was a rustic deity in Sicily is also attested: this is not
the wishful thinking of Menalcas’ ditty, but is reported in both Diodorus (4.84) and Servius ad
Ecl.5.20. The tradition also leaves room for a number of episodes in the life of the divine shepherd,
and a number of variants of some of them”. Anderson compared Daphnis with culture heroes of the
stock of Orpheus or the Scythian Anacharsis (for Orpheus as a culture hero see ch4). Also see 75-
6 for eastern cults relating to ritual mourning for a dying god which were still performed in Seleucia
at the time of the poet: “Ishtar was still lamenting Tammuz in Akkadian in the age of Theocritus
himself”.
0 Eor the adoption of these cults by the Romans see ch1.

' On how the end of the reign of Alexander affected the social structure of the Hellenistic
kingdoms and what was its impact on the literary production of the times see P.A. Miller 1994: 122-
3. See P. Green 1993: 52-3; W.A. Bulloch 1985: 543; A.M. Parry 1957: 3-29 esp.14: “pastoral
poetry might be described as a cover in an age of irony. It arose in Greece at a time when writers
felt it impossible to deal with strong emotion directly...”.
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rituals, deserved little credence, especially as Bucolic poetry can have a
profoundly erotic character'?.

This view is open to criticism, since sexuality played an important role in the
conception of religion in antiquity, and it was emphasised in cult from a very early
stage. The gender division in ritual was profoundly stressed in the worship of
eastern goddesses and their duplicates, such as Ishtar, Inanna or Cybele, which
were characteristically associated with minor male deities such as Dumuzi or
Tammuz. The male god was normally described as her consort or son who for
various reasons was doomed to die while still in his prime'*. As argued, the Greek
counterpart of these cults was found in the worship of Adonis as consort of
Aphrodite™*. The identification of Daphnis with Adonis and other similar deities
has already been argued in several papers. These studies provide a useful
background, which could add new potential to the argument of the ancient
testimonies. In addition, it seems that Theocritus was familiar with the cults and
practices implied by the ancient sources because in Idyll fifteen he offered a

detailed description of the cult of Adonis at Alexandria'®

. It might be argued that
the poet, who understood Daphnis to belong to the same group of cult heroes as
Adonis, gave substantial clues for this identification in the first Idyll. Recently the

resemblance of bucolic poems with ancient Near Eastern texts'®® has emphasised

=16 Rosenmeyer op.cit.n6: 77-8, quoted the testimony of Mnasalcas of Sicyon (author of A.P.

9.324), which confirmed that even in antiquity bucolic poetry was thought to address itself to erotic
themes; cf. Prop.2.34.67ff commenting on the Eclogues of Vergil. Critics like R. Poggioli
(op.cit.n12) did not hesitate to castigate the morals of bucolic poets. For Mnasalcas see A.S.F. Gow
and D.L. Page 1965: 2.400.

B, Penglase op.cit.n113: 165: Aphrodite’'s Near Eastern origins were well established already
since antiquity as the testimonies of Herodotus and Pausanias also confirmed. In addition, the
goddess’ affair with Anchises has “striking motifs which recall the relationship of Inanna/ Ishtar and
her young lover the herdsman/ shepherd Dumuzi..lt may be a significant aspect in the myth in
which Anchises plays a major role that the motifs are entirely of the goddess and consort strand,
Pszesenting another parallel with the situation in the Inanna and Dumuzi myths”.

At Byblos, a Phoenician dying and reviving god was celebrated by both men and women and the
Greeks had long identify the couple with Adonis and Aphrodite: cf. Cleitarch.FGrH137 F 3; Lucian
De Dea Syr.6-7. J. Reed 1995: 318 argued about the difference of the Adonia that the post-
Classical authors experienced in comparison with the celebration in Classical Athens. For the
festival at Argos see Paus.2.20.6.

"% There have been many disputes about the authorship of particular Idylls; C. Segal op.cit.n13:
115, 123, 131-2, classified the Idylls in those written in genuine bucolic style and not; G. Lawall
op.cit.n7: 14-33 argued that the first seven Idylls form a separate poetry book; cf. M. Grant 1965:
64-5. Also see R. Coleman op.cit.n27: 140 admitted that there must be other criteria in defining
bucolic poems than simply their rural setting. Idyll fifteen is regarded as dealing with feminine
subjects (along with Idyll 2). For the association of Idyll 15 with the themes of the pastoral Idylls see
C.W. Hieatt op.cit.n16: 26 and D.M. Halperin op.cit.n6: 206-8.

"% | Trescsényi-Waldapfel op.citn133: 1-31 and G. Anderson op.citn144: 65-79 compared
Daphnis with the Sumerian shepherd-god Dumuzi; T.G. Rosenmeyer op.cit.n6: 31; W. Berg
op.cit.n48: 14-15: “from religious texts of the ancient Near East, and from the earliest of Greek
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the idea that ancient Greek culture and literature were extensively influenced from
the East'”’. In addition, the religious syncretism which was always in existence
during the Hellenistic and Augustan periods seems to confirm the suspicion that
authors would in those times also allow Oriental material to filter with their work '8
In his first Idyll especially, Theocritus has often raised suspicions of drawing
heavily on Near Eastern tradition.

According to Theocritus, Adonis’ wedding to Aphrodite was celebrated in a
magnificent ceremony at Alexandria'®. The next day women would carry his
image to the seashore amid lamentations'®’. The mourning of the women and the

»161

ephemeral ‘Gardens of Adonis on the housetops marked the festival at

literature, emerges the figure of the first shepherd-poet, a singer of hymns and oracles. As a
personification of the year-god and consort of the love-goddess, he stands too, as a great symbol
for the mysteries of life and death in crops, in animals and in men”; D.M. Halperin ibid.: 83-117.

"7 M.L. West 1966: 16-31 and 1978: 26-30 and op.cit.n143: 59-60: “Near Eastern influence cannot
be put down as a marginal phenomenon to be invoked occasionally in explanation of isolated
peculiarities. It was pervasive at many levels and at most times. W. Burkert in his brilliant study
‘The Orientalizing revolution’ has focussed attention on one particular period, the early archaic age,
€.750-650. That was no doubt an especially important phase in the history of Greco-oriental
contacts. But as we have seen, they had flourished productively for centuries before that, and new
oriental elements continued to surface in the later seventh and sixth centuries..”; J. Griffin 1992:
189-211.

"% M.L. West 1969: 113-34 and ibid.op.cit.n145: 60: “.At the literary level too we shall find that
oriental influences cannot be limited to one period. As to the extent to which they may have affected
Greek poetry of the Mycenaean or early Iron Age, we shall be unable to discover more than
occasional hints. But we shall see that they are already very extensive in the Hesiodic and Homeric
poems. In the iambic, elegiac, and melic poets and in the tragedies of Aeschylus we shall find
evidence of their continuing significance throughout the Archaic period and into the early Classical
Age”; C. Penglase op.cit.n113: 3-8.

"7 A.S.F. Gow 1938: 202 judged Idyll 15 as a mediocre and rather clumsy piece, while K.J. Dover
1978: 210 charged Theocritus with the intention of showing how badly most people would write a
hymn. For a discussion of the Idyll as an ambitious poetic attempt that “began as a reworking of
Sophron”, but finally “lays claim to unexpected literary grandeur” see R. Hunter op.cit.n122: 116-38;
for the quotations see p.137.

'B.S. Thornton op.cit.n127: 153-60 argued that agriculture might have set an example in antiquity
for the decay of things as a natural procedure following their blossom (see ch1: n99). The flowers
and fruit of the natural world that symbolised the exuberance of youthful sexuality suggested also
the death that would follow. Possibly the rituals of festivals had the same effect; the mourning for
the Adonis Garden thrown into the sea would be a symbol of unfulfilled youthful sexual beauty.
Hence, the institution of marriage would be promoted as the necessary nucleus for the continuity of
the ‘polis’. However, it might be argued that as explained in the previous chapter ancient Greeks
viewed life as a total of several deaths symbolising the passage from one stage of maturity to
another; eg. from puberty to adulthood.

%1 J. Reed op.cit.n154: 317-347 esp.321-3: “the Attic Adonia reveal their Mesopotamian origins in
such features as the summer date and the potted gardens”. Zenob.1.49 (2”d AD) reported that the
pots were carried out with the dead god and were thrown to the sea, while Reed suggested that this
custom was probably a “fossilisation of some Near Eastern agricultural magic”.
Eustath.0d.1701.45-50 reported that the gardens were thrown into the sea, while according to the
Alexandrian practice an effigy of the god was committed to the sea (perhaps Osirian influence
should be suspected here); Theoc.15.133 with schol.; Dioscor.A.P.5.53 and 193; cf. Plut.De Is.13.
Reed supported that in Athens the Adonia were deprived of the agricultural character it probably
had once; M. Detienne 1994: 101-22; cf. W. Burkert op.cit.n104: 107; G. Nagy 1985: 62; J. Winkler
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Athens'®. In later sources there was evidence for the celebration of his
resurrection although it was argued that this was an addition due to his comparison
with the cult of the Egyptian Osiris'®®. The cult of Dumuzi as well as that of Adonis
was always performed by women and the Greek Adoniazousai described by
Theocritus had their counterparts in the women of Jerusalem weeping for Tammuz
at the north gate of the temple'®*. Even the name of Adonis was an adaptation by
the Greeks of the western Semitic adjective Adon (= lord) which was probably
used as a divine title during the god’s mourning'®. Although an analogous ritual
lamentation was not mentioned for Daphnis, the song of Thyrsis was a dirge in
which nature was also depicted as weeping for the hero’s death'®®.

In addition, the poets Bion and Pseudo-Moschus who wrote after Theocritus
and were deeply influenced by him use the same image of pathetic fallacy to
describe nature’s empathy for the death of Adonis. The natural world was also
mournfully described in Bion’s bucolic lament for Adonis'®’ (32-34):

“Opea mavTo AEYOVTL, KoL 0l dpUeg “ol ToV " ASVIV™.
KO TOTOUOL KAoLOVot T¢ TEVOeD " Adpoditag,
KOL Toyol TOV " Adwviy €v Opect dukpuovTL,

avOeo. &' €€ 00UvaC Epubaiveton”.

op.cit.n118: 192; E. Stehle op.cit.n118: 92; O. Murray ?1993: 87. For the proverbial use of the
expressnon as gardens of Adonis see J. Reed ibid.: 324-5.

> M. Alexiou op.cit.n122: 55-60 grouped Adonis along with Linus, Hyacinthus, Lityerses, Bormus

and Mariandynus as far as public lamentation was concerned. For Adonis’ lamentation specifically
by women see L. Deubner 1932: 220 and Arist.Lys.389-96; also see R.S. Kraemer 1992: 30-5.
L Penglase op.cit.n113: 179; Adonis’ birth from a tree had its parallel to the story of Dumuzi,
who celebrated an annual resurrection symbolised in the vegetation cycle. Hence, Adonis would be
also expected to rise. The story came from later Apollod.3.183-5 and an influence from the cult of
Osiris was suspected (Plut.Dio52.372c). However, the rites of Osiris as described by
Firm.Mat.Err.prof.rel.2.3 have similarities with the cult of Adonis as featured by Sappho fr.140
(especially the beating of the breasts). Furthermore, dying fertmty deities such as Persephone
clearly celebrated in antiquity a resurrection; see E. Neumann ?1963: 308-314. Adonis remained in
the netherworld for one third of the year like Persephone. Even if later influences should be
assumed Adonis was clearly expected to rise like his eastern forebears.

* See Ezekiel, 8:14-5. For the parallels of the Dumuzi tale in the Old Testament see W. Beyerlin
1975: 80, 88 and 160. Also see D.M. Halperin op.cit.n6: 99-100 about the nature of shepherd kings
who seem to have been a kind of mediators between mortals and gods and their Old Testament
survivals; cf. B. Alster 1972: 14 who saw Dumuzi as a mediator between nature and culture and
compare with the role of Enkidu in the epic of Gilgamesh.

> W. Burkert op.cit.n104: 192n3; also W. Atallah 1966: 310-18; W. Berg op.cit.n48: 18: “For at

least three millennia Tammuz was mourned annually. One of his Semitic epithets, Adon, became
his name among the Greeks”; cf. M.L. West op.cit.n143: 57, 448.
% TG Rosenmeyer op.cit. n6 121 argued that in the fifth Eclogue of Vergil the joy that the
audience would derive from the song was more substantial than any feelings of sadness the
mourning of Daphnis would instigate to them. D.M. Halperin op.cit.n6: 164 applied the same notion
to the first idyll.

110




Pseudo-Moschus, in his lament for the death of Bion, fashioned after the latter’s
lament for Adonis, insisted in fancifully presenting the bucolic poet as an actual
cowherd such as Daphnis. He even addressed the dead poet as “é povto” in the

way Priapus addressed Daphnis'®®

. In addition, he described the poet’s flocks as
weeping for their master’s loss (23-4):

“peo &' €oTV oV, Kol ol Béeg ol TOTL Taipotg

TACCOUEVOL YOROVTL KO OUK £0EA0VTL VELETOO”.
It seems that the above description could be compared with the verses of
Theocritus referring to the mourning of the flocks for Daphnis’ death, especially
since Bion did not mention in his poem any animals at all. The possibility that
Moschus was drawing on Theocritus’ depiction of Adonis as well as on Bion, is
stressed by the fact that Moschus addressed Bion as ‘thrice-beloved man’ (v.51)

echoing Theocritus’ address to the thrice-loved Adonis in Idyll fifteen (v.86):'%°

“or0tdg 8 g BomTOg T GPYLPENC KOTAKELTON
KALGU®, TPATOV LOVAOV GO KPOTAO®YV KOTOREAAMY,
0 TpLpiANTOC "Adwvic, 6 KNV T AxépovTt ptAndeic”.

