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Introduction

The Carmina Anacreontea (CA) are a substantial body of later Greek lyric poetry that provide
insight into the engagement of later poets with archaic and Hellenistic predecessors, genre
building, and versification. Taking their name and inspiration from the archaic poet Anacreon,
the collection consists of around 60 short poems in iambic lyric meters by anonymous authors
from the late Hellenistic age through the Byzantine era. Lighthearted in tone, these poems are
exemplified by the gods who appear frequently in their verses: Eros, Dionysus, and Aphrodite.
Sharing the stage alongside them, elevated to an almost divine status, is the poet Anacreon, the

model for the creation of sympotic poetry.

In this commentary, I attempt to provide an aid both to those students and to scholars who
wish to read the Anacreontea and incorporate knowledge of them into their framework of ancient
literature. It is my hope that scholars already familiar with the CA4 can also benefit from the notes
in this edition. Despite the increase in scholarship on these poems in recent years, the poems
themselves are rarely read even by scholars of Greek lyric poetry and imperial Greek literature.
In addition, the syntax and vocabulary of these poems is relatively simple compared to archaic

lyric, making them ideal texts for students who are beginning to learn how to read Greek poetry.

This commentary contains the first twenty poems of the C4. Metrical and other structural
divisions within the collection create a distinct structural unit out of poems 1-20 within the full

collection, making this a relatively unobtrusive cut-off point.

I print West’s text with some exceptions, described in the notes. While all ancient texts
received through a manuscript tradition contain multiple versions of themselves through the
process of scribal transmission, in this text in particular the “original” form of any given poem is
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hard to isolate. The poems are found primarily in a single manuscript, the manuscript contains
poems by a broad range of anonymous authors over the course of a broad span of time, and there
were likely various editors who compiled the collection(s) in addition to the scribes who copied
these compilations. Therefore, I am less concerned with restoring individual poems to an
“original” form and more concerned with editing the collection as it appears in the manuscript
and indicating in my notes potential motivations behind later interpolations and modifications,
where they appear. [ am overall skeptical on individual attribution and do not attempt to attribute

any of the poems to the same author.

Beside the Greek text of each poem is a facing translation designed to facilitate
understanding of the poems. Translations do not conform to any English verse form but are
divided into lines to mirror the Greek as much as possible without impeding proper English
sense. The text and translations are followed by a description of the meter of the poem, the title
of the poem in the manuscript, and then an introduction to the poem as a whole and line by line
notes. The introductions are especially concerned with the positioning of the poem within the

collection as a whole.!

1.1 The Text

The CA are a collection of 60 poems found in an appendix of the same famous 10™ century
manuscript that contains the Greek Anthology. The original manuscript has been divided into two
parts: Heidelberg, Universititsbibliothek Heidelberg, Codex Palatinus graecus 23, and Paris,

Bibliothéque nationale, Supplément grec 384.2 The CA4 is found in the latter. The collection

! For the methodology of analyzing the thematic coherence and structure of a collection of poetry, cf. especially
Gutzwiller 2005 and Krevans 2005.
2 https://digi.ub.uni-heidelberg.de/diglit/cpgraec23, https://archivesetmanuscrits.bnf.fr/ark:/12148/cc24643g.
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follows the “picture poems” (A.P. 15. 21-27), and is followed by epigrams by Gregory

Nazianzenus, Anastius Balbus, Ignatius, Aethas, Theophanes, and Cometas.

The entire the collection is titled Avaxpéovtoc Tniov cupmooctakd fuaupia. It contains
59 numbered poems (now variously divided by different scholars) across 8 folios, ending with
the subscript téAog T@®v Avokpéovtog cuunoctok®dv. The collection appears to have been
compiled out of multiple earlier sylloges in a manner similar to the Greek Anthology with which

it shares a manuscript (see 1.2 Dating below).

In the modern age, the CA was first published by Henri Estienne (Henricus Stephanus)
(1554). Stephanus’s editio princeps contained 55 of the 60 poems of the manuscript, 31 of which
he attributes to Anacreon. The remainder he includes in a section of doubtful attribution along
with other lyric fragments, including genuine Anacreon. The collection also contains epigrams
attributed to Anacreon and Alcaeus, as well as one poem of Sappho. Poems such as CA4 1, in
which the archaic Anacreon passes on his garland to the anacreontic poet, are redacted from
Stephanus’s collection in support of his attribution to Anacreon himself. This attribution to
Anacreon was a subject of scholarly debate for centuries. In 1843, Theodor Bergk published a
lyric collection that included separate sections for the lyrics of Anacreon and the CA4, and in 1868

Valentin Rose released his Teubner of all 60 poems of the CA in manuscript order alone.’

Current complete editions include West’s 1984 Teubner, revised in 1993, Campbell’s
1988 Loeb, and Brioso Sanchez’s 1981 text and commentary. The editing practices of West and

Brioso Sanchez differ, with Brioso Sanchez adhering more faithfully to the manuscript reading

3 For further discussion of the history of the publication of the CA, see Rosenmeyer 1992 3-8 and Baumann 1974.
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and West offering many more emendations and suggestions.* Guichard (2012) generally follows

the text of Brioso Sédnchez, while Zotou (2014) follows West.

1.2 Dating

The dating of the individual poems of the CA is difficult and almost entirely based on internal
evidence. Aulus Gellius (fl. ¢. 180 CE) quotes a version of CA 4 in Attic Nights 19.9, giving a

terminus ante quem for that poem.® Certain other poems appear in other collections (the Palatine,

Planudean, and Parisian Anthologies), but no others are directly quoted by any ancient source.®

Gellius sets his quotation at a party thrown by a young equestrian Asian man and introduces it

with the following:

Ac posteaquam introducti pueri puellaeque sunt, iucundum in modum Avaxpedvieia
pleraque et Sapphica et poetarum quoque recentium €\eyeio quaedam erotica dulcia et
venusta cecinerunt. Oblectati autem sumus praeter multa alia versiculis lepidissimis
Anacreontis senis, quos equidem scripsi, ut interea labor hic vigiliarum et inquies
suavitate paulisper vocum atque modulorum adquiesceret:

And after the boys and girls were brought in, they sang many anacreontics and Sapphics
and some sweet and charming elegies of recent poets as well. But we most especially
enjoyed some very charming verses of the old Anacreon, which indeed I have written
down, so that sometimes this work and restlessness of mine can find a bit of rest in the
sweetness of poetry.7
It appears at first glance that Gellius attributes this poem to Anacreon himself, raising the
question of whether he was aware of a later anacreontic genre. His juxtaposition of
Avaxpeovrewn and Sapphica with poetarum quoque recentium implies that he places those poems

in an ancient, not contemporary, category. However, Anacreontis senis does not itself have to

refer to the actual Anacreon but could indicate an anacreontic poet/speaker who takes on the

4 See also Giangrande 1975 for an endorsement of adherence to the manuscript.

5 For more details on the various extant versions of CA 4, see commentary below.

5 For a complete listing of alternate sourcing for individual poems, see West 1993 ix-xi.

7 Latin text from the Loeb, translations my own. Henceforth translations are my own unless otherwise specified.
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identity of Anacreon self-consciously, including the stereotypical old age that is present in this
collection (e.g. CA 7 in which the speaker is Anacreon and is called old).® It’s likely that Gellius’
story reflects a broader practice of writing anacreontic poetry, both in the explicit voice of
Anacreon and in his meters and styles that was already developing or developed at the time of

Gellius’s writing.®

Relative and absolute dating of the various poems within the collection is determined
internally primarily by considerations of style, metrics, syntax, word choice, and the allusive
relationships between particular poems. Comprehensive theories of dating have been proposed

by Hanssen 1882, Sitzler 1913, Edmonds 1931, Brioso Sanchez 1970, and West 1993.1°

Hanssen outlines two means by which dating can be determined: through the ordering of
the poems within the collection, assuming that the final editor did not do a systematic
rearranging, and through the evolution of the interaction between ictus and accent. In addition to
the ordering of poems, he pays close attention to the content of the poems in his argumentation.
The accentual/metrical line of inquiry is taken up by Edmonds and Brioso Sénchez, all three
scholars looking especially at the coincidence of ictus and accent at the penultimate syllable of
the line when compared with other hemiambics from Anacreon through the Byzantine era. As
Campbell rightly notes, Brioso Sdnchez’s numbers are most reliable. He combines his metrical

examination with a study of vocabulary and syntax, and divides the poems into two groups, the

8 ¢f. Liitkenhaus 2014, 162

9 Intertexts and allusions are another potential external basis for determining dating of the CA, though one that can
only be attempted with extreme caution. While editions and commentaries, including this one, point out
similarities in phrasing and thematic content between the CA and Hellenistic and Latin poetry, it is generally not
possible to determine either the presence of direct influence, or the direction of influence when present. Recently,
Veronika Litkenhaus has conducted a study into the influence of Anacreon and the Anacreontea in the poetry of
Horace and argues for several instances where Horace engagement with Anacreon is enhanced by a familiarity with
the Anacreontic genre.

10 Their conclusions are helpfully summarized by Campbell 1988, 16-18.
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earlier (c. 100-400 CE), and the later (c. 400-600 CE). Edmonds argues for a date of 50 BCE-50
CE for the earliest poems, with some perhaps from the 2™ century BCE as well. While West does
not assign specific dates for his earlier groups, he describes a sylloge of C4 1-20 as Hellenistic in
spirit (and mostly conforming to classical prosody). All scholars generally agree that the majority
of the first 30 poems are earlier, and the majority of the last 30 later, based primarily on metrical

distinctions and vocabulary analysis.

1.3 Metrics
This section will focus primarily on the metrics of the twenty poems contained within this

commentary.

The dominant meters of the CA are the iambic dimeter catalectic, or hemiambic, and the

anacreontic.

The basic form of the hemiambic is:

X-u-u-X

And the basic form of the anacreontic:

Uuu-u-u-X

CA 1, 4, 6-15 are in hemiambics, and CA 2, 3, 16-18 are in anacreontics. Occasional anaclasis is

found throughout both meters.

When it comes to interpreting the more metrically variable poems, there are two major
schools of thought. On the one hand, the variability can be viewed as a failure to adhere to

classical forms of prosody due to the loss of vowel lengths in later Greek and poor skill on the



part of the poet. This is the view evident in West’s description of his divisions of the poems.* On
the other hand, these poems can be analyzed as deliberate compositions that conform to
alternative schemes, such as the metrically complex works found in the archaic and classical age,

or metrical innovations of the Byzantine era. This is the point of view taken by Irene Weiss in her

dissertation analyzing the metrics of the CA4.

CA 5 is the most metrically variable of the first 20 poems and is an illustrative example of

these metrical controversies. It has been analyzed as a hemiambic with frequent anaclasis and

intrusion of other verse types (West), as late “isosyllabic” verse (Edmonds), as the Byzantine

form “political” verse (Hanssen), or as a metrically complex poem in an archaic/classical style

(Weiss).™

Here I provide a complete scansion of CA 5 with metrical analysis following Weiss 1988.

Koaitéyva, topevcov -U-U uU-u pheracratean OR
-U- Uu-u cr+ion a mi

£€apog KuTEAAOV T|ON* Uuu-uU —uU—— anacreontic

0 TPAT’ MUV T TEPTVEL U-— —U-u ba+tr OR
. _U-u mol+ tr (ion a mi)

pPoOda PEpovcav dpMV. Uuu- U—— crtba (ith)  OR
UUU- U-—— paeo*+ba

apydpeov &’ AMAMGOGC _UU- U—— cor+ba (arist)

TOTOV TOIEL PO TEPTVOV* U_U— ——— ia+mol

TOV TELETDOV, TAPOVA, —_UU- U—— cho+ba

un E&vov pot topedonic, _U—— U—— tr+ba OR
_U- —U-—— cr+tr

11 Cf. West 1993 xvii.
12 \Weiss 1988.

13 For a complete summary of the various proposals for the metrical analysis of CA 5, see Weiss 1988 121-145.
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U1 GEVKTOV ioTOpM L - —-U- U-u hemiambic

uaAAov moiel A0g yovov, 10 - -U- U-U- iambic dimeter

Béiyov Eblov fuiv. —U-U U-—— pherecratean OR
—U- UU-—— cr+ion a mi

pooTic vapotog ft Kompic ———U U-u- glyconic

VUEVAIOVG KpoToDoa: UU—— U—-U ionamitba OR
Uuuu- —uU-u cr+ba (ith)

yépooo’ "Epmtag dvomiovg U_U— UU-—— ia+ion a mi

Kol Xapirog yeAdcog 15 _yu- u_— cho+ba (arist)

O dumehov e0mMETAAOV U—UU —UU- ba+cho(2 cho)

evPoOTPLOV KOpDGOV: _UU- U—U cho+ba (arist) OR
L U- U-uU iat+ba

oLVOTTE KOVPOLG EVTTPEMEIG U_U— ——U-— iambic dimeter

Tav unt ®oifog abBvpNL. o Uu-_-— mol-+ion a mi(?) (=pher)

CA 19 and 20 are each metrically unique. For scansion and analysis of individual irregular lines

in all poems, and for the scansion and analysis of the meters of CA 19-20, see commentary.