Moreover, Bion offered in his verses an interesting treatment of Aphrodite
who free from her divine grandeur, was depicted as mourning the tragic fate of her
dying lover with all the pain and despair of any mortal woman. In her grief she
would wander distraught in every slope and glade calling his name (19-24)170:
“ad T Adpodita
AVGOUEV O TAOKOULIOOG GVE SPLUMS GAGANTOL
nevOOAE o VIITTAEKTOG GG VOOAOG: il 68 BaTot viv

Epyoudévoy Keipovtt Ko iepov aiua dpénovton-

L See, Bion, The lament for Adonis, v. 32-5, cf. Moschus, The lament for Bion, 11.1-10. In 11.93-97

Moschus claimed that he continued the bucolic tradition. However, D.M. Halperin ibid.: 17, argued
that he infused literary conventions of the funeral elegy with pastoral colour.

"% Mosch.65; cf. Theocr.86. D.M. Halperin ibid.: 253: “The oppositional relation of bucolic to heroic
epos is most fully elaborated by the author of the Lament for Bion. The title character and subject of
the lament is clearly identified as a bucolic poet. He is urged to sing his odes to Persephone in
language denoting their bucolic status (v.120) and is called a boukolos (v. 2 and 65). His
song....purports to belong to the same Sicilian tradition which produced the bucolic song of Thyrsis
and the Idylls of Theocritus”.

199 Cf. Bion v. 58 : ‘viokeic & tputdonte’. Three was regarded as a magic number and its multiplies
have been employed by Theocritus in the structure of Simaetha’s incantation (Id.2; see A.S.F. Gow
OP.cit.nM on Theocr.2.17-63) as well as by Vergil in Ecl.8 (64-109; W. Clausen 1994: 237).

"% Ovid rendered Aphrodite’s mourning for Adonis in very similar terms with the fr.140 of Sappho;
cf. ch2, a clue, which indicates the antiquity of the motif in literature as well as in religious practice.
Also compare the reaction of Gilgamesh at the death of Enkidu whose similarities with Achilles’
lament for the death of Patroclus M.L. West op.cit.n143: 340-2 has already pointed out: “he was
tearing out and scattering (his) curlly lo]cks,/ he was ripping off and discarding (his) finery [as if it
were] taboo”. Also see the discussion below regarding the Song of Songs.
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0D 88 kwKioLGo S dyKed LoKP & GOPETTOL
"Acciplov Bodmoo OOV KOl Toido KOAEDGH .
Bion apparently acknowledged Adonis’ eastern origin since he described him as
the ‘Assyrian husband’ of Aphrodite, an expression that probably referred to the
famous festival of the civic Adonia at Byblos, where a Phoenician dying and
reviving god was worshipped in the temple of his divine lover'”". The couple had
long been identified with Aphrodite and Adonis. Even her favourite island
sympathised with the goddess by echoing in every corner of its small land the
dirge for Adonis (35-6):
e & o Kvbrjpo
TOVTOG GVE KVOU®WG, AVE TRV VATOG OLKTPOV deldet”.

It would not be irrational to compare both of these scenes to Theocritus’ depiction
of the unnamed beloved of Daphnis who according to Priapus was looking for him
in every fount and glade (82-5)'"%
...... & 8¢ TV KOpoL
TAGOC AVE KPAVAC, TAVT GAGEN TOGOL OOPELTOL—.....—
Catelo’".

The same notion of a lover, divine or not, wandering in the wilds in search of
a dying hero, apparently lies behind the two scenes, although Theocritus included
it in the mourning of Daphnis, while Bion used it to refer to Adonis’ death'”>.
Hence, as far as their literary treatment is concerned, Daphnis and Adonis seem to
share some of their bucolic features: their death had a similar impact on nature,
while their mistresses reacted in the same way at the news of their tragic doom. It
should be noticed that Bion’s description included many more details, which could
perhaps be attributed to his own initiative. However, based on Moschus’ close

imitation of Bion as well as on the general rules of acknowledging literary patterns

"1 For the Assyrian influence that the Greeks accepted as far the myth and cult of Aphrodite is

concerned attested by both Paus.1.14.7 and Hdt.1.105; 1.131 see C. Penglase op.cit.n113: 161-3.
In addition, notice his remark in 163-4: “they would never be able to demonstrate a completely
Indo-European origin, because Aphrodite does have aspects which only Semitic derivation can
properly explain”. However, Penglase immediately added that arguments have often been often too
speculative. Theocritus was apparently aware of the fame Assyria enjoyed as the native place of
magic: A.S.F. Gow op.cit.n14: 62.

172 Ap.Rhodius (4.445-47) wrote: “Syéti’ "Epog, Héyo miue., HEYO GTUY0C GvOpGTOIGLY, /EK GEOEY 0VASHEVOT T/ #pi—
Sec oTOVOY oL TE YOOL TE, GAYEQ T GAA" €Ml TOICLV AMETPOVEL TETPIXUOLY”.

"3 1t should be noticed that Gilgamesh, with whom Daphnis has been already compared, was also
described as wandering to the ends of earth inconsolable for the death of his friend Enkidu. This
indication which could possibly point out to an oriental origin of the “wander in distraught” motif was
also recognised in the adventures of Heracles and Achilles (see below). In addition, M.L. West
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in antiquity, it should rather be suspected that all three poets had in mind another
common literary source(s) which each rendered according to his personal taste. As
mentioned, the cult of Adonis was derived from the cultures of the Near East and
there should be no doubt that bucolic writers were familiar with the cult of Adonis,
which they explicitly celebrated in their poetry. Moreover, it might be suspected
that perhaps they even had access to the Near Eastern literary sources, which
described similar cults.

These cults have numerous Near Eastern parallels which Theocritus might
have been aware of'’*. The poet was definitely aware of literary traditions and
commonplace motifs of erotic poetry as the description of a Cup in his first Idyll
could verify. Theocritus was often accused of inserting in his work this
disproportionate description in comparison with Thyrsis’ song about the death of

175

Daphnis However, it might be suggested that Theocritus employed this

description as a literary manifesto of his models. Hence, the images carved on the

rustic Cup might offer clues about the tradition of Daphnis'’®

. In particular it could
be assumed that the three images of the Cup could allude to the circumstances of

Daphnis’ death'’”’. Furthermore, our attention will focus on the origins of the motifs

op.cit.n143: 337 suggested that Achilles’ reaction to the death of Patroclus should be understood
as excessive grief, which left the hero distraught in mind.

' Eastern goddesses like Cybele who would have power over life and death are often
accompanied by lions and this should not be considered as a sign of Hellenisation since several
figures dated in the Mycenaean period (L. Goodison 1989: 81) show a female figure among lions
exactly as “révixonpav’; see chl: 38-40 (esp.39) and 45. A Cretan statuette which represents a
woman with a lion head recalls the Egyptian story about the savage lioness Tefnet who was
transformed into a benevolent goddess. Theocritus seems to elaborate on this idea by arguing that
a lioness must have been the mother of Eros; moreover, in epigram 22, Theocritus describes
Heracles with the epithet “reovrondyoc” which is attached to Acheron by Julius Africanus (A.S.F. Gow
ojp.cit.n14: 546).

L Daphnis dies because of a woman. In Appendix Il Theocritus’ affiliation with Hesiod’s view on
women is argued; Pandora was clearly held responsible for all the smashing blows that humanity
had to suffer and which are identified with basic features of human nature such as old age and the
necessity of death. Hesiod wrote (Op.90-5): “Ipiv pév yap Ldeckov £mi x80Vi GOA’ VvOpOTOV /VEGhv dtep Te
KUKOV KO &TEP YOAETO10 TEVOL0 / VOUsmY T' &pyokémy, of T avipdot Knpog ESmKow. /[aiyo yip év Kaxdm Tt BPoTol Ko—
TMPAGKOVGIV]. /&AL YOVT) XE(pEGGL TIOOL HEYH TR GdENODON /ETKEST’, AvOPGTOIGL &' £icoTo Kijdeo Avypd”.  See
Agpendix Il

5 DM, Halperin op.cit.n6: 163-4: “whether the relation of cup to song is interpreted as one of
parallelism, expansion or contrast, there can be no doubt that Theocritus intended each artefact to
be set against the other as complementary illustrations of the bucolic ‘genre™. First of all the Cup is
offered in exchange for the song. Hence, they should be considered of equal value. Second they
are both rustic artefacts. Third both the cup and the song are ‘sweet’ and ‘pleasant’. (cf. Verses 27
and 149 with verses 65 and 145 respectively). Finally, they should be both understood as artistic
‘performances’.

""7°J. Van Sickle op.cit.n14 (1976): 19 also quoted by D.M. Halperin 1983: 161: “poetic practice in
Alexandria is itself designed to show the literary interests of the writer. Alexandrian poetry, made by
poets conscious of their crafts and its traditions, acts as a form of criticism, offering judgements
implicit but intelligible to careful readers. Thus even without critical writing from Theocritus, we
should be able to reconstruct his literary ideas”.
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used in the description of the third image on the Cup. As argued in the previous
chapter, it seems that well-known literary motifs were often derived from the Near
East.

Three Images on a Cup: Image llI

In the third image carved on the Cup Theocritus described a vineyard, a symbol of
merry time but also a reminder of the joys that death will snatch away from

mortals'”®

. In his description of the Cup, the anonymous goatherd seems to have
prepared the audience efficiently for the dirge that Thyrsis was expected to take
up'’®. The first image introduced a sense of erotic danger, analogous perhaps of
the erotic trap lurking for Daphnis in the traditional version of the myth, while the
second image alluded to the location where Daphnis died (on the banks of river
Anapos) '®. Based on the beliefs that associated the water element with the return
of valuable objects or divinities (see Appendix Ill), it might be argued that a notion
of regeneration was implicated in the tradition that reported Daphnis as dying in a
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river . Furthermore, the association of Daphnis and his tale with the tradition of

eastern deities like Adonis, Osiris and Tammuz has been often implied along with

L According to Heracleitus (fr.15DK) Dionysus and Hades are identified with each other. lophon

(TGrF 22 F 3) recorded the god’s descent to the Underworld in order to save Semele (or Aeschylus
according to Aristoph.Ran.). Dionysian imagery was very common in both Greek and Roman
funerary art; W. Burkert 1993: 259-75; S.G. Cole 1993: 276-95. The god was especially associated
with Heracles and vineyard scenes were detected on both descriptions of the epic Shields (see
below).

wa Dionysus was also believed to have established rites, which secured to the initiates a better lot
after death. Two of the so-called Orphic tablets refer to a ritual rebirth under the aegis of Dionysus
and to wine drinking in the after-life. W. Berg op.cit.n213: 13-4 has recognised that Vergil treated
Daphnis in Ec.5.29-31 [*Daphnis thiasos inducere Bacchi’] as ‘preceptor of the Dionysian worship’ and
compared Daphnis with Adonis, Osiris and the Thracian Dionysus; Berg suggested that Vergil must
have had in front of him the verses of Damagetus’ referring to Orpheus as the first hierophant of
Dionysus (A.P.7.9.5-6 quoted in the following chapter); cf. The celebration of the vintage at Lesbos
on the estate of Dionysophanes in Longus’ novel; also 1.16 where Daphnis said: “| am beardless
and so is Dionysus”.

. Anapos was mentioned along with Acis again at Ov.Fast.4.468. According to Ovid’s version the
river Acis sprang from the blood of Acis, son of Faunus and rival of Polyphemus for the hand of
Galatea. Acis that was famous for the coldness of its waters (Solin.5.17) flows into the sea; A.S.F.
Gow op.cit.n14: 18 (ad 69).

" As underlined, the riverbank or the seashore situated between land and water functioned as a
bridge between two antithetical elements and two diverse worlds. As such, it was regarded as
borderline where divine epiphanies would often occur and therefore, it should not be surprising that
Daphnis received three divine visitors. It might be argued that the location of his death reflected
perfectly the substance of Daphnis as a shepherd. A shepherd or herdsman would have to roam
the mountains as part of his duty and therefore, spend his time on the border between civilisation
and the wild. Paris met the three goddesses while tending his sheep on Ida (Eur.lph.Aul.573-86)
and so was Anchises when he met Aphrodite (Hom.h.Ven.5.76-80; cf. ibid.: 54-5). D.M. Halperin
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the suggestion that Greek material dated even from the Homeric times had been
filtered by eastern religious ideas'®?. The third scene seems to exhibit soundly the
possibility that Theocritus and his contemporaries were aware not only of the
classical literary material they would devoutly study, but of the religious practices
still performed in their days and their origins'®. This scene seems to have had
numerous similarities with the Song of Solomon'®*, a Jewish poem included in the
Old Testament'®. The tradition in which this poem was included would go as back
as Babylonian narrative literature’™®. The poem which had an unusual and

profound erotic character compared to the other poems of the Hebrew literature'®’

op.cit.n6: 96 noted that Euripides specifically addressed Paris as boukolos. The notion is dated as
far back as the Babylonian literature; W. Berg op.cit.n48: 16; J.N. Postgate 1975: 1-21.

’ Near Eastern religious ideas had possibly influenced the Greek as well as the Hebrew literature,
although it has been proved extremely difficult to argue on specific linguistic or notional loans. It
would not be exaggerated to admit that the influence of Mesopotamian ideas was so pervasive that
it had been assimilated by neighbouring civilisations to the level of a common cultural background;
T. Jacobsen 1976: 152; G. Anderson op.cit.n144. Furthermore, archaeological evidence seem to
confirm interaction between the Israelites and the Near Eastern cultures; the Nuzu tablets suggest
that some of the stones in Genesis reflect the laws and customs of Mesopotamian society about the
middle of the 2" Millennium e. g. Gen.31:19. Cultic representations of the Eastern fertility deities
seem to have been adopted by the Patriarchs: the sacred Pillar (Gen.28:18 to 33:20), the sacred
tree (Gen.12:6, 13:18, 14:13, 21:33); the sacred Spring (Gen.16:14) etc.

*D.M. Halperin op.cit.n6: 117: “.it is inconceivable that Callimachus, a native of Cyrene in Libya,
where local pastoral festivals were still taking place more than six hundred years later..could be

norant of such long-lived traditions reflected both in peasant culture and in art”.
1 * M.L. West op.cit.n143: 95: “this is in fact a collection of two dozen or more disconnected love
and wedding songs. In its present form it probably dates from the 3" cBC, but many of the songs
may be a good deal older”. The Song was included in the in the canon of ‘Writings’ possibly
because it was regarded as an allegory of Yahweh'’s love towards Israel. For pastoral and the Song
of Songs as an early specimen of pastoral see D.M. Halperin ibid.: 22, 116.

® The first opposition to this approach could be that the Old Testament initially included the
national literature of the Jews and hence, it would not include a new song, which had been
influenced by the Greeks. This view is part of a long-established tradition according to which the
Greeks had exercised undoubted influence on other cultures and were rarely influenced by them.
However, the fact that the Song of Solomon is contemporary with Theocritus as well as the
presence of a big Jewish community in Egypt of those days would rather encourage a Semitic
influence over the Greeks than the other way round. After all, Adonis’ name is of Semitic origin;
therefore it would be very difficult to explain how the Jews would have adopted from the Greeks the
cult of a hero with a Jewish name. Likewise it has been found that divine titles found in the
patriarchal stories were likely to have been derived from Ras Shamra texts: El-Elyon[God most
High] - Gen.14:18-20; El-Shaddai [God Almighty] - Gen.17:1 , 28:3 , 35:11; EI-Roi [God of Seeing] -
Gen.16:13; EI-Olam [Everlasting God] - Gen.21:33; El-Bethel [God of Bethel] - Gen.31:13. The
ewdence suggests interaction between the eastern cultures on linguistic and cultic level:

*T.G. Rosenmeyer op.cit.n6: 31-2 (also n4 quoting S. Stewart 1966, The Enclosed Garden,
Madison): “The Orientalising theory is very old. In Boccacio’'s Genealogia (Bk 14), the argument for
the priority of the Greeks in poetry appears to be directed against a rival theory. Voices are still
heard to claim that the Song of Songs is the prototype of the pastoral and that it was the source
from which the Greeks derived their bucolic poetry”.

" The analysis following was designed as an exploration of the tradition which both the Song of
Solomon and Theocritus’ poetry possibly share. The similarities pointed out between the Hebrew
tradition and the Greek pastoral poetry are only indicative of the motifs with a pastoral hue that
seem to have been known and treated in that part of the ancient world. The arguments that will be
employed form a step further to the realisation of a more concrete Near Eastern background for the
works of Greek and Latin poets.




was dated in the third at the latest century BC and hence, it was contemporary with
Theocritus and his work, if not a bit earlier. The poem was an explicit account of
the love that a rather rustic maiden and the king felt for each other. Furthermore, it
appears that Theocritus was not the only poet who affiliated his work with this kind
of literature; other Bucolic poets of the Hellenistic period employed in their poetry
certain patterns derived from the eastern literary tradition. A comparison of the
Hellenistic bucolic poetry with the Song of Solomon could confirm the identification
of Adonis with Daphnis, repeatedly mentioned in this chapter, and it could point -if
not to the origins of the bucolic, at least to the technique with which Hellenistic
poets treated pre- existent literary material.

The motif of a maiden running in the wild, also employed in the first Idyll,
was already discussed in association with love and particularly with the nature of
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Daphnis' death ™. In the Song of Solomon, which plausibly belonged to the same

tradition as the tale of Daphnis, a maiden was also depicted as looking for her
lover'®. The lines are cited below (3):

“Upon my bed at night

| sought him whom my soul loves;

| sought him but found him not;

| called him, but he gave no answer.

| will rise now and go about the city,

In the streets and in the squares;

I will seek him whom my soul loves”.

Similarly to the girl’s intention to leave her bed and go in search for her lover',

Bion began his poem about the death of Adonis with an address to Aphrodite to

"% It has been argued that Daphnis may have died symbolically based on the employment of the

motif in passage rites discussed in the previous chapter (cf. n289). It is not accidental that herding
was a task for young men before they had reached the age for marriage: 0d.22.20-1, 14.64; [cf. the
age of the young boy featured on the third image of the Cup. The notion was also recorded on the
Shield of Achilles 11.18.587-9]. In addition, the cult of Dionysus, particularly worshipped by women
like Adonis, was widely associated with groups of females roaming the wilderness (Maenads,
Bacchae: J.N. Bremmer 1984: 267-86; R. Osborne 1997: 187-212. Dionysus’ substance as a
fertility deity who had experienced death and rebirth according to the Orphics (see ch4) could
create an insightful parallel as to Theocritus’ perception of Daphnis.

189w, Berg op.cit.n48: 19 and D.M. Halperin op.cit.n6: 96 noted that Anchises was approached by
Aphrodite when left alone to wander in the mountains (Hom.h.Ven.5.76-80): “but he alone apart
from the others, left to the stables, was wandering here and there, playing his resonant lyre”. For
shepherds and their important role in the religious life of the ‘polis’, attested from a very early period
all the way until the figure of the Dionysian hierophant see W. Berg ibid.: 15-22 and the relevant
discussion in ch4. The shepherd was regarded as a mediator between the gods and the cities.

"% The maiden employed the city as a possible distraction from the totally pastoral environment in
which the two youths enjoyed their love, a motif also discussed in relation with the first image on
the Cup. There the deceptive urban environment was reflected on the frivolous ways of the woman
and her elegant and careful clothing. Theocritus cast particularly light on the pep/os with which the
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raise from her bed (3-4). In the Song the girl complained that she could not find her
beloved whose loss was disquieting her sleep. When she managed to listen to his
voice, his call was urging her to rise (2.10): “arise, my love, my fair one, and come
away”. In the same manner Bion urged the goddess of Cyprus to wake up to her
misery, the loss of Adonis'®':

“‘INKETL TopdLPEOLS EVI hdpeat Kimpt kEBevde:

€ypeo detholo, KLOVOGTOAL ...".
It should be noticed that the maiden employed the motif of the contrast between
the country and the city extensively discussed above in association with the first
image on the Cup of Theocritus. The motif seems to have been essentially old and
even implied in the Babylonian epic of Gilgamesh'®?. This contrast could be only
assumed in the poetry of Bion who underlined the fact that tender Aphrodite was
running through the wilderness: “unxét’ évi Spupoict tov avépa wipeo Kimpt” (68). Yet
Theocritus’ Idyll fifteen had already attested that the festival had a clearly civic
character during the Hellenistic years. In addition, later in the poem the young
Jewess specified that although she was looking for her beloved in the streets of
the city, she was thought of as running in the wilderness; when the king spoke he

requested his bride to join him from Lebanon (4.8): “come with me from Lebanon my

woman was veiled, while the girl in the Song of Solomon loudly asked (1.7) “why should | be like
the one who is veiled /beside the flocks of your companion?”. (yet cf. 4.1 probably on a wedlock
setting similar to the notion of sacred marriage: “your eyes are doves /behind your veil”). Generally,
Near Eastern cultures showed a confidence in the value of life in cities, apart from the ancient
Israelites; see D.M. Halperin ibid.: 91. Also cf. Longus 1.16 where Daphnis referred to the
blemishes of his rival Dorcon: “and [he is] white, like a woman from the city”. In addition, Daphnis
underlined the fact that he was dark like the hyacinth, while the girl was proud of being ‘black and
beautiful’ (1.5) because the sun has gazed on her.

T The possibility that the Song belonged to the same fertility frame like the union of Aphrodite with
Adonis is implied in the words of the king towards the girl (2.11-13): “[arise, my love] for now the
winter is past, the rain is over and gone. The flowers appear on earth; the time of singing has come,
and the voice of the turtledove is heard in our land. The fig tree puts forth its figs, and the vines are
in blossom”; cf. Longus’ book 3 where a harsh winter separated Daphnis and Chloe; B.D.
MacQueen op.cit.n89: 64-5: “winter must come, then, so that they may learn how love survives
death. As winter is the season of death, so spring is the promise and fulfiiment of resurgent
life..both winter and spring bring their own discomforts to the lovers: winter separates them,
confining them indoors, while spring subjects them to newly regenerated passions they still do not
know how to assuage”.

92 D .M. Halperin op.cit.n6: 89-97 and W. Berg op.cit.n48; In the Epic of Gilgamesh Enkidu posed
as the ‘noble savage’ who was introduced to civilisation as well as mortality through female sexual
experience. His relation with the prostitute disassociated him from nature and the animals and
already subjected him to a first ‘spiritual’ death: “for six days and seven nights Enkidu comes forth,
mating with the lass. After he had had his fill of her charms, he set his face toward his wild beasts.
On seeing him the gazelles ran off, the wild beasts of the steppe drew away from his body. Startled
was Enkidu as his body became taut, his knees were motionless-for his wild beasts had gone”. The
narration entailed both the idea of sex as pollution (Hippolytus) as well as the notion of feebleness
caused by love (Daphnis). However, it was stated than in exchange Enkidu gained wisdom (see
n297).
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bride; /come with me from Lebanon. /depart from the peak of Amana, /from the peak of Senir and

Hermon, /from the dens of lions, /from the mountains of leopards’ . The mutual erotic
passion that the girl shared with her king made possible a comparison of the
couple with the celebrated love of Aphrodite for Adonis. Furthermore, a second
parallel could be sustained between the love that the maiden announced in purely
bucolic terms towards her beloved in the Hebrew text and the obvious yearning of
Daphnis’ mortal mistress for the dying hero'®*.

In the Old Testament Song the anonymous poet mentioned that for an
unspecified reason the king'®® had to leave suddenly'®. The girl who was left
behind to await his return used to imagine him coming back to her but her illusions
would only make her desperation even deeper'?’. Like Aphrodite who ran unkempt

and unslippered in the woods, the girl was presented as defying every obstacle to

' The association of mountain peaks with the fertility goddesses and the notion of the sacred

marriage as in the case of Aphrodite and Anchises on Mount Ida have already been treated above;
cf. Theoc.Id.3. 15-6: “viv #wav tov “Epota: Bopdc Bedc: 1) po heaivog /uolov é0dalev, Spuud Té viv étpade pdmp”.
cf. C. Segal 1992: 67-71 commenting on the baring of breasts in the representations of fertility
goddesses and the beating of breasts in the mourning ceremonies of Adonis. Although, nothing is
said about the beating of breasts in the Song of Solomon, the description of the maiden clearly
intended to an effect of abundance (7.1-5): “..your navel is a rounded bowl that never lacks mixed
wine. Your belly is a heap of wheat, encircled with lilies. Your two breasts are like two fawns, twins
of a gazelle”.
DM, Halperin op.cit.n6: 101 and S.N. Kramer 1963a: 51, 183, 207; In the Sumerian poetry there
were hymns for the shepherdship of Inanna in which Dumuzi was addressed as a king, although it
is still debatable if the invocation was due to his role as a shepherd, a husband of Inanna or as a
od.
* For a king and the duty of shepherd in the Old Testament see Sam.16.1-13: Samuel anointed
king one of the sons of Jesse, him who was a shepherd; D.M. Halperin ibid.: 96-7, argued that
kingship was regarded as a “corrupt urban institution” that could be purified if the king was derived
from a rural environment. In addition, although it is still doubted whether Dumuzi was originally a
historical figure (and later deified) or a god (later given political authority), he was frequently
addressed in the Sumerian tradition as ‘king’; D.M. Halperin ibid.: 99-101. He was mentioned as the
5" ante-diluvian king of Sumer who reigned for 36 thousand years. Elsewhere he was recorded as
the king of Uruk, the sacred city of Inanna (notice that there he was a fisherman). The notion of a
king as a shepherd of people was widespread in the East and Homer had applied it to Agamemnon.
In the Sumerian hymn to Enlil, the god was addresses as a shepherd; it seems that in the hymn the
names my king, my shepherd and my god have been identified with each other.
L Perhaps due to a war (v.3.7-9): “Look, it is litter of Solomon! /around it are sixty mighty men of
Israel /of the mighty men of Israel, /all equipped with swords /and expert in war, /each with his
sword at his thigh /because of alarms by night”. Hence, even in the Old Testament pastoral duties
and war could be combined.
= Song of Sol.5.2: “My soul failed me when he spoke. /I sought him but did not found him; /I called
him but he gave no answer”. Compare the silence of the maiden’s beloved with the silence of
Daphnis to the questions of his visitors as a motif that seems to reappear in fertility laments. The
idea was also commented in the Epic of Gilgamesh (Sandars 92): “O my young brother Enkidu, my
dearest friend, what is this sleep which holds you now? You are lost in the dark and cannot hear

me".
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the call of her beloved. She did not hid about her ornaments and paid no attention

to her hair, her clothes or her naked feet'%:

“.for my head is wet with dew,

my locks with the drops of the night.
I had put off my garment;

How could | put it on again?

| had bathed my feet;

How could | soil them?”

The young girl, who was characterised by the other maidens in the city as the

“fairest among women”'%

, celebrated her passion for her lover, whom she
compared to a king -obviously, king Solomon. She would exchange pathetic
compliments with her lover whose beauty was incomparable and the dialogue was
varied by the girl's addresses to the maidens of the city and their replies®®.
Although the maiden repeatedly stated her failure to find her beloved, there were
points in the poem where a reunion with the beloved was exulted and even plead
by the ‘chorus’ that escorted her (6.13): “Return, return, o Shulamite!/ return,
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return, that we may look upon you™"". It is remarkable that every expression of

affection was rendered in totally bucolic terms, while the lover was clearly said to

8 ¢f. Bion “Avcopéve mokopuisec” (20) about Aphrodite as well as his references to the

goddess’slippers (‘toavdaroc” 21); the Song has a negative structure: how could | soil my feet? [l
could not, nevertheless | did], would be the implied answer. Also notice the use of the verb
“ardanton” wander (cf. ch2). Theoc.15.132-7: “a@bev &' dupec viv dpo 3pdow aOpdon ££m /0icedpeg TOTL KUHOT

ET GLGVL TTUOVTOL, /AVCHGO 88 KOUOY KOA €Tl GOUPE KGATOV GVEICOL /GTHOEGT YOIVOUEVOLS AMYVPES &PEEUHED’ Go1daC. £p—
meig, @ oA’ TASwvy, ko £vOdde knig T Axépovia, og davi, povatarog; cf. Cyril of Alexandria: ‘While Aphrodite
wept Adonis’ death, a choir moaned and lamented over her. When she came up from hell and said
she had found him she sought, they rejoiced with her and began to dance. This scene has been
%Iéayed up to our days in the temples of Alexandria’.