1.4 Structure

Beginning in the Hellenistic era we see Greek poets and/or editors arranging shorter poems into
poetry collections that are then published as poetry books.'* A key early example of this
phenomenon is the Milan Papyrus of the late 3™ century (P. Mil. Vogl. VIII 309) which contains
around 112 epigrams attributed to Posidippus of Pella divided into sections based on their
content matter. The Greek Anthology, found in the same manuscript as the CA, also represents a

massive epigram collection born out of the compilation of other collections, most notably the

1 For an overview on form and evolution of the poetry book, see Hutchinson 2008, 1-41.
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Stephanos of Meleager (1st c. BCE). Meleager began his collection with a poetic statement about
his editorial principals in an epigram comparing the authors contained within his anthology to
different flowers, woven together into a complete garland. He organized the epigrams within the
collection alphabetically by the first letter of each poem. The Greek Anthology found in the

Palatine manuscript is divided into books based on subject matter.

The poetry book as a form was used also by Latin poets. When a poem does not stand
alone but is placed beside other poems, the organizational structure becomes another tool for
building meaning within the text. Much work has been done on the structure Vergil’s Eclogues, a
collection of ten hexameter poems published together as a book, as well as the poetry collections
of the elegists Tibullus and Propertius and the lyric poet Catullus. Such analysis involves
grouping poems together in consecutive groups or symmetrical parallels, looking for verbal and
content-based parallels between poems throughout the collections, and looking for evolutions
across the collection as a whole. ** Study of the structure of poetry books acts a necessary
counterpart to study of individual poems, as the meaning of individual poems can be affected by

their place within a broader structure.

Throughout this commentary, I assume that at various points in the history of the
compilation of the CA4 there were editors who made deliberate choices about arrangement of
individual poems based on literary considerations. In this commentary I do not attempt a

complete speculative analysis of each stage of collection. When I refer to the “editor,” I am

15 Steenkamp 2011 provides an overview of several of the major models of structural analysis of the Eclogues, with
a summary on p. 117. For Catullus, see especially Dettmer 1997 who argues that Catullus arranged the collection
himself, as well as Skinner 1981 who argues that same for the polymetric poems. For Tibullus, see especially
Dettmer 1980 and Littlewood 1970, and for Propertius’s monobiblos arrangement see Petersmann 1980. Also
relevant is Hutchinson 2008 which contains chapters on structure in Callimachus, Posidippus, Catullus, Horace and
Ovid and attempts to draw out connections between the Hellenistic Greek poetry book and the Latin poetry book.

9



referring in general to the editor who created the final arrangement of these 60 poems which
eventually were copied by the copyist of the Palatine manuscript. It is likely that some of these
choices in arrangement were iterative (and not purposeful) as the collection was modified by
multiple hands throughout its history, but for the purposes of this commentary these stages are

occasionally collapsed in service of analyzing the structure of the collection as it stands.

I will focus my discussion here on the first 20 poems of the collection included in this
commentary. Besides metrics (on which see 1.3 Metrics above), there are several literary
considerations that create internal structure within this portion of the collection. The collection
begins with a set of programmatic openers, the first establishing the collection’s connection to
the archaic Anacreon and the second introducing the theme of the symposium and providing a
recusatio contrasting anacreontic poetry with Homeric epic. There are several distinct groupings
of poems that break up the following set of 18. The clearest of these are the ekphrasis poems: CA
3-5 which describe sympotic scenes and CA 16-17 which describe paintings of a male and
female beloved. CA4 15 parallels CA4 1 as an introduction of a set of ekphrases which offers
another version of reception of the poetic mantle of Anacreon in the form of the messenger dove
who drinks from Anacreon’s cup. While CA 18 is not an ekphrasis, its description of Bathyllos
following an ekphrasis of Bathyllos and the locus amoenus parallelling CA 5 align it with the
second group of ekphrasis poems, creating two groups of three. This part of the collection then
closes with two poems of unique meters which parallel the two opening poems, with C4 20
naming Anacreon once again as a poetic predecessor. Additional structural symmetry is found
within the ten poems between CA4 5-16, as C4 9 and 12, both about madness and linked by

repeated lines, are each found three poems away from an ekphrasis section.
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In addition to these broader points of layout, individual poems often look back to specific
phrases or themes from the poem preceding them so there is a clear sense of continuity as the
reader moves from poem to poem. Many of these instances are remarked upon in the notes to
individual poems in the commentary below. While I have argued for these first 20 poems to be a
somewhat closed unit with the ring composition notes above and in the commentary notes, an
example of a smooth transition between individual poems can also be seen between CA4 20 and
21. While 20 describes drinking a cup full of poetry, closing on the word gxmigiv, 21 is revolves
around describing how everything in the world drinks, beginning 1 yf| péhawva miver. C4 1 and
CA 60 are also clearly paralleled in a number of ways, especially in the closing exhortation tov
Avoxpéovta ppod found near the close of CA 60. The meaning created by juxtapositions
between individual poems throughout the collection is analyzed throughout the notes in this

commentary, especially with regards to C4 16 and 17.