“7 Song of Sol.6.2; Aphrodite’s supremacy in beauty among the other Olympian goddesses was
also confirmed by the aforementioned judgement of Paris on the mountain of Ide. In addition,
Helen, her most famous protégé was also renown as the fairest among mortals. Sappho recorded it
in poem 16 (Campbell) cited here: “rdlyyv & edpopec oivetov méncon Tdvit To]oT’, & yap T TepOKEDOITH
/KAAROG avOpdmv " EAEva [To]v dvdpa/ Tov [ravdpliotov/ KoAA[imoto’ €Ba ‘¢ Tpoiay mAéo oo /Kmud[e ma]idog 008 Gi—
rov To[k]jov/ tdfurav] éuvdodn, ke nopdyoy’ abtav/ Joayv”. Notice that love was held responsible for
leading Helen astray in mind, but also geographically (hence, the motif of wandering in the sea this
time could be also implied here).
% Aelian 10.18: ‘he [Daphnis] was good-looking and young and growing his first beard..”. Cf.
Longus 1.13 where Chloe specifically described Daphnis as “xeréc’, an epithet also attributed to
Adonis by Bion (1): “andreto xorog “Adwvic”. Achilles’ beauty and his comparison to Daphnis is
commented in Appendix |; also see Hymn.Ven.77 where Anchises was told to have had his beauty
‘from the gods’; cf. The beauty of the naked Daphnis (1.24) and Chloe (1.32) in the novel of
Longus.
01 or, Song of Sol.3.4 where the maiden admitted that she found her beloved right after she had
met the sentinels of the walls: “scarcely had | passed them, /when | found him whom my soul
loves'. Also in 2.8 the beloved was described as arriving from over the mountains: ‘the voice of my
beloved! /look, he comes, /leaping upon the mountains, /bounding over the hills”.
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carry out pastoral duties?®?. Amazingly, the girl began her erotic confession with an
enigmatic reference to a vineyard:

“‘my mother’s sons were angry with me;
they made me keeper of the vineyards,
but my own vineyard | have not kept!

tell me, you whom my soul loves,

where you pasture your flock,

where you make it lie down at noon;

for why should | be like one who is veiled

besides the flocks of your companions?”

It might be suggested that the image of the vineyard was employed metaphorically
to signify the erotic disposition of the young Jewess who sounded rather lovelorn
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and delinquent®". In a playful mood the girl addressed in particular the foxes that

coveted the blooming vineyards (2. 15):

“Catch us little foxes, the little foxes that ruin the vineyards-

For our vineyards are in blossom”.
It might be argued that this description was of the same hue with the third image
elaborated on the Cup that was promised as a reward to Thyrsis. Theocritus
clarified that the young boy had been allotted to guard a vineyard although he, like
the enamoured girl, was apparently unwilling to carry out his duties®®. This clue
could emphasise the possibility that the images depicted on the Cup of Theocritus
allude to the tradition of Daphnis. In addition, the multiple directions of influence
that probably constructed the tradition around Daphnis are best displayed in the
third image carved on the Cup Theocritus who rendered Homeric flair to the scene.

Taking as a starting-point the central role that the description of the Cup had in the

SR Song of Sol.1.8: “if you do not know /..follow the tracks of the flock, /and pasture your kids

/beside the shepherd’s tents’. Also 4.2-3 (idem.6.5-6): ‘your hair is like a flock of goats, /moving
down the slopes of Gilead. /your teeth are like a flock of shorn ewes /that have come up from the
washing...”.

% The girl specifically referred to the noontime of siesta as a typical feature of the pastoral daily
routine, a motif also traced in the poem of Theocritus. The sacredness of that time of the day has
been commented above.

o p Alpers op.cit.n41: 23: “if the boy’s situation and activity represent those of the shepherds
within the poem, and if the plaiting in which he is absorbed represents the art of the cup itself, then
it does not seem far-fetched to take the boy’s pleasure and activity as representative of the pastoral
art of Theocritus himself’. Alpers argued that Theocritus played with the audience’s awareness of
his artistic revamp of Homeric material in the fashioning of the Cup; in addition, he also employed
the image of akris, a generic name which included the cicada, Callimachus’ symbol of his own
poetic skill. Cf. C. Segal op.cit.n28: 27 who also argued that the grasshopper was a “palpable
symbol of poetry” and D.M. Halperin op.cit.n6: 181 who held that the boy symbolised the
Alexandrian “standards of artistic modesty”. S.F. Walker op.cit.n41: 36 referred to the boy as an
allusion to “free artistic creativity”. Finally, T.G. Rosenmeyer op.cit.n6: 55 suggested that Theocritus
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first Idyll, a correlation with the accounts of the Shields of Achilles and of Heracles
had been assumed at least as far as the structure of the ecphirasis was concerned.
Furthermore, several qualities, adduced in the heroic reputation of Heracles and
Achilles, seem to create analogues with the tradition of Daphnis. It seems that the
vineyard carved in the third image of the Cup bore explicitly the evidence of the
Homeric coating that covers Theocritus’ poetry?®. As mentioned, the boy had been
allotted to guard the vineyard; nevertheless, the youngster seemed more
interested in plaiting a cricket-cage, although already two foxes coveted both his
wallet and the grapes?®®

“TEPKVOIGT OTOOVAOIGT KOAOV BERpLOey dAmd,

TGV OALYOS TIC KWPOC €0 HLOCLOIGT GLAECOEL

NUEVOC: AL O Vv 81U dAWTEKES, & HEV &V’ EpymC

do1tn cLvouévo Ty TPOEILOY, & & €ml Tipa

TavVToL SO0V TEUX OG0 TO TOLSTOV OV TPV GV GELY

QOTL TPV 1) AKpATIoTOV ETL ENpoict KabilT).

avTap Oy avhepikolol KoAdy TAEKEL GkpLdoOpoLy

GY0IvVe £00PUOGIMY: LELETON OF 01 OVTE TL TP O

00Te GUTWV TOCGNVOV GO0V TEPT TAEYLLOLTL YOOEL”.
A vineyard scene was wrought on both the Shield of Heracles and that of Achilles
and the repetition of the motif could confirm the association of all three texts with
fertility and ideas about fertility that originate in the Near East?’’. This realisation

would comply with several recent voices arguing that Greek epic was heavily

channelled his perplexed experience in an antithetical mode, through the paradigmatic
inexperience of the young boy.

% See T.G. Rosenmeyer ibid.: Tibullus distinguishes between an agricultural scene filled with toil
(2.3.61) and the pre-agricultural primitivist utopia (2.3.68). In addition, he noted that the difference
between Hesiod and bucolic was exactly that the Hesiodic tradition prized difficulties and pain,
while it had little but suspicion for beauty and elegance. Cf. E.W. Leach 1964: 142-154, who related
the agricultural imagery of the Georgics with Ovid’'s ‘Ars Amatoria’. Also erotic and agricultural
|magery was combined in Sumerian sacred mamage texts (cited by Halperin op.cit.: 105).

® The scene was imitated by Longus (2-6 AD) 1.9: “' H uév avlepickoug averopévn modev ¢EeA000G0 Gkpldo—
017K £MAEKE KO TEPTL TOVTO TOVOUHEVT] TOV TOLUVIOV NUEANGEV, O 68 KOAGLOLG EKTEUMV AETTOVS KU TPTOOS TAC TV YOV~
TV SLOGLES, CAAIAOVS TE KNPG LOABOKD GUVOPTIHGOG, HEXPL VUKTOC cupilewy epeiéte” (Edmonds). Right after the
poet remarked that while the two lovers were mindless of their duties, Love found the chance to
contrive a plot against them. Longus definitely underlined the negligence of the youngsters soon to
be followed by mischief, while he also clarified that their misfortune was of erotic nature.

’ Both shields celebrated the gifts of Dionysus. Notice that wine was regarded as a mark of
civilisation and the knowledge of drinking wine was a sign of sophistication. R. Buxton op.cit.n203
(1994): 200 interpreted Polyphemus’ habit of drinking neat wine (0d.9.297) as stressing his lack of
civilisation. In addition, in the Epic of Gilgamesh the prostitute that initiated Enkidu to civilisation
taught him specifically how to drink wine.
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influenced by eastern traditions and even literary modes®*®. The scene Theocritus
created was rather peculiar: the young boy was depicted as preferring to plait
wreaths of asphodels than to carry out his duties. However, asphodels used to
have strong death connotations and Homer mentioned that Achilles after his death
was wandering in the asphodel meadows of Hades?”. Moreover, Theocritus
described the grapes as “rvpvaio’ (46), an epithet that gave ground to a long
dispute regarding the colour of the grapes. Gow suggested that the correct writing
should be “repxvaicr”, a conclusion he based on the epic examples since in both
Shields the grapes were described as having a dark colour
(‘ueravoi, perdvenoey’)? . However, it should also be noticed that both Homer and
Hesiod had also described their vineyards as golden, a meaning which the epithet
“rupvaiog” could convey. The epithet, which was of the same root with “ripvov’, a

short form of “rspwov”, used to describe the colour of the mature wheat?'

. Hence,
the possibility that Theocritus might have actually used the adjective “mvpvaioc”
instead of the suggested “repxvéc” cannot be disregarded. At the antipode of this
intimation lies the argument that the epithet “repxvic” was also connected with age

in the sense of maturity, while a third option could argued that Theocritus might
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See M.L. West op.cit.n143: chs 6 (276-333), 7 (334-401) and 8 (402-437); in his conclusion on
the influence of Homer from the Near Eastern traditions wrote (p.400): “we have seen that the lliad,
at least, is pervaded by themes and motifs of Near Eastern character. They are by no means
evenly distributed. They are predominantly associated with two particular strands in the poem’s
fabric: the divine comedy, and Achilles’ tragedy’(my emphasis). Also see p.437 for an account of
the Odyssey’s debt to the Epic of Gilgamesh. Also see W. Burkert 1987: 10-40; J. Griffin 1992: 189-
211 on Theocritus’ treatment of epic and eastern material.

%9 0d.11.471-540; Scholia on Ap.Rh.4.815; Apollod.Epit.5.5. Also see A.S.F. Gow op.cit.n14: 12
and 477. Also ibid.: 149 for ancient quotations confirming the anti-aphrodisiac properties of the
plant which was used at the Thesmophoria. The story of Aphrodite and Persephone disputing about
Adonis’ infantile beauty was already mentioned. Furthermore, in other versions, the young Adonis
who had just been reared to manhood was also claimed by the two goddesses: Ov.Met.10.119-28;
Ant.Lib.34.5; Serv.adVerg.Aen.5.72; Cyr.Alex.Comm. in 1s.2.3 (70.440 Migne); Tzetzes on
Lycoph.Alex.829. It might be assumed that the asphodels imply a deadly danger for the boy, who
like Adonis was destined to perish before maturity.

1 Theocritus’ expression seems to claim close proximity to the Homeric version: “ctaguicict korov
BERpoev arwd”; cf. 11.18.561: “cragurfict péya Bpibovcay drmiv/ koiiy xpuceinvy” and Hes.Scut.296: “épyoc yxpu-
ofoc’. Notice that in both cases the vines were described as golden. See A.S.F. Gow ibid.: 10.

" For “mipvov” see 0d.15.312 and 17.362. A similar adjective describing the same colour is “ruppsc”
(first attested in Cypria fr.16 Davies) which Theocritus used with some variation in his poetry in
order to describe the colour of the hair cf. Idylls 6.3, 8.3; Notice that Deucalion’s wife was also
called Pyrrha as was Achilles’ son. In addition, Pyrrha is the name by which Achilles himself was
known in Skyros while hiding among the daughters of king Lycomedes; the hero was famous for
dying young in the way Daphnis is wasting before his time. Also see A.S.F. Gow ibid.: 172 about
the description of the young Theseus as blond haired. Furthermore, R. Hunter op.cit.n122: 130-8
commented on the use of the epithet in 1d.15.130 for the description of Adonis’ lips, esp.137 for a
comparison between Ryrrhos/ Neoptolemos and Adonis. Also see Tib.2.8.31-2: “carior est auro iuvenis,
cui levia fulgent /ora nex amplexus aspera barba terit”. A.W. Bulloch 1973: 77 argued about Tibullus’ debt to
Theocritus.




have employed the adjective “ruppéc” as a mark of youth®'?. The poet specifically
mentioned that the boy was of a young age and thus, he would be expected to
avoid words with connotations of maturity. Furthermore, maybe the golden colour
of the grapes was not at all designed as a mark of ripeness; according to the
imagery of the Song of Solomon, a vineyard in full bloom could bear erotic
connotations, a motif, which seems to have been quite widespread. Perhaps then
the possibility that Theocritus wished to allude to the boy’s substance from an
erotic point of view, a notion sustained by the boy’s appointment as guardian of the
vineyard, should come to the foreground®'®. This explanation, of course, could
further create an analogue with Daphnis erotic disaster. A disaster that was rather
to be expected if the ancient paroemiographer was to be proved right: “The
watchman must keep his watch; the lover must love”. This saying compares the
different interests of the watchman and the lover who, however, might run into
each other since they both tend to be out at night*'*.