1.5 Relation to Anacreon

The CA are unique in representing a literary genre based on the work and persona of a single
poet. The history of the reception of Anacreon extends back into his own time. Anacreon’s
popularity in Athens during the classical period is known from the performance of his poetry at
symposia, his appearances in vase art, and his influence on later literature.'® In the Hellenistic
period, a particular stereotyped image of Anacreon began to strongly emerge most evident in the
epigrams about Anacreon.!’ Take as one example A.P. 9.599 describing a statue of Anacreon:

Adco1 oV dvdpiévta todtov, @ Eéve,
oToVdQ, Kol A&y’ Emnv €G oikov EvOng:

16 Bernsdorff 2020, 31f.

17 For more on the epigrams about Anacreon, see Barbantani 1993, Acosta-Hughes and Barbantani 2007, Bing
1988, and Chirico 1981. For the relationship between Hellenistic epigram and Anacreon/Anacreontea in general see
Gutzwiller 2014. See also CA 18 n.15-17 below

11



“Avaxpéovtog eikov’ idov v Tép
TV P66’ €1 TL TEPIOGOV MOOTOLDY.”
TPoceig O¢ ydTL TOTC VEOLoV GOETO,
Epeic dTpexémc Olov TOV avopa.
Look at this statue, stranger,
carefully, and say, when you arrive at home:
“I saw the image of Anacreon in Teos,
the most preeminent of the ancient bards.”
And when you add that he enjoyed young boys,
you will have described the whole man accurately.
Anacreon is reduced entirely to a few characteristics: he is from Teos, he is a preeminent poet,
and he is a pederastic lover. The Anacreontea pick up these characteristics, along his other

stereotypical associations with old age and drunkenness. The actual anacreontic corpus contains

also fierce iambic invective, which is entirely excluded from the CA4.

Anacreon is named in 5 poems of the CA. In CA 1, Anacreon appears to the poet in a
dream and passes on his garland. In C4 7, a group of women address the speaker, calling him
Anacreon, and telling him that he is old. In CA4 15, the speaker encounters a dove owned by
Anacreon delivering messages to Bathyllos, his boyfriend. In C4 20, the speaker calls the poetry
of Anacreon sweet, alongside Sappho and Pindar, and in the final poem, CA 60, the speaker
exhorts his audience to imitate Anacreon (tov Avakpéovta pupod). In addition, CA4 4, 10, 15, 17,

and 18 all mention Bathyllos.'8

Bathyllos was a beloved of Anacreon’s, though the evidence for that comes mostly from
the C4 itself. His mention in CA 15 as a beloved of Anacreon makes that association explicit,

leading the audience to associate the speaker with the persona of Anacreon when he mentions

18 Notably, all of the poems mentioning either Anacreon or Bathyllos (with the exception of CA 60) are found within
the first 20 poems. This is one of the criteria used in identifying these poems as a singular cohesive unit. Cf. West
1993 xvif.
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Bathyllos as his beloved. Maximus of Tyre twice mentions Bathyllos in connection with
Anacreon (Diss. 18.9.42 peota 8¢ avtod T dopata ThHe Tuépdiog koung kai tdv Kieopfoviov
090oAu®dV Kol Tig BaBvilov Gpag “and his [Anacreon’s] songs are full of the hair of Smerdies
and the eyes of Cleobolos and the youth of Bathyllos;” 37.5.28 [Anac. PMG 471] obto kai
Avokpéov Zopiotg IToAvkpdy NuEpmaosey, KepAGOS T TVpavvidl EpwTta Zuepdiov Kol
Kigofoviov kounv kai kaArog Ba@virov kol pdnyv Tovikny “So too Anacreon tamed
Polycrates for the Samians, softening his tyranny with the love of Smerdies and the hair of
Cleobolos and the beauty of Bathyllos and his Ionian music”), and Horace once in his epodes
(14.9-10 non aliter Samio dicunt arsisse Bathyllo/ Anacreonta Teium “They say that Teian

Anacreon burned similarly for Samian Bathyllos).!°

The frequent mentions of Bathyllos within
the CA are a representative example of how the poets fixated on specific aspects of Anacreon’s

work and persona and then replicated them throughout their anacreontic poetry.?°
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Text, Translation, and Commentary

CA1

Avokpév 10mV e

0 Tniog nehmdog

6vap Aéyov Tpoceinev:
KAy® Spopmv Tpog avtdv
TEPUTALKNV PIANGOC.
YéPmV eV TV, KOAOG 8¢,
KaAOG 0¢ kol pidevvoc:
10 Ygihog Olev oivov-
TpEUovTa O’ aTOV oM
"Epag éyelpoydyet.

0 &’ €€V Kapnvou
€uoi otépog 6idwot-

70 &’ AL AvakpEovtog.
€YD 0’ 0 HwPOG Apag
EOMNCAUNV LETOT®

Kol 0ffev dypt kol vov

£PMTOG OV TETAV L.

10

15

Meter: X — U — U — X (hemiambic)

Anacreon saw me,

the Teian singer,

speaking in a dream he addressed me;
And I ran to him

and embraced and kissed him.

He was an old man, but beautiful,
beautiful and lusty;

his lips smelled of wine;

since he was trembling already
Eros led him by the hand.

And he took from his head

the garland and gave it to me;

and it smelled of Anacreon.

And 1, the fool, lifting it

bound it to my brow;

and from that point until even now

I have not left off from love.
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The title above the text in the manuscript is dvoipéovtoc Tniov cupmostaxd Kol pudupia, “the

sympotics and hemiambics of Anacreon of Teos.” There is no title for this individual poem.

This opening poem of the collection is a programmatic statement chosen by the editor to define
the poetic project of the collection. In it, the archaic Anacreon appears to the anacreontic poet in
a dream and passes down the mantle of his poetry in the form of his garland. This poem contains
all of the main elements that will feature throughout the rest of the collection: wine, Eros, and
Anacreon, coming together to make a portrait of the symposium. The figure of Anacreon in this
poem very closely conforms with the Anacreon depicted in Hellenistic poetry and in earlier
reception. He is old (v. 6), but still lusty (v. 7), smells of wine (v. 8), and wears the symposiast’s
garland (v. 12). The meter is hemiambic (iambic dimeter catalectic), as are poems 4, 6-15 of this
part of the collection. In addition to providing a programmatic beginning to the collection, CA 1

corresponds to CA 60b in several places, giving the full collection a ring composition.

1 Avaxkpéov: The first word of the collection serves as a useful title that defines the project of
the poet and editor. These poems revolve around Anacreon and define themselves through
Anacreon. However, they are not by Anacreon, and most of them don’t pretend to be. By making
Anacreon the central figure in the first poem, but also as a third person character in the poem,
rather than the speaker, the poet reflects the character of the collection as a whole. Propertius’s
poetry collection also begins with the name of an individual: Cynthia, the love object of his

elegy. Anacreon too is eroticized throughout the poem.?

21 See v. 5 below.
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2 Tniog: Anacreon is commonly identified by his birthplace of Teos in poetry that describes him.
(cf. AP 7.24.3, 7.30.1, 9.239.3, 16.308.2). While the epithet here is informationally unnecessary,
it establishes this Anacreon as the archaic Anacreon and it nods to the reception of Anacreon in

other forms by conforming to the Hellenistic standard of citing his birthplace.?

2 neh@oog: This is an uncommon word in non-Christian Greek. In classical texts, it is more

commonly used to describe sounds or animals than people.

The choice of this word in place of a more regular term for singer adds three potential
additional layers of meaning: 1) the association with a bird, or swan (cf. Eur. IT. 1104-5, Hel.
1109; Ps. Luc. Halc. 8.8.; Babrius Myth.Aes. 2.214.10), which is fitting, as Anacreon is called a
swan (alongside a Teian) in two of the epigrams mentioned above (7.30.1, 16.308.2); 2) the
association with the Muse (cf. Eur. Rhes. 351, 393), appropriate since Anacreon is taking the
place of a Muse or other divinity as the conferrer of poetic inspiration; and 3) a reduction of the
person of Anacreon down into a symbol of his poetry (cf. Eur. /4. 1045, Aristox. Rhythm. 2.20.8,
Sopater fr. 7.2, 10.4, where the term is used an adjective to describe sounds.) Rosenmeyer
translates as “the melodious man,” which captures the general use of this adjective to describe
musicality.? This full line 6 THiloc peAmd6¢ parallels the line in C4 60 where Anacreon is called

TOV doidipov peaotiyv (CA 60.31).

nelmodg later becomes a common descriptor of King David in his role as psalmist in
Christian writings, as well as being applied to other hymnographers, such as Romanos the

Melodist.

22 Cf, Rosenmeyer 1992, 65, and Most 2014, 156.
23 Rosenmeyer 1992, 239.
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3 dvap Aéymv: Aéyomv is the reading found in the manuscript. Baxter (1695) amends to (6vap
Aéyw), which West accepts on the grounds that id@v...Aéywv “involves redundancy and an
awkward oscillation between aorist and present, but also that, while dvap can be used
adverbially, id@v pe... dvap would naturally mean ‘seeing me in Ais dream’, not ‘in my
dream’.”?* There is little issue, however, with either an overuse of participles or with the switch
in tenses, as the separation of a whole line between the two participles in addition to the meaning
of the verbs leads one to take Aéywv closely with npoceinev. This pairing of a present participle
speaking verb with a main speaking verb is quite common in Homer (e.g. /1. 1.502 Aocopévn
npocéewne, 3.437 Ty 8¢ I1apig pobotowv apelPopevog npocéene:, ete.). West argues further that
“the parenthesis [dvop Aéym] comes in just where it is needed, after line 2 has confirmed that the
Anacreon in question really is the old poet, whom this poet could obviously never have met in
real life.”?® It is not actually the goal of the anacreontic poet to establish a plausible scenario
where it is clear that the archaic Anacreon is dead and that the current poet is simply recounting a
dream sequence with no bearing on reality. The adverbial dvap helps establish the dreamy
quality of what is occurring, while also reinforcing the boundary blurring between then and now,
and archaic Anacreon and the anacreontic poet.?® Rosenmeyer accepts Baxter/West and translates

“(I am relating a dream)”?’; Campbell prints the manuscript reading.

Dream appearances as a vehicle for passing down poetic inspiration are a literary topos in
both Greek and Latin poetry. This trope perhaps begins in the Theogony with the visitation of

Hesiod by Muses (Theog. 22-34). Although this does not occur in a dream, it represents a

24 \West 1993, 206.

% |bid.

26 Cf. Rudolph 2014, 134, and passim.
27 Rosenmeyer 1992, 239.
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visitation of a mortal poet by a divine symbol of inspiration, adapted into dream appearances

such as its reworking by Callimachus (fr. 2 Pfeiffer). Anacreon here takes the role of the deity.

Matching this case more exactly is the dream of Herodas where the figure appearing in
the dream is a poetic predecessor and old man, often identified by scholars as Hipponax, credited
with originating the genre of iambics.?® Relevant here too is the dream of Ennius in which
Homer appears to inform Ennius that he is Homer’s soul reborn. This notion of asking the reader
to accept that Ennius has become Homer and therefore that his Homerisms are natural and
inevitable?® resonates strongly with the project of the anacreontics in which the poet strives to

imitate Anacreon so closely that in some poems he takes on his persona entirely.*°

3 mpooscinev: This verb (especially alongside the preceding participle, evoking the Homeric
examples referenced above) expects some quotation to follow. Instead, the reader is left
frustrated. Not only do we not hear Anacreon’s word here, we also don’t hear them for the
entirety of the poem. Any new words of this particular archaic dream-Anacreon are not relevant
because the anacreontic poet (and audience) has everything they need from Anacreon in his
surviving poetry and reception. Anacreon appears and inspires, but it is the anacreontic poet’s

turn to compose.

5 mepurhaxny @umcac: tepmAdkny is the epic form of the aorist passive of mepmiékw. The
passive of this verb is typically used with a middle/active sense. piAncag following dpapmv is

another case of a preponderance of participles (cf. vv. 1-3), not uncommon throughout the

28 On the connection between Herodas and Hipponax, see Cazzato 2015. On the relationship to this poem, see
Zotou 2014, 25, where she also discusses Callimachus, citing Walde 2001.

29 Aicher 1989, 229f.

30 Most 2014, 135: “This is because the Anacreontic poet is representing Anacreon before an audience, persuading
them momentarily by a kind of quasi-dramatic mimesis that he is Anacreon.”
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collection. The relationship between mentor and student takes on a pederastic and erotic form,

which is suitably anacreontic.3!

6 yépwv: Anacreon is usually depicted as an old man in his reception. This begins with his own
poetry on age (cf. PMG 395, 418, 420) and continues throughout the classical age and into the
Hellenistic age in statuary, paintings, and literary descriptions.®? By continuing to use known
descriptors of Anacreon, the poet is embedding himself within a tradition of Anacreontic
reception as well as foreshadowing which aspects of Anacreontic poetry will be relevant to this
collection. Old age will return as a theme in CA 39, 47, 51, and 53, as well as in C4 7, which is

the only poem that identifies the speaker as Anacreon himself.