The Hebrew text created a simile between a vineyard and erotic disposition,
a metaphor which was further illustrated in the text when the lover compared his
mistress’ endowments with vines (7.8.2):

“O may your breasts be like clusters of the vine,
and the scent of your breath like applesms,
and your kisses like the best wine

that goes down smoothly,

gliding over lips and teeth”216

1 For ‘reprvés” see Call.Hec.5.75; regarding the young age of the boy cf. ns196-7. Also cf. Adonis’

age that according to Th.ld.15.129 was not more than eighteen or nineteen. Daphnis was also
presented as young and inexperienced in the novel of Longus.

* Vines and pomegranate fields (for its magic and aphrodisiac use see ch2) were also in blossom
in the Song of Solomon (7.11-12): “come, my beloved, /let us go forth into the fields, /and lodge in
the villages; /let us go out early in the vineyards, /and see whether the vines have budded, /whether
the pomegranates are in bloom. There | will give you my love”.

Notice that in the Song of Solomon the maiden who was looking for her lover met the watchmen

of the walls twice; 3.3 and 5.7: “making their rounds in the city /the sentinels found me; /they beat
me, they wounded me, /they took away my mantle, /those sentinels of the walls’ This point was also
made by M.L. West op.cit.n143: 524. In page 523 he also wrote: ‘the juxtaposition of the two [the
watchman and the lover] seems to have been a motif of oriental love poetry. Here are some verses
from a Sumerian poem: O our son-in-law, as you let night fall../I unfasten for you bolt and pure lock
/from the door! Run! Come quickly! /there is (watch on its) round of the wall! /when the patrol has
passed, /O our son-in-law, when the patrol has gone to rest, /seize the twilight by the hand../ come
to our house quickly!”.
1 For the association of erotic eagerness with apples see ch2. In addition, in the novel of Longus
(3.33) Daphnis offered Chloe an apple after they had just been formally betrothed. In the Song of
Solomon the beloved was said to be like an apple tree (2.3) and even to have been born under an
apple tree (8.5): “Under the apple tree | awakened you. /there your mother was in labour with you”.
Finally, Inanna and Dumuzi were featured as copulating under an apple tree.
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Hence, the erotic eagerness of a youth could be compared to guarding a vineyard,
a combination that must have found its origins in the notion that both mature fruits
and young lovers are full of the juices of life. This notion seems to have been
widespread in Greek literature although the comparison of youthfulness with a
vineyard specifically was not found?'’. However, other fruits like figs and apples
were very common in the metaphors employed by the poets, while Pindar
confirmed that the young boys who reached the age of ripeness could be
considered as potential wooers of Aphrodite: “¢otic éwv kakog eiyev * Adpoditog /ev—
Opdvou pvdaotepav dédiotay onwpay”. In addition, the idea of erotic ripeness and danger
was already attested in Hellenistic literature. It would be plausible then to assume
that Theocritus had analogous texts in mind when he composed this programmatic
poem.?™® |t might even be argued that he must have been aware of eastern
traditions where the comparison of coming of age with a vineyard appears to have
been more popular. Consequently, the young boy on the Cup should be
interpreted as undertaking an erotic risk similar to that, which has led Daphnis to
the brink of death.

As mentioned above in the Song of Solomon the girl was depicted as

craving with love for her king to whose charms she had definitely yielded (2.3):
“with great delight | sat in his shadow,
and his fruit was sweet to my taste.
he brought me to the banqueting house,

and his intention towards me was love.
19,

’

sustain me with raisins, refresh me with apples2
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Cf. The mourning of Dumuzi, in the Steppe of the Early Grass. (quoted by J. Griffin op.cit..n157:
207): “...my vine will never drink water in its garden bed,/ my vine which is uprooted’. Also Halperin
op.cit.: 106: ‘Oh lady, your breast is your field, /Inanna, your breast is your field, /your wide field
which “pours out” plants, /your wide field which “pours out” grain, /water flowing from on high -(for)
the lord- bread, bread from on high, /[pour] out for the “commanded” lord, /I will drink it from you”.
" Pind.Isthm.2.4-5. See A. Carson 1990: 145-8 researching exactly the sense of erotic ripeness in
Greek literature; cf. Theophr.H.P.3.6.9; in A.P.12.185 young boys were described as figs ripe upon
a tree and in danger of being despoiled. Another word employed for the fruit of virginity was “orépo’;
cf. Aesch.Suppl.998, 1015; Alexis fr.165 (Kock). The comparison of a bride with an apple is very
ancient and was employed already by Sappho; 105aLP, 105cLP; cf. Diog.Laert.3.32.

'® See F. Cairn 1984: 89 for the definition of a programmatic poem: “.if it contains statements
about poetry and the art of writing poetry, either implicit or explicit. Such statements can sometimes
involve evaluations of poetry or of several different kinds of poetry...such poems can sometimes
use an agreed symbolic language”.

% The opening of Eclogue three is based on Theocritus 4. Also compare Eclogue 8.37-42 with the
Song of Solomon: “a child you were when | first beheld you- /our orchard fruit was chilled with dew-
/you and your mother both apple-gathering: /just twelve | was but | took charge of you. /On tiptoe
reaching the laden branches, /One glance | gave you, and utterly /My heart was ravished, my
reason banished- /../farewell, o my woods. I'll hurl myself into the sea /from yonder peak. This last
song for Nysa-".




for | am faint with love”.
Bion presented Aphrodite to yearn equally for Adonis’ love. Her passion for the
charming youth followed a dramatic crescendo when the goddess realised that
Adonis would irrevocably perish?®’. Even when his spirit was about to depart form
his body the goddess desperately tried to snatch some last kisses (v.12-14)%":

“Ovaokel kol 10 dTANUo, 10 uimote Kinpig avorioet.

Kimptdt pév 1o ¢otAnpo kot o {dovtog apéoket,

&AL 0VK 01dev “Adwvig, 6 viv Bvdokovt £diAncey”.
Adonis had already fallen in a coma, as his senses did not respond to the divine
kKiss, a fact that only increased Aphrodite’s anguish. In a mournful outburst that
matched the sincerity with which the girl confessed her love to her king in

Solomon’s song, the goddess begged her lover to allow her a last memory, a final
Kiss (v.40-9):

“o¢ 10ev, Mg evinoey " Adwvidog &oyeToV £AKOC,

&g 18e GOIVIOV OUUO LOPOLVOUEV® TEPL unp(pzz:

TAYEOS AUTETACOCO. KLVUPETO: “UeTVOV “Adwv,

duomotue HETVOV “Adwvi, TOVIGTUTOV BOG GE KLXETW,

MO¢ o€ TEPITUEM KOl xeTAen yelleot pigw.

£ypeo TVTOOV “ASwvt, T0 & oh TUROTOV e GIANGOV,

TOGGOLTOV HE pTANcoV, 6cov Ldn 10 diAnua,

&y plc &moyiyng £¢ £UOV oTOHO Kelg EUdV o

nvebpo TeoV pevoT), 10 &€ gev YALKD GTATPOV

AUERE W,

€k 0¢ i oV époto, dGTANU 08 T0UTO GLAGEW...”.
It should be noticed that Aphrodite characterised the kiss as a “¢irtpov”’, @ magic

potion, obviously liquid because right after she declared that she will “drink”

2% Cf. Moschus’ poem “Eic vekpov “Adwviv’, in which the boar which killed the hero admitted that it
only wished to kiss him taken by his beauty. J. Reed op.cit.n154: 335: ‘A problem: his boar hunting
death is not even hinted at until after 400 BC (Araros, fr.1PCG; Dionysius | of Syracuse, fr.1TrGF)
and is not certainly attested until the early Hellenistic poets Lycophron (Alex.831-3) and Glycon
gPMG1029)’. Contamination with the tale of Attis should be suspected; W. Burkert op.cit.n104: 108.
2! Similar wording could be found in Inanna’s lament for Dumuzi which goes back to the idea of ill
luck due to mating with a goddess; See C. Penglase op.cit.n113: 47 (18-26; S.N. Kramer 1969:
104-6): “my beloved, my man [of my heard, /| will bring an evil fate for you, /My brother of fairest
face, IYour right hand you have placed on my vulva, /Your left hand you have stretched toward my
head. /Having approached your mouth to mine, /Having held my lips toward your head, /You, for
this reason, have been decreed an evil fate, /Thus it is, ‘dragon’ of women, my brother of fairest
face’.
“?? Notice the same syntax in Theocritus’ description of the myth of Atalanta, ch1: 46ff.
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love®*. Moreover, she drew on bucolic language in order to create an image of
milking love. Similarly the girl in the Song of Solomon asked to be allowed to kiss

her beloved whose kisses she compares to liquids such as wine and perfume
(1.1):

“Let him kiss me with the kisses of his mouth

for your love is better than wine,

your anointing oils are fragrant,

your name is perfume poured out”.

In both texts an insistence on the physical side of kissing can be detected, while
the girl had already asked to be refreshed with apples and raisins, fruits often used
in magic love spells?®*. The notion of being drunk with love, which was discussed
as a possible allusion in the first image on the Cup, was also treated in the Hebrew
tradition casting more light in the bucolic simile of milking love from a lover’s lips.

This time it was the king who addressed his passionate love (4.11-5.1):
“your lips distil nectar, my bride;
honey and milk are under your tongue.
The scent of your garments is like
The scent of Lebanon.
A garden locked is my sister, my bride,

A garden locked, a fountain sealed.

come to my garden, my sister, my bride,
| gather my myrrh with my spice,225
| eat my honeycomb with my honey,
[ drink my wine with milk.

Eat friends, drink,

And be drunk with love”.

23 ¢f, magic against Dumuzi: “they [the sorcerers of Arali] were seven / they are those who know

(how to practice) witchcraft in/ heaven, who know how to practice witchcraft on earth,/ in heaven
they stretch for him the gu-bad-Du/ on earth they stretch for him the gu-bad-Du”. Also cf. Vergil
Eclogue 8 and Theocritus Idyll 2.

' Cf. the Sumerian text of mourning for the death of Dumuzi; S.N. Kramer 1979: 80 and
op.cit.n221: 82-3. Inanna lamented her consort in similar terms with Aphrodite according to Bion
and the maiden in the Song of Solomon: “you have placed your lips to mine, /you have pressed my
!ips to your head”.

*> Notice that in the Song often the advantages of the beloved were compared with spices,
frankincense, and myrrh. It might not be accidental that myrrh was one of the most essential
ingredients in the celebration of Adonis’ festival and that his mother was also named Smyrna by the
Greeks (Panyasis fr.22aDavies). Adonis was also reputed to have been born by a myrrh tree to
which his mother was transformed. The same motif was found in a Sumerian text were the mother
of Damu/ Dumuzi put him to sleep to the bark of a tree; C. Penglase op.cit.n113: 179.
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Hence, it could be argued that Theocritus in his first Idyll treated the story of
Daphnis in the way Bion treated the story of the death of Adonis and it would be
plausible that they both had in mind texts similar to the Hebrew Song discussed
here. In addition, the girl in the Song of Solomon clearly referred to the garden of
her beloved which could be compared with the custom of the ‘gardens of Adonis’, a
kind of pots which were especially planted in order to grow quickly and then left to
wither??®

“My beloved has gone down to his garden,

To the bed of spices,

To pasture his flock in the gardens”227.

Theognis of Megara compared the gardens of Adonis with the hero himself in
order to comment on his possible age: “Like his suddenly and violently growing
plants, Adonis himself dies before maturity”®*®. The same remark was made about
Daphnis and the young boy depicted in the third image of the Cup. Hence, the
comparison between Daphnis and Adonis goes deeper and Theocritus seems to
have drawn images for both heroes from the Near Eastern tradition®®. In the Song

the women even suggested to help the girl in finding her lover which could be

* In the Sumerian lamentation of Dumuzi called in the Steppe of the Early Grass the hero was

lamented as such: “my tamarisk which will never drink water in its garden bed, /whose crown
formed no foliage in the steppe! /my poplar which will never drink its channel of water dry, /my
poplar torn out by the roots!/ My vine which will never drink water in its garden bed, /my vine which
is uprooted!”; see J. Griffin op.cit.n157: 207; cf. T. Jacobsen 1987: 61. Similar images of the
beloved as a fountain of living water, as an (apple) tree and as a garden are also found in the Song
of Solomon confirming the association of the poem with Near Eastern religious traditions.

Also “O you who dwell in the gardens, /My companions are listening for your voice; /Let me hear

". J. Reed 1995: 317-347 referred to the Adonia. For anC|ent testimonies on the gardens of Adonis
see Theophr.Hist.Plant.6.7.3; Hesych. and Suda s.v. “' Adévidoc kinor”; Pl.Phaedr.276B.

® G. Nagy 1985: 62. The gardens of Adonis gave the instigation for a metaphor regarding all
things of ‘great promise that never reach fruition’; see N. Weill 1966: 390-1; see
Theophr.Caus.Plant.1.12.2; schol.Pl.Phaedr.276B; Epict.4.8.36; Zenob.1.49; PIut.Mor.SSOC;
Photius lex.s.v. “"Adévidog kimor”, etc. J. Reed 1985: 320 suggested that the original importance of
the gardens in the Near Eastern context must have been agricultural. Reed also cited works
compiling analogues from Palestine and Egypt; see M. Delcor 1978: 371-94; J.G. Griffiths 1970: 37.
“In the epic of Gilgamesh, the hero also refers to the love of Ishtar for Ishullalu: “and did you not
love Ishullalu, the gardener of your father's palmgrove? He brought you baskets filled with dates
without end; every day he loaded your table. Then you turned your eyes on him and said: dearest
Ishullalu, come here to me, let us enjoy your manhood, come forward and take me, | am yours.
Ishullalu answered ‘what are you asking from me? My mother has baked and | have eaten; why
should | come to such as you for food that is tainted and rotten? For when was a screen of rushes
sufficient protection from frosts? But when you had heard his answer you struck him. He has
changed to a blind mole deep in the earth, one whose desire is always beyond his reach”. Cf. Id.11
and Polyphemus, and 6 where Galatea woes Polyphemus with apples and he denies her. Also
Vergil 8.34. Also Song of Solomon 8.5 cited above.




understood as a ritual search similar to the search for Hylas or even to Adonis’
mourning by the women?®*° (6.1):

“where has your beloved gone,

o fairest among women?