KoADG 8E...kahdg 8%: Repetition is a very frequent device throughout the collection.®® It
contributes to the sense of informality and carelessness cultivated about the songs. Including this

feature in this initial poem sets the stage for its inclusion and development in poems to come.

7 @ihevvog: This a hapax legomenon constructed from ¢idog + edvn, lit. “fond of the (marriage)

bed.” Here there must be no connotation of marriage, only of sex.
9 tpépovta: Either from drunkenness, old age, or both.

10 "Epmg: As mentioned above, it is more common for the scene of poetic inspiration to involve
a god appearing to the poet and providing divine inspiration. Not only is Anacreon elevated into
that position in this poem, but Eros is subordinated to Anacreon, acting almost as his slave

(compare, for example, the slave who leads Tiresias in Oedipus Rex [Soph. OT. 444). Eros will

31 Most 2014, 153.

32 For a much more in-depth analysis of the reception of Anacreon from the archaic through Hellenistic ages, see
both Rosenmeyer 1992, 12-49, and Bernsdorrf 2020, 31-45.

33 For a complete catalogue of instances of repetition, see Rosenmeyer Appendix A.
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appear continuously, both in the dream realm (e.g. CA 30) and in the waking realm (e.g. CA4 13,
19, 31) throughout this collection, but more often in a position of complete domination over the

speaker.

12 oté@og: The garland is a common metaphor for poetry, especially fitting for edited collections
of poetry. The paradigmatic example is the Stephanos of Meleager, whose use of the garland
metaphor in the organization and presentation on his collection is analyzed by Gutzwiller.3* What
is distinct about this collection when compared to various Hellenistic epigram collections is that
while it is clearly an assemblage of poems from various authors and times, the editor never
explicitly discusses the interweaving of sources within the collection itself, nor are any authors
named in the manuscript, aside from Anacreon.®® Nevertheless, the garland image alludes to this

process of organization and invites us to analyze the collection as an edited poetry book.

The garland is also the symbol of the symposiarch, stressing again the sympotic subject
matter of the collection to come. Most considers it likely that these poems, while composed in
writing, were performed in a sympotic context, and that this reference to the garland could easily
be accompanied by the performer donning a real garland.®® Regardless of the reality of the
performance context, the poems evoke the symposium constantly through their references to

garlands, myrrh, drinking, dancing, and the performance of music.

ot€pog is generally the poetic form for a garland, though otépoc and ctépavog are both

used interchangeably throughout this collection.

34 Gutzwiller 1997.

35 ¢f. the first poem of the Stephanos of Meleager (A.P. 4.1) in which Meleager names himself as editor and
describes his collection as an interweave of poems, naming and describing the various authors found within.
36 Most 2014, 153.
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otdmot: The tense here shifts from aorist to present. It is significant that the one moment of the
dream in the present tense is the action of Anacreon handing over the garland (representative of
his poetry) to the speaker. This moment is frozen and reenacted continuously throughout time as

each anacreontic poet takes up pen or lyre.

13 10 & @’ Avakpéovrog: This line echoes line 8 (10 ygilog dlev oivov). Typically objects in
Greek do not smell of individual people, but of substances (myrrh, oils), or sometimes of gods
(Venus, Eros), as metonymy for the domain or aspects of the god. *” Once again, Anacreon is
being moved into the sphere of the divine, but this time it is as a representative of a particular

sphere or existence: the anacreontic.

14 6 popog: The speaker, looking back, regrets his actions. The theme of the miserable,
wretched lover is known from earlier Greek poetry (e.g. Anac. PMG 398, 400), and will be more
fully developed in Latin love elegy. The poet is right to feel regret, perhaps, as Eros continues to

torment speakers throughout the collection.

17 €épotog oV mémavpan: For the genitive, LSJ s.v. mavw 1.2. The Anacreontic poet, having
received the garland and scent of Anacreon, is now fully destined not just for love, but for love
poetry. This identification with one particular genre will be matched by the expected recusatio of

other genres in the following poem.

37 E.g. Ar. Nub. 398 Kpoviwv &lwv for object smelling old, and cf. CA 41.7-8 &raAfv nalida kotéxwv/ KOmpv dAnv
TIVEOUOQWV.
38 Cf. CA 11 where the speaker threatens Eros to set him on fire with love.
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CA2

d0te pot Avpnv Ounpov Give me Homer’s lyre

@oving dvevbe yopdfig: without the bloody string;

QEpe pot kKumeAAa Becudv, bring me goblets of statutes

QEPE LOL VOLOLG KEPAOTOC, bring them to me, having mixed in customs,
uebvwV OTm¢ yopevow, 5 so that I may sing and dance drunkenly,
VO cOPPOVOG O AVGOMNG under a sane madness,

peta BopPitov deidwv and singing along to the barbitoi

10 mapoiviov fonom: shout out the drinking song;

00te pot Avpnv Ounpov give me Homer’s lyre

@oving évevbe Yopong. 10 without the bloody string.

Meter: U U — U — U — X (anacreontic)

The title of this poem in the manuscript is T{oD) avtov Bacii{kov), “a basilikon by the same.”
Baotlkog does not have a clear established meaning as a descriptor of a song. Here it probably
indicates that this song is imagined as, or is, an opening song for a symposiarch, the person in
charge of setting the standards of drink and song for the symposium.* The content of the poem
and its location within the collection bear out this description. It comes at the top of the
collection, involves a call for the lyre and goblets to be brought in, and describes what sort of

activity should go on in the following revels.

3% Campbell 1988, 165.
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This poem is generally considered to be of a later date than its surrounding poems,
interpolated next to CA 1 to offer an alternate or second programmatic opener. Whatever its
“original” position in an earlier sylloge, it provides a very suitable counterpart to the first poem.
Having defined anacreontic poetry as the poetry of Eros, wine, the symposium, and Anacreon,
the singer now provides a customary recusatio relating his relationship with the poetry of Homer.
This connects very well with the closing poem of this section of the collection, CA 20, which

240 in the form of Anacreon, Pindar,

answers the question of “what is Homer without the blood
and Sappho. While the first poem is in hemiambics (as C4 6-15, 22-27), this poem is in
anacreontics, the other most common meter of the collection (as CA4 3, 28-34). Where the first
poem took place in a suspended reality dream state where Eros and other gods walk the world
and fantastical images abound (as C4 6, 13, 15, 19, etc.), this poem represents a realistic
sympotic setting (as in C4 8, 9, 14, 21, etc.). The first poem contained some mild repetition, but
this poem contains, in addition to repeated phrases (pépe pot... pépe pot...), entire repeated lines

(asin CA 9, 45, etc.). In form and in its close association with the symposium it provides a nearly

comprehensive introduction to the rest of the collection.

Despite that, much of the content of the middle of this short poem is puzzling. The idea
of a well-ordered symposium based not just on wine (which is not itself named), but on laws and
rules and ‘““sane madness” seems against the ethos of the drunken and lovesick poet. There is
some resonance with C4 9, which contrasts the madness of drunkenness with violent and

destructive mythological madnesses.

40 Rosenmeyer 1992, 97: “But can one still be Homeric without the intrinsic bloody chord...?”
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1 20pny Oppov: Homer’s lyre stands in for Homer’s poetry. In the Hellenistic era, language
describing poetic production within poems shifted from the domain of the musical to the domain
of the book. Poets often identify themselves as writers and identify their products as physical
books.*! The Anacreontea tend not to follow this trend, but consistently speak in musical
language, as here, invoking both the archaic songs of Anacreon (and Homer) and the sympotic

live performance context.*?

2 @oving avevds yopdijc: The lyre metaphor continues. The “bloody string” here refers to the
warlike and serious content of epic poetry, especially the //iad. The first programmatic poem (CA
1) positively defined the subject of the collection. Here the subject matter is defined negatively,
through the use of a recusatio. The refusal to take up the serious themes of epic poetry is
developed over time and has parallels both in archaic and Hellenistic Greek poetry and within
the Anacreontea. Anacreon writes that he doesn’t like a symposiast who talks of veikea kai

).4% Callimachus becomes the model for later poets when he

noAepov daxpvoevra (fr. eleg. 2 W
rejects traditional epic in the prologue to the Aetia (fr. 1.21-34 Pfeiffer). Horace uses very similar
language to this poem in his recusatio in Odes 1.6 with his inbellis lyrae and in 2.12.1-4 with his

refusal to join his lyre to spilled blood (nolis longa ferae bella Numantiae/nec durum

Hannibalem nec Siculum mare/Poeno purpureum sanguine mollibus/ aptari citharae modis.)

There are many other places within the Anacreontea where the poets distinguish between

their subject matter and those of epic and tragedy.** C4 23 is the closest parallel to this poem,

41 Bing 2008, 35.

42 As argued further by Most 2014,

43 Xenophanes similarly condemns the practice in the third person, 1.22. Sappho does something similar in poem
16, though not explicitly mentioning the subject of speech/song. (Rosenmeyer, 98).

44 CA 4 features a dismissal of silverwork depicting the constellations featured on the shield of Achilles in favor of
scenes of Aphrodite and Bacchus. CA 9 contrasts desirable wine-madness with the madnesses of Orestes, Herakles,
and Ajax, and CA 12 does similarly with Attis.
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with some notable contrasts. In it, the poet states that he wants to sing of the Atreidae and
Cadmus but the barbitos, even after switching out all the strings (yopdoic), will only sing of Eros.
In CA 2 the poet chooses to leave behind epic, and in CA4 23 the poet is forced to, but the end
result is the same. The lyre is the symbol of poetry, and the anacreontic lyre is dedicated to the

erotic and sympotic, in contrast to the epic and tragic.

3 @épe pou: Cf. Anac. PMG 396 @ép’ Bdmp @ép’ oivov & 1ol gépe <&’> dvOepdevtag fuiv/
oTe@Aavovg “bring water, bring wine, boy, and bring us flowering garlands.” See also CA4 18

below.

KVmelho Osopdv: It’s unclear exactly what the meaning of Oeoudv is here, or what the
symbolism of the cups of Beoudv indicates. This may be an allusion to the orderly symposia
described and recommended by several archaic poets (e.g. Xenophanes 1, Anacreon PMG 356a-
b). This would fit well with the reading of this poem as a song of the symposiarch, suggested by
the title in the manuscript (BactiAucov). Oecudv may also refer to the rites of Bacchus or
Aphrodite, similar to C4 5 in which an ekphrasis of a ritual scene (t@v telet®Vv) is described,

with Aphrodite as the pootig of the drinking.*

4 vopovg kepaooag: kepdooag again invokes the role of the symposiarch, determining the ratio
of the mixed wine, here standing in also for the ratio of order to unrestrained mirth. vopovg
echoes Beoudv but also puns on the musical meaning of vopoc as a type of melody or music-
piece (cf. CA 20, in which the poet pours a cup full of Anacreon, Sappho, and Pindar). The
mention of vopovg continues to be in keeping with the idea of this poem as an opener setting the

rules of engagement for the symposium (imagined or real) to come, as well as the poetry to

45 Zotou 2014, 31. See also Gutzwiller 2014, 64f. on Dionysian rites in the CA.
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come. It also looks forward to the vopovg priovvtwv mentioned in the following poem (CA4 3.8).
The normal meaning of “laws” bolstered by Oecudv in the following line is subverted as the

audience becomes familiar with the “rules” of the anacreontic world and of anacreontic poetry.

5 pedvov 6mog yopevom: Whatever else the kdmedra are full of, metaphorically speaking, they

are also full of wine, resulting in the drunkenness of the speaker.

6 V0 cOPPoOvog 6¢ Avoong: Madness is a frequent theme in the Anacreontea (cf. C4 9, 12, 53,
57, 60), but the regular word for it throughout is paivopat. The terms can be interchangeable, as
for example Aooa is used of Orestes in Euripides (Eur. Or: 254), and CA 9 uses €uaivet’ to
describe Orestes. Like paivopat throughout, Avcca here is associated with drunkenness and the
influence of Dionysus. Here the first mention of drunken madness is tempered by the qualifier
om@povog which frames the reception of madness in all of the poems to come. Anacreontic
madness is moderate, and therefore every time in the future the poet describes being mad or
wanting to be mad (CA4 9, C4 12), the audience can rest assured that it is not a truly out-of-

control madness, but a reasonable one.