Which way has your beloved turned,

That we may seek him with you?”
Sappho in her version of the story presented the women, to whom the festival of
Adonis as well as similar eastern rites had been entrusted, as asking Aphrodite
how they should mourn for the loss of Adonis. In the Sapphic imagery (140a Loeb)
Aphrodite was depicted as setting the paste of the dirge. The focus that both the
Hebrew and the Sapphic lament seem to have placed on the breasts of the
mourners could underline the ancient associations of these rites with fertility>>':

“katOvackel, Kubépn', afpog "Adwvig Tl ke

Oeluev;

KaTtintecOe, KOpo, Kol Kotepeikeche KiGwvag”232.
In the Song of Solomon a dialogue between the most beautiful girl and a chorus of
other women also seems to have taken place. In addition, the Song could be
regarded as evidence of the existence of the cult of Adonis or of a similar deity in
Hebrew society and literature®>.

It would not be irrational to assume that the Song of Solomon or most

probably texts similar to it had exercised their influence on the structure and style

of the ritual lamentation of Adonis -whose Semitic appeal the Greeks mistook for

e Ap.Rh.Arg.1354. See J. Winkler op.cit.n118: 199 argued that the women would gather for the

Adonia (as well as the Thesmophoria) in order to celebrate the excellence of male farmers in
comparison to their own female tawdriness. W. Burkert op.cit.n104: 107 underlined the possible
aJJotropaiC character of the festival that was entrusted to the women.

#1 See Th.ld.3.46-8 where Aphrodite continued to keep the dead Adonis to her breast:
“tav 68 koAt KuBépertoy v dpect HAC VORED®V/ oy 0UTmg “ Q3mvig £t TAov dyorye AVGo0C/ GGT' 008 GOTHEVEV VIV d—
ep pedoio tionty”. The scene appeared in Bion (70-3) as well, although the latter does not mention
the breast of Aphrodite. (cf. Song of Sol.8.8-9 where in a rather teasing way the girl complained
about her young sister who had no breasts). However, as C. Segal op.cit.n28: 71 argued, both
poets “exploited to the full the antithesis between the joys of love and the sadness of death”. In the
Song of Sol.8.6 the maiden sang the power of love which can overcome even death: “for love is as
strong as death, /passion as fierce as the grave”. It seems that despite the obvious language barrier
between Greek and Hebrew the same notions and expressive ways are repeated in the texts. Also
see 4.8 cited above where the king urged his queen to come to him over the wild mountains.

**? See Diosc.A.P.7.407.7-8; Paus.9.29.8. M.L. West 1992: 339-40. cf. the Song of Sol.1.4 where
the maiden declared on behalf of her companions: “We will exult and rejoice in you; /we will extol
your love more /than wine; rightly they do love you”. A hint of a cult might be hidden in the lines
cited above as well especially as we know that Adonis also was publicly mourned in the city streets
even in Classical Athens: Arist.Lys.393-6; Plut.Alcib.18.5; Nic.13.7.

3 s argued in the previous chapter this image of Aphrodite running in the wilderness in search for
Daphnis was passed to Latin elegiac poets as well. In addition, cf. the Song of Sol.8.5: “who is that
coming up from the wilderness, /leaning upon her beloved?”.




his actual name®**. As attested, the women would normally worship the Assyrian
god in Palestine. In addition, in the Song itself many clues could suggest that the
couple taking up the dialogue could be identified with Aphrodite and Adonis?*°. A
papyrus found in Faylm and dated not later than two hundred and fifty BC
included a shopping list for the celebration of the Adonia as depicted in Theocritus’
dyll fifteen®**. Apart from the wreaths of Adonis, this list included wine, woods, oil
and fruits such as nuts and figs, references to which were found extensively in the
Song either as comparisons suitable to express the beauty of the lovers or as
means of comforting them (2.13):

“The fig tree puts forth its figs
and the vines are in blossom;

they give forth fragrance..”

Special emphasis was given to fruits and annointed oils (4.13)?*:

“your channel is an orchard of pomegranates238
with all choicest fruits
henna with nard, nard and saffron,
calamus and cinnamon,
with all trees of frankincense,

myrrh and aloes, with chief spices-

** Notice that similar dirges existed in the Egyptian religion which often depicted Isis and her sister
Nephthys as mourning Osiris. See S.K. Heyob op.cit.n195: 38-9: ‘A series of chanted solos or duets
which were part of the dialogue used in the enactment of the passion of Osiris’ was called ‘the
Songs’. These songs which were dated at least since the Middle kingdom Isis expressed her
suffering for the loss of Osiris in terms quite similar to the maiden depicted in the Hebrew literature:
“I am your sister Isis, the desire of your heart, /(yearning) after your love while you are far away...
(3.14-16)"; “..come you to me quickly, /since | desire to see your face after not having seen your
face..my heart is hot at your separation;..| yearn for your love toward me. /come! Be not alone! Be
not far off!”.

* A famous Phoenician festival in honour of a dying and reviving god was annually celebrated at
Byblos. The Greeks had already identified this couple with their own Adonis and Aphrodite;
Cleitarch. FGrH 137 F 3; Luc.De dea Syr.6-7. M. Detienne op.cit.n161: 143 admitted in the end that
the Attic Adonia, the festival of Byblos during the Roman times and the Adonia of Alexandria share
certain essential characteristics despite differences that the historical circumstances could explain.
One is inclined to accept that in Byblos the Romans, as it was their practice for the places they
would conquer, they adapted to the local cults; therefore, the Adonia of Byblos would have probably
maintained some of its original Phoenician character.

*® See Gow op.cit.n14: 2.262. Notice that Longus placed his novel in an equally idyllic landscape
set in the second already sentence of his Prologue: “KOAOV LEV KO TO GAGOGC, TOAUSEVTIPOV, AVONPOV, KOTAPpPL—

TOV M0 TNYT) VT £Tpede, KoL Ta dvOn kot ta dévTpo”.

Praxilla has been mentioned as one of the possible predecessors of the pastoralists. In a
fragment from a Hymn to Adonis, the latter is asked what he most hated to leave behind when he
died. His answer: ‘the finest thing | leave behind is the light of the sun; /next come the bright stars,
and the face of the moon; and after that-ripe figs, and apples, and pears’. T.G. Rosenmeyer
Qp.cit.nG: 57. For the comparison of young men with plants see J. Griffin op.cit.n157: 208-9.

2 ¢, Penglase op.cit.n113: 33. When Inanna was lamenting for the death of Dumuzi she
addressed him as a tamarisk that ‘drinks not water in the orchard bed, /the crown of which forms
not leafage in the desert’.
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a garden fountain, a well of living water,
and flowing streams from Lebanon”.

The girl was compared with living water, a metaphor already discussed in the first

9

Idyll of Theocritus®®, and generally love seems to have been also expressed in

liquid terms in the Song of Solomon. The comparison of a lover with a spring
seems to have been established throughout the eastern part of the ancient world
and Theognis among the Greek elegiac poets had made extensive use of this

240

particular imagery“"". It could also be argued that the imaginary setting created by

this comparison would match perfectly the ideal bucolic scenery in which Daphnis

was destined to meet his death?®*'

. In addition, the king was presented as lying on
a couch similarly to Theocritus’ Adonis in Idyll fifteen as well as the depiction of the

hero in Bion’s poem (1.12 and 1.17):

“while the king was on his couch “our couch is green,
my nard gave forth its fragrance the beams of our house are cedar,
my beloved is to me a bag of myrrh our rafters are pine”242.

that lies between my breasts”.
Bion also urged Aphrodite to let Adonis have her couch in death as he used to
when he was in life. His verses are cited here (70-9):
“Aéxtpov Exot KuBépeta 1o gov Kol vekpog “Admvic.
KO VEKLG OV KOAGG E0TL, KOAOG VEKUE, 010 KOOETS Y,
KETOES VIV LOAOKKOTG VI GEpESLY 01g Evioney,
@ UETE TEDC Ve VUKTO TOV 1epdv Dvov £uéyBet

TOYXPVOEW KAVINPL TOOET KL GTUUVOV " AdwVLv.

% The comparison of women with water, which was very old, had survived in the Hellenistic period

as well. An example is given by an anonymous Hellenistic epigram (A.P.11.220): “" Ax¢e100 6t6uo et
Yo QrAgl k6AToug  Apefovong,/ mpnvig éumintov dapupov ég méhayos’; cf. Mosch.Lam. for Bion (77) about
Alpheios and Arethusa; in Moschus the river featured as a bewitched lover transformed to a deep
sea diver (trans. A.S. Way); see D.M. Halperin op.cit.n6: 129-30. Also notice that in Id.1.117
Daphnis before disappearing in the waters offered farewell to this very spring. J. Griffin ibid.: 209
cited a lament of Dumuzi for himself in which the dead hero compared himself with grass and
water: “| am not grass; | shall never sprout for her; | am not water; | shall never spring for her”.

= Theog.959-62; cf. in the Hebrew literature Prov.5.15-6 compared by J.P. Brown 1995: 293 and
also quoted by M.L. West op.cit.n143: 521n71.

“" The setting described by Theocritus included also many water sources. Notice that in Attica
Dionysus’ arrival from the sea was celebrated at the festivals of Theoinia and lobakcheia
(Dem.59.78) during spring time; cf. his cult in Argos. C. Gallini 1963: 61-90 discussed drowning as
a symbol of transition in Greek myth and ritual.

12 Cf. Ovid.Met. and his description of Aphrodite in the arms of Adonis cited in ch2. Also cf. The
Epic of Gilgamesh where the hero after realising that Enkidu had died with no hope of return
announced (Sandars 93): “In the first light of dawn Gilgamesh cried out, “I made you rest on a royal
bed, you reclined on a couch at my left hand, the princes of the earth kissed your feet. | will cause
all the people of Uruk to weep over you and raise the dirge of the dead. The joyful people will stoop
with sorrow; and when you have gone to the earth | will let my hair grow long for your sake, | will
wander through the wilderness in a skin of a lion”.
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BaAie O€ Viv GTEOEVOLOL KO GVOEGT TAVTOL GUV (LUTGD),

WG TNVOC TEOVOKE KO vOeD AV T BorvOvVTOV.

POLVE O€ VIV Zuploloty aAelhpoot, poive LUpoLGLY:

OAAUGOH® Hipo TEVTO: TO GOV Hipov GAet” “Adwvic.

KEKALTOL &Bpoc “Adwvic €v ellact TopoLpEOIaLY”.
Bion confirmed the importance of perfume and/or anointed oils in the cult of
Adonis, a detail that the poet of the Song of Solomon had often employed and
emphasised. It could be suggested that the above lines bore much resemblance
with the description of Solomon’s palanquin in the Song named after him,
especially as far the reference to purple sheets and gold is concerned:

“King Solomon made himself a palanquin
from the wood of Lebanon.
He made its posts of silver,
Its back of gold, its seat of purple;

Its interior was inlaid with love”.

In Theocritus’ poetry the Adoniazousai who addressed Aphrodite as ‘the lady of
many names and many shrines’ (v.105-111), also claim that the goddess has
made Berenice immortal by dropping ambrosia into her mortal breast**®. This
image has already been traced in the Song where the king was amazed at the
nectar that drips from the lips of his beloved. Theocritus also specifies the
importance of Adonis for vegetation and he even refers to honey and perfume
which women include in their preparations (15.113-7).

“rap HEV ol dpro Keltan, 660 OpLOC GKP GEPOVTL,
nap &' AMAAOL KATOl TEGVAAYLEVOL £V THAUPTGKOLS
apyvpéols, Zupiw 68 pipw xpivoel’ ardBoctpa,
efdortd 0" 6660 YOVOIKES €L TAXO AV W TOVEOVTOL
avOeo L{oYOLo0L AEVLKD TOVTOLOL LOAEDPW,
6600 T 41O YAUKEP® UEAMTOC T T €V DYP® EAnin”.
In addition, he also presented Adonis as lying on a couch. In the image cited below
Miletus and Samos, two localities in which the influence of the East was profound

due to their geographical position, used to take pride in having woven the coverlets

3 |sis also was addressed as “roAvpophog”, “rorvdvupog” and “wupidvopog”. Cf. S.K. Heyob op.cit.n195:

37 and 47-52. Isis was often described as representing herself through a series of numerous self-
predications and her identification with Aphrodite was established already in the antiquity. See
Heyob ibid.: 49: “from an early time the cult of Isis-Aphrodite was in evidence at Alexandria, at
Delos and in many villages of Egypt and Greece”.
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for Adonis’ couch (127): “¢ctporon khiva thddvidt 1o ke auuy”. Furthermore, the
poet described the divine couple as sitting in each other’s arms (128)%**:
“tov uev Kompig &xet, tav 8 6 podémayue " ASwvic”.

Although it appears that Theocritus’ statement might have indicated more an
expression of mutual love than physical contact, the girl in the Song of Solomon
had also expressed her wish to have been in her lover's arms**®. Especially the
structure of the sentence of Idyll fifteen seems to resemble much a statement often
repeated in the Hebrew Song: “| am my beloved’s and my beloved is mine”. Ovid in
Augustan period described the affair of Aphrodite with Adonis in very similar terms
by having Aphrodite to invite Adonis to spend some time in her embrace. The
goddess spoke?*®:

‘see, this poplar here spreads welcome shade, just where we want it, and the turf provides
us with a couch. | should like to rest here with you on the ground. She sat down as she
spoke and, reclining on the grass, leaned against Adonis, and rested her head on his
breast’.