7 BapPirov: Technically speaking, the barbitos (or barbiton) is a type of lyre with longer arms,
producing deeper notes. Athenaeus credits Anacreon and Terpander with the invention of the
barbitos, and it is frequently seen in vase paintings depicting symposiasts, including the so-called
“Anacreontic scenes”.*® However, BapBitog and Apa are used interchangeably throughout the
collection, with 6 total appearances of fapPitog and 10 of AOpa. It’s tempting to see a distinction
between the metaphorical lyre of Homer and the real barbitos of the symposiast here, but C4 23

uses both words to refer to the same instrument. It is common across Greek literature to use the

46 Price 1990.
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various words for the instruments of the lyre family interchangeably and would be the exception
to see a specific distinction made on a technical level. The different metrical shapes of the two
words likely help determine which one is used in any given circumstance. Apart from a single
appearance of kithara in the final poem (iepov yap €ott Doifov/ k1Oapn daevn tpimovg te. CA

60.12f), these are the only two terms used for the instrument.

8 T0 mapoiviov: mopoiviog is typically used as an adjective, often agreeing with (or or péin so
its meaning here of drinking song is not unusual, though its appearance in this form is not
common. Once again, the language is sympotic, and although the cups are said to be full of
metaphors, the use of nebvwv and mapoiviov confirm the presence and importance of wine in this

poem.

28



CA3

Avye, {oypdoov dploTe, Come, best of painters,

Apiktig dicove Movong listen to the lyric Muse:

YPAPE TOG TOAELS TO TPDTOV 5 first paint the cities

iAopdg te Kol YeAmoog: 6 joyous and laughing;

0 & Kknpog v dvvairo, 7 and if the wax is able,

Ypaoe Kol VOLOLS PIAOVVTOV. 8 paint also the customs of lovers.
ouomaiypoveg & Baicyon 3 And playful Bacchants
£TEPOTVOOVS EVOHAOVG 4 the double-blown aulos

Meter: U U — U — U — X (anacreontic)

In the manuscript, these lines are included as part of CA 2, although the content and structure of
the two poems indicate that they belong separately. CA 2 is bookended by two identical lines,
marking it as one unit. The speaker of CA 2 addresses some plural group of people, requesting a
lyre, while CA 3 addresses a singular artist. There are 8 lines in this poem, and 8 lines between
the starting and ending refrain of the previous poem, so it’s possible that an editor or copyist

mistakenly took this as a second stanza of the previous poem despite the shift in topic.

The text of CA 3 is otherwise corrupt and difficult to recover. Several reorderings of the lines
have been suggested; I print West’s version here, with the printed line numbers corresponding to

the line numbers in the manuscript.
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This poem starts a run of three ekphrastic poems that describe instructions to an artist. C4A 16 and
17 are another set of consecutive poems describing instructions to artists. The arrangement of
these two sets of ekphrastic poems offers insight into organization principles of the collection as
a whole. As the first two programmatic poems also demonstrate, there is a tendency to group
similar poems together. However, not all of the ekphrastic poems are placed in a row,
differentiating this anthology from epigram collections like that of Posidippus (P. Mil. Vogl. VIII
309) with titled books/sections containing all of the poems of a certain type. This particular poem
is tied into the previous poem by its mention of vopovg prhdvvtwv, echoing the vopovg mixed

into the cups of CA 2. It also begins with an exhortation (&ye), as does CA 2 (601¢).

CA 2 can easily be read as taking place at a symposium with little necessary suspension
of disbelief. Here, and in the following poems, if the exhortation to the painter is read literally,
one must imagine a different setting. However this poem is not addressed to a painter in reality,
but to its literary (or live) audience, and “consequently, a reader who takes the request made of
the painter in CA4 3.2, Aopikfic dikove Movong (‘listen to the lyric Muse’), to be to some extent
directed at himself can easily write a poem of the same kind and thus claim his place among the

anacreontic poets.”*’

1 dye Coypagov aprete: CA 16 begins with this same line, followed by ypdoe, Loypapmv
dpiote, perhaps a variation on the same opener which mistakenly made it into the poem. Starting
the two sets of ekphrasis poems with the exact same line is a structuring technique which helps

the reader to see them as two units and to recall the first one when they reach the second.

47 Baumann 2014, 117.
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2 hopkijc... Movong: This is the only appearance of this phrase in literary texts. Its next use is
in the Suda, describing one of the areas of instruction of Linos, lyre-teacher of Heracles (Suda A
568). The adjective Avpikog itself is also quite rare, and in addition to genre, it can also just mean

“related to the lyre,” as it does in the case of Linos above.

This is the first explicit mention of a Muse in the collection, and the first mention of a
god aside from Eros. As discussed above, in CA 1 it is Anacreon himself who takes over the role
of the deity in inspiring poetic production, and the command here (&xove) is reminiscent of the
command to imitate Anacreon (tov Avakpéovta ppod, C4 60b.7) closing the collection. The
“lyric Muse” is therefore associated with Anacreonand the sort of artwork inspired by it will be
anacreontic. *® The resulting erotic (vopovg @thovvtmv) and sympotic/Bacchic (pihomaiypoveg 8¢
Baxyat) content fits that profile. The word Avpikiic also echoes the repeated Aopnv of the

previous poem and perhaps also served to link the two poems mistakenly in the manuscript.

5 ypae Tag morerg 10 TpdTOV: TO TPpMTOV indicates that this line is meant to come before the
other ypaoe line. The cities mentioned are vague, though they may allude to the cities of men
described on the shield of Achilles (/1. 18.4901f), which will be treated more explicitly in the
following poem. The images evoked in this poem are not clear, though it’s hard to know how

much is intentional and how much is due to the state of the text.

7 0 8¢ knpog av ovvarro: This line is repeated almost verbatim at CA4 16.8 (6 8¢ knpdg v
dvuvnrat). Once again, the first poems of each of the ekphrasis sections are connected with close

verbal ties. The wax referenced is used for the creation of encaustic paintings. To create an

8 Cf. note on ueAwd6¢g CA 1.2.
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encaustic painting, the artist mixes pigments into hot wax and applies the molten mixture to a
surface such as wood. Not much difference is felt here between the optative and the subjunctive,

as supported by the slippage between the two in the different versions of the line.

8 vopovg eradvtmv: vopovg echoes the previous poem and lends erotic flavor to the previous
use. Once