In addition, in the Hebrew Song doves, which have long ago been recognised as

the goddess’ sacred birds?*’

, were often compared with the eyes of the girl. Myrrh,
which was traditionally connected with Adonis as the name of his mother®*®, has
also been frequently employed in order to underline the beauty of the lovers.
Adonis and Daphnis seem to have share a birth associated with trees: according to
Ovid Adonis was born from the trunk of the myrrh tree to which his mother was

transformed, while Daphnis had been exposed by his mother under a laurel tree.

" Edmonds mistranslated the verse as referring to the coverlets, but just a few lines below (131)

Theocritus wrote: “viv uev Kinpig #xoo0 tov aitag youpéto avdpe’. The mood used is the optative, and it
would be rational to assume that he had already described the fact in the indicative. Moreover, the
plural masculine “témc” is quite remote and the noun “kiive’ has come in between. And “xiive” is
feminine singular. He follows Codex E while, mss “tav uév’ and “tav 8.

245 Song of Sol.2.6: “O that his left hand were under my head and that his right hand embraced me”.

® Ov.Met.10.553ff. Of course, Ovid’s representation might draw heavily on Theocritus’ Idyll 15, but
Ovud specifically mentions a couch and not a “xiive’.

X! Penglase op.cit.n113: 163. A standard feature of the iconography of Aphrodite was doves.
Sacnflces of doves were made only to Aphrodite in Greece and Astarte in Phoenicia.

Myrrh was a well-known aphrodisiac in the Hellenistic period. See J. Reed op.cit.n154: 329 who
argued that Adonis’ mother was named Myrrha/ Smyrna due to the eastern origins of Adonis:
“Because the Greeks purchased myrrh (which grows in southern Arabia) from Phoenician
merchants and originally thought it native to the Levant”. Also see n51 for the version in which
Smyrna (instead of the Assyrian Theias) fell in love with the Cypriot king Cinyras; Theodor.SH749;
Ovd.Met.10; Schol.Theoc.1.109A; Xenoph.FGrH755. Although Adonis’ birth from the myrrh tree
has not been traced to any Near Eastern source, the motif of leaving a baby in a tree trunk was also
found in the Sumerian version of the story of Damu; C. Penglase ibid.: 179.




The motif has significant parallels in eastern tales associated with representations
of the creatrix goddess®*’.

As argued, poets seem to have drawn on the same tradition for the mythical
adventures of Daphnis and Adonis. Both heroes were lamented in the same
context and even their iconography was matching. Hence, Daphnis as well as
Adonis was described as hunters®°. Although in the first Idyll of Theocritus not
much reference was made to the hunting skills of Daphnis, the poet went through
his equipment in one his Epigrams (Ep.2, Gow):

“Addvic 0 LeVKOYPOS, O KOAYL CUPLYYL LEATGOWV
Bovkoitkobg tuvoug, dvoeto IMovi tdde,
T0UG TPNTOVS SOVOKUC, TO AoywBoAov, 0ELV drovTa,
veBpido, tav mipo & Tok’ EnaiodSper”.
It should be noticed that as a hunter Daphnis would kill only small animals like
hares that seem to have had erotic connotations in later literature. Propertius wrote
in one of his elegies (2.19): “you are in the country (addressing his mistress),
protected from the vices of the city, in a quiet environment conductive to reflection
and moral good. | shall come and hunt, not fierce animals, but hares and such,

with a ready eye for the beauties of the country”?>’

. However, while Daphnis seems
to have fitted the image of an enamoured hunter and therefore, not really effective
in the hunting of wild animals, Adonis was also perceived as a failed hunter killed

by the boar that should have been his prey?2.

49 Cf. the tale of Isis and the trunk in which her husband was reported to have been closed at

Byblos. K.S. Heyob op.cit.n195: 42. Isis learned that the chest, in which Typhon had enclosed
Osiris before throwing him to the river, had been cast up at Byblos on a heath tree, which had
grown rapidly and concealed it. The tree was then used as a pillar in the house of the king. J.
Griffiths 1980: 319-22.

0 Even if Epigram 2 two was spurious and the legacy of the hunter was given to Daphnis in
imitation of Adonis, this would still reveal the associations that the poets used to make between the
two heroes. See A.S.F. Gow op.cit.n14: ad hoc and T.G. Rosenmeyer op.cit.n6: 135-7 and 241;
Adonis’ death while hunting was also interpreted symbolically in the framework of a coming of age
rite where the initiator acted what he actually had to avoid in reality. See D.D. Leitao 1993: 86-141
argued that hunting should be regarded as an initiatory idiom in Greek mythology.

=T 1.8 Rosenmeyer ibid.: 136 continued his argument: “ironically then the torment of the lover,
translated into the ponos of the huntsman, readies him for a finer appreciation of what nature has to
offer”. Also notice the contrast of city and countryside, employed here by Propertius, in relation with
the discussion on the first image on the Cup.

%2 J. Reed op.cit.n154: 337 discussed the image of Adonis as a failed hunter. He argued that
“Adonis’ boar hunt might brand him as the pathetic antithesis of all a boy must do to become a man.
On the other hand, death is also a common motif in initiation rituals and related myths: symbolic
death in the rituals themselves, mythopoetically transformed into the actual demise of fictional
youths like Dionysus, Hyacinthus and Orion, followed by resurrection, posthumous honours or
translation to a higher existence”.
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In Dionysius’ tragedy Adonis, a boar hunter, probably Adonis himself,
sounded over confident and rather arrogant®>>. This implied that the death of
Adonis could be interpreted as a hotheaded young man’s hubris and hence, Ate
should be suspected to have played her role in the death of Adonis®**. However, it
seems that this version of Adonis’ death became more common after the fourth
century BC and it has often been suggested that syncretism with the story of Attis
should be suspected. Attis, a consort of Cybele and the first of her eunuch
devotees, was also killed by a boar according to a Lydian version®>. Although Attis
was rarely heard in Greece, he became very popular in Rome after 150 BC, which
could signify not as much a phenomenon of syncretism but of rediscovering the
ancient tradition. The fact that this version survived in Bion who lived and
composed in the first century BC could support the argument that the association
of Adonis with hunting is earlier than the fourth century BC. After all both Attis and
Adonis were considered as consorts of Cybele and it would not be surprising if the

same fate had befallen on them both?>®

. In addition, they belonged to a series of
heroic names associated with ancient fertility goddesses and in this aspect they
were joined by the hunting image of Daphnis as well. In art Attis had always been
depicted as an effeminate youth in the same way that Adonis was normally thought
of as a tender youth; the verification of this concept for Adonis came by Theocritus
who described him as “posénoyuc®’. This notion, although it was an ideal in private
life, was strongly scorned by the Greeks in its public manifestation. It has been
argued that the status of Adonis as a failed hunter would exclude him from the
society of adult men: “since the Stone Age, hunting is the manly activity par
excellence, and it successful execution the supreme test of manhood, both where
it is still practiced as a source of livelihood and even where it has become merely

emblematic. Soft Adonis, grown effeminate in the chambers of Aphrodite, would

> Tt .GF fr.1, cf. Bion 1.60-1. In his hunting skills and his preference to roam the wilderness Adonis

lesembled figures of Greek myth such as Melanion (Milanio in Latin) and Meleager.

“ Ate rests her feet on the heads of mortals the same way often in Hellenistic period love is
deplcted to implant his feet on the heads of his victims. A.P.12.101, Prop.1.1.
S The story of Atys, son of Croesus, who was killed by the Phrygian Adrastus in a boar hunting is
an adaptation of this and attests in antiquity, though the Phrygian is probably the older version. See
Hdt.1.34-45. For Attis, who was mentioned as consort of Agdistis, a clear parallel for Cybele and
the case of contamination with the tradition of Adonis see J. Reed op.cit.n154: 335.
il o d Daphnis speech to Aphrodite as well as Gilgamesh address to Ishtar: they both list several
heroes and shepherds who had similar unfortunate fate due to their relation with the goddess.

"In some versions Adonis was presented as the lover of Aphrodite who she disputed from
Persephone -not as a charming baby, as mentioned above, but a young man. See J. Reed
op.cit.n154: 344 (esp.n105) on Adonis’ representation as a boy in the Athenian society.
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naturally loose his prey, in binary opposition to the stalwart ephebes who battle
boars in solitary combat on red-figured cases’**®. Adonis was received as a failed
hunter and the fact that Daphnis shared his hunting equipment would offer an
additional confirmation of the two heroes’ identification with each other®®. In
addition, this notion seems to have sustained another hint that Daphnis had
surrendered to Love in the manner of Adonis’ submission to Aphrodite because the
idea of Love depriving people from their manliness was very old and well attested
in literature®®®. The much later novel of Longus, which treated the story of Daphnis
in his pastoral romance ‘Daphnis and Chloe’, could also advance the possibilities
drawn up to this point.

Longus would give the impression that he had access to the same or similar
literary sources with Theocritus and that he continued a bucolic tradition that was
well established and therefore, remained uncorrupted during antiquity. It would be
worth examining the following episode: in his novel Longus presented Chloe as
inviting Daphnis to spent the night at her parents’ house. However, this motif
seems to have had Near Eastern origins since in the Akkadian story of Dumuzi
Inanna invited him to spend the night at her parents’ home®". In the Akkadian text
Dumuzi was described as a fowler, a clue that would create a clear parallel with
Daphnis who was mentioned as hunting in the area. The very same image of
hosting the lover at the girl’s house was found in the Song of Solomon. Hence, it
could be argued that Longus also must have been aware of the general tradition in

which the Hebrew song belonged, especially as he treated an image that is not

*% J. Reed op.cit.n154: 335; cf. S. Ribichini 1981: 108-44; M. Detienne op.cit.n161: 66-67 argued

that the nature of the gardens of Adonis should be interpreted as a symbol of his infertility; his view
was further developed by G. Piccaluga 1977: 33-48. The latter argued that Adonis’ tale symbolises
the end of the hero’s life as a hunter and its beginning as a farmer reflecting perhaps an evolution in
human development.

9 Notice that the comparison between Daphnis and the boy depicted in the third image on the Cup
could be further sustained when one bears in mind the representation of the mythical pastoral
singer in the epigram; Daphnis was described as carrying the same hunting equipment with the
mindless youth.

%9 Cf. Enkidu was convinced to be introduced to civilisation and hence, to join mortal destiny in
death thanks to a harlot sent by Gilgamesh. Equally Hercules became shockingly effeminate when
in love with Omphale; see N. Loraux 1990: 33-40.

1 D&C 3.6-11; Also cf. G. Anderson op.cit.n144: 71 quoting a similar incident for Dumuzi, the lover
of Ishtar: “come in shepherd, Ishtar’s lover, /spend the night here, Shepherd, Ishtar’s lover, /as your
entering my father is delighted with you. My mother Ningal invites you to recline. She offers you oil
in a bowl..the women divided up the mirsu-cake in a bowl../loosen, loosen your sandals/..unpack
your fowling nets../we shall eat, o lusty one..”. The text recalls strongly the enthusiasm with which
Daphnis was accepted in Chloe's house where he shared dinner with the family.
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found in the Theocritean corpus®®. The relevant lines from the Song of Solomon
are cited below:

“O that you were like a brother to me,

Who nursed at my mother’s breast!

If I met you outside, | would kiss you,

And no one would despise me.

| would lead you and bring you

Into the house of my mother,

And into the chamber of the one who bore me.

I would give you spiced wine to drink,

The juice of my pomegranates”263.

Longus in his text also employed the kisses which Daphnis and Chloe exchanged
in the presence of others who had not realised the youth’s secret love. In addition,
he specified that when invited to spend the night at home, Daphnis shared the bed
of Daphnis’ father while she slept with her mother?®*.

Up to this point Theocritus’ affinity with contemporary eastern literature has
been sufficiently argued. It seems that all bucolic poets in the Hellenistic period
were familiar with the tradition in which the Song of Solomon belonged. It could
also be suggested that the images on the Cup described by Theocritus were
designed in order to allude to the tradition of Daphnis as a fertility deity and

possibly to his death.

**? The motif is repeated in 3.4: “| held him and | would let him go/ Until | brought him into my

mother’s house,/ And into the chamber of her that conceived me”. Song of Sol.1.7, 2.16. D.M.
Halperin op.cit.n6: 111 quoted a similar text from the Near Eastern sacred marriage of Dumuzi with
Inanna: “last night, as |, the queen, was shining bright, /last night, as |, the queen if heaven, was
shining bright, /as | was shining bright, as | was dancing about, as | was uttering a song at the
brightening of the oncoming night, /he met me, he met me, /the Lord Kuli-Anna met me, /the lord
put his hand into my hand, Ushumgalanna embraced me. Come now wild bull, set me free, | must
go home, /Kuli-Enlil, set me free, | must go home, what shall | say to deceive my mother! /what
shall | say to decelve my mother Ningal!”.

°Cf. The story of Hades and Persephone in which the latter was depicted as been seduced with a
consecrated pomegranate seed. For a more detailed discussion see ch1: pp.54-6.

Long 3.6-8 and 9 respectively: “iuxpod pév odv i86viec aAMiloug eic Ty YRV Koteppinooy, peivon 88 kopTepri—
GOVTEG OpHOL TPOGNYEPEVCAV TE KO KATEGIANGOV, KO TOUTO 010VEL EPEICLN (TOIC TOV [IT) TECETY £YEVETO. TUYOV OF O Add—
VIg o EATIO0G KOA GLATHOTOG KOt XAGNG, TOU Te TupOg EKUOEGON TANGTOV..Led’ TV T& HEV HLOOAOYOOVTES, T& 88 doOVTEG
£ig Uvov £xwpouv, XAGNV HETE THS UNTPOS, APUHG GO AGOVIOL...AAYVIC 08 KEVI)V TEPWYIV ETEPTETO" TEPTIVOV Yap €vople
KOA TOTPL GuYKOWMOnvor Xadng”.
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The death of Daphnis

According to some mythic versions, Daphnis, blinded by the nymph, fell off a rock
accidentally®. However, Theocritus seems to allude to a death by drowning®®®, a
variant also supported by the contemporary version of Hermesianax®®’. The latter
presented Menalcas as suffering with love for Daphnis who scorned him for a
nymph. Menalcas, in despair for his unresponsive love, got drowned after jumping
off a rock?®. As mentioned above, leaping off a rock seems to have been a
symbolic expression of the entanglement that female sexuality used to cause to
ancient societies®®. The pattern is first attested in lyric poetry, in Anacreon, and its
antiquity is confirmed by its use in Euripides’ satyr drama “Cyclops” (163-8)%"°:

‘g EXTLEV Y AV KUALKO onvoiumy pioy

TavTmv KukAGOmmy <pn> ¢vtidovg BooKrioTo.

plyal T £ GAUNY AEVKASOC TETPOG GO

amod Heueheig KoToPoAwy Te Teg GdpuC.

»¢ 6¢ v mivev un yéynoe noiveton”.
In addition, death by drowning had been a common fate for fertility deities, which
originated in the East. According to some versions Dumuzi was depicted as being

carried away by the stream of the Underworld, while in Argos Dionysus was

% See Schol.inTheocr.8.93: ‘oi & howof Hao TLOLOOTVOL CHTOV KOd dAdpevov kotoxpiuvicoqvar’; cf. the tale

of Polyphemus in 1d.11.60-2 where the Cyclops expressed his willingness to learn swimming in
order to follow Galatea in the depths of the sea. See G. Nagy op.cit.n1: 223-62 (esp.227-34) where
he argued that the motif of jumping off a rock had connotations of sexual satisfaction and the
subconscious. Hence, even in his death Daphnis proved to be lustful.
6 m.s. Cyrino op.cit.n53: 163n64: L. Rissman op.cit.n112: 80 compared the erotic symptom of
sweat (and later that ‘death sensation’ 15-6) in Sappho to the sweat of Ajax in 11.16.109-10. Also cf.
Diomedes 11.5.796 and Eurypylos 11.11.811-12. Also see C. Gallini 1963: 61-90 who discussed
drowning as a symbol of transition in Greek myth and ritual.
*’ Theseus’ father, Aegeus, is also said to have throw himself from a cliff when he saw the black
sails of his son’s ship. The daughters of Cecrops are also said in some accounts to have done so
when they opened the wooden box, which Athena had entrusted to them with the order not to open
it. Erechthion was kept in this box, the baby which Hephaestus’ semen produced when he tried to
rape Athena.
“® See Call.epigr.22 where according to R.M. Ogilvie op.cit.n66: 109-110 Daphnis was assumed to
have fallen from a cliff to the water. Compare this with the later version of Sappho’s death.
Ov.Her.15, says that Phaon was a charming ferryman of Lesbos whom Sappho had fallen in love
with. For his sake she jumped from the Leucadian rock.
?%9 Th.27.27-8. Hesiod’s view of women had found its successors among many Hellenistic poets.
Palladas of Alexandria for example seems to share Hesiod’s poetic tradition (A.P.9.165:1-5; cf.
Hes.Op.57): “eott yuviy mupdg avtidobeiow /8opov, &vinpdy T00 TUPOC GVTISOTOV: /&VEpOL Yip £XKKOLEL TOAC PPOVTICLY 1|88
ﬁl/(gp(vasl/ KO YMPOG TPOTETES TN VEGTNTL Géper’”.

See Anacreon PMG 376 and Menander Leuk.vv.11-16 Arnott: “o0 &i) Aéyeton mpay Somdo /tov Onép—
KOUTOV ONpodco Pamv’ /01cTpoOVTt T60w plyot TETPOG /Amd TAEPOVOUC. GAAE KOT' eOXNV /01, déomot’ aval, evdnueicOm
téuevog mépt Aevkddog axtng’. The text is discussed along with the fragment of Euripides’ satyr drama,
‘Cyclops’: 163-8, cited above, by G. Nagy op.cit.n2: 227-8. Also cf. the discussion on Polyphemus
as elegiac lover at the beginning of the chapter.
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ceremonially summoned “from the water” with the call of a trumpet hidden in thyrs/

“after throwing a lamp into the abyss for the gatekeeper’®’’

. This practice of
sacrificing valuable things by throwing them to the sea was originated in the belief
to a marine paradise discussed above in association with the fisherman carved on
the Cup.

As explained in the analysis of the images on the Cup, Theocritus had
already created a sense of erotic danger based on the figure of a pretentious
veiled woman as well as in the mythic implications that used to follow the icon of a
fisherman. Therefore, since Daphnis was destined to perish by drowning,
according to the connotations that water had in association with women,

2

Theocritus must have intended to emphasise that the hero was in love?’?. In

particular the myth had it that Daphnis got drowned in a river?’?, a version which

Theocritus seems to follow (“¢xAvoe ivo’) 27°.

*'' G. Anderson op.cit.n144: 74 esp.ns 27 and 28. In one of the versions Dumuzi was depicted as

swimming for his life while Inanna watched him. The goddess in agony for his fate was encouraging
him from the bank. Anderson argued that this version might be also implied in Dumuzi’s Dream in
which pirates were reported to have come by water. They kidnapped and murdered Dumuzi like the
pirates that abducted Chloe in Longus’ novel or Daphnis’ beloved in Sositheus’ version of the tale.
Also notice that Dionysus as well had adventures with pirates. For Dionysus see The Oxford
Classical Dictionary 1999 s.v. Dionysus; Plut.Dels.et.0s.35.364f.

77 At Ephesos the rule of Artemis had replaced the rule of Pan. In the novel Leukippe and
Kleitophon of Ach.Tatius (8.11-14) the story of Rhodope was narrated. The unfortunate heroine
was transformed into the spring of Styx. However, before her change she was a huntress devoted
to Artemis. Aphrodite wished to punish her for her arrogance with an irresistible passion. The
goddess’ burst of laughter at the spectacle of the virgin brought low by the arrow of Eros enraged
Artemis who interrupted the pleasures of Rhodopis and her lover. On the spot where she yielded
her parthenia, the young lady melted into water and from that time on she has verified oaths related
to sexual misconduct. See n14: ‘yield’ and ‘melt’ are expressed by the same verb /ueinand Artemis’
cruel word-play can be understood in terms of the tales of deflowering by a river (Od.11.254;
Diod.Sic.6.7) and the collective sacrifice of parthenia to the river Scamandros at Troy (Aeschines
letter 10). Also see R.M. Ogilvie op.cit.n66: 107; it has been argued that Aphrodite’s smile in
Theocritus is similar to Sapph.1.13-5; also G. Zuntz 1960: 37-40.

"3 There was an actual river Acheron in Thesprotia and another in South Italy. But the Acheron in
Sappho and Alcaeus is a mythical stream beyond which lies the land of the dead. The etymology of
the name Acheron is “flowing with woe”, but is not sufficient. Is it a coincidence that there is a
Hebrew word -aharén -almost identical in sound with Acheron- which means among other things
‘western’, and is applied in this sense to the western sea? We have seen that both Greeks and
Semites sometimes associated dying with ‘going to the sunset’ (M.L. West op.cit.n143: 153-6), and
from the Semitic point of view that meant crossing the western sea.

/" Osiris travels in a boat when he dies and the Sun as well is said to travel on the sea in a cup
when he sets. M.L. West ibid.: 155: From Homer onwards we find the motif that it is necessary to
cross a river or some other body of water in order to reach the land of the dead; Od.10.508, 11.13-
22, 7639-12.2. Sapph..95.11-13, Alc.38a.2-3, 8; Aesch.Sept.856. In Arist.Ran, it was a bottomless
lake that the dead had to cross. A river crossed by the dead also appears sporadically in
Babylonian literature, named Hubur. Sometimes it stands for death, or the metaphorical condition of
death experienced by the anguished. In the Old Testament the infernal river is to be found only in
the book of Job which contains many remarkable mythical motifs. See 33.18.28 (MSS.), 36.12: He
keeps back his soul from the Pit, and his life from crossing the Watercourse. He has redeemed my
soul from crossing the Watercourse, and my life will see the light. But if they do not listen, they
cross the watercourse, and die without knowledge.
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However, Theocritus’ lines, cited below, have raised many doubts regarding

their exact reading (138-41):

“U® UEV T06G" eindVv anenoicetor Tov &' T Adpodita

NOeL” avopOBOGUL Td Ye UiV AIVO TEVTo AeAoTTeL

£k Motpav, yo Addvic €Bo pdov. Exkivce divo

0V Motooig otAov &vdpa, tov ou Noudoroty dmey0mn”.
It has been argued that Theocritus followed a tradition according to which the hero
was believed to have been drowned in reality: The words “¢Bo péov’ have defied
elucidation, yet they could mean no more than “he went to the river”; that is,

Daphnis dies by drowning -literally?”>.

However, it might be argued that this
interpretation rather failed to take into account the figurative style of the poet, as
argued above, and the substance of the poem as a unit, which would presuppose
the coherence of its lines. It should be noticed that up to this point Daphnis was
specifically described as lying passive and unable to overcome his torturing
passion. It would not be illogical to assume that Theocritus used the traditional
material in a metaphoric manner to state that Daphnis was totally consumed by his
liquid emotions. Anacreon and Sappho were also rumoured, as examined, to have
found similar deaths when fired with erotic passion. Love was regarded as a major
natural force and therefore, Daphnis, a fertility deity, would be merited with a death
in natural terms.

It might be suggested that with the expression “¢xivoe dive” Theocritus
simply wished to render poetically a phrase in the lines of “and then he just died” or
‘then he left his last breath”. Hence, Theocritus employed a metaphor and as
argued above, a rather common one. Apparently Theocritus expected the
audience to recognise the metaphor because not much was said to their
elucidation. The key to the interpretation of the metaphor lays possibly a few lines
above in Daphnis’ anxious address of Aphrodite. In anger he said (102):

“fon yap opacdn Tave’ dAlov Eupt dedvkey;”
In translation this question would be: “do you think that all my suns have already set?” The

expression, still powerful in Modern Greek for things that decline, is a loan from the

2 RM. Ogilvie op.cit.n66: 108-9. The author compared the two mainstream interpretations in his
days: “the school of thought which believes Daphnis to have faded away takes the words as no
more than a poetical periphrasis for died “¢o psov”...if that solution fails, the stream must be a real
and not an infernal stream. A second approach is to translate “¢Bo péov” as “he passed away into a
stream”, i.e., “he turned into a flood” but here the accusative construction is unendurable”. Based
on his theory Ogilvie went on to explain the absence of the nymphs as an allusion to the hero's
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actual daily solar course. The journey had a central role in the worship of Osiris
whose funeral ship was believed to follow the course of the sun®’®. Osiris was
often compared with Adonis and Tammuz as the divine consort of Isis®’”’.
According to the religion of Osiris, the experience of the Underworld was
symbolised by the nocturnal sea voyage of the sun or the hero®’®. The sea sank
down to the west where it would die before entering into the womb of the
Underworld that was reported to devour it. Furthermore, a Babylonian prayer for
the exorcism of a malevolent ghost contained the wish: “Let it go to the sunset, /let
it be entrusted [to Nedu], the chief [gate] keeper of the earth”. A Hittite ritual
designed to appease the god Telepinu said: “let it go to the road of the Sun-god of
the earth. The doorkeeper has opened the seven doors, drawn back the seven
bolts. Down in the dark earth bronze cauldrons stand..what goes in does not come
out again, it perishes therein”?’®. The idea that the sun would set and die in the
west before rising the following morning was later passed in the mysteries of late
antiquity. The candidate for initiation should take a dangerous journey through the
Underworld in order to achieve rebirth and to this purpose he had to follow the path
of the Sun. Thus, in Apuleius the initiate into the mysteries of Isis had to pass
through the twelve hours of the night corresponding to the Egyptian conception of

the Underworld journey of the sun bark. Ishtar also had to pass through seven or

death by drowning because the only death that the nymphs could prevent was that one
cf.1d.13.43f.).

576 E. Neumann %1963: 138 (Hercules travelling on the night sea journey) and 85 (the solar barge
passing into the mountains of the West). cf. the journey of Oceanus who crosses the sea every
night in his Cup. Mimnermus and Aeschylus talk about the

“senac”, the Cup, in which the sun was believed to travel during the night. See G. Anderson
op.cit.n144: 72 who compared the Sun associations for Daphnis and Dumuzi: “..Dumuzi is brother
in law of Utu, the sun-god, and at one point reminds the latter that he supplies milk and cream to
Utu's mother Ningal's house”. According to Aelian again, Daphnis looked after the cattle of the
Ag)ollo’. Also S.N. Kramer 1981: 164-7.

*’" The Sun withdraws every night but thanks to his cup he avoids contact with the water which as
explained has death connotations. This is the very cup, which Hercules borrowed during his
adventure in the Garden of the Hesperides, which is located beyond the Atlas Mountains at the
western border of the Ocean. Hesiod mentioned that the Hesperides were the daughters of night
and Erebos.

% It has long ago been suspected that Hercules’ adventure in the Garden of the Hesperides is an
allegory for the hero’s journey to the land of the dead. The western location of the Garden implies
an association with the Underworld, which is always located in the West.

7% In the Ugaritic Keret epic, the hero’s wife foresees his death: “Keret will certainly come to the
goin-in of the sun/ your lord and mine to the hiding of the sun”. The idea might be implied in the
Odyssey, where the souls of the suitors (20.356) are described as hastening to the lower darkness.
In Soph.Oed.Tyr.175-8, the souls of the dead are depicted as flying to the western horizon: “you'll
see one after another, like a fleet-winged bird/ speeding stringer than furious fire /to the shore of the
god of the west”. For a possible etymology of Erebos from Hebrew with the meaning sunset
/evening which corresponds to the Ugaritic<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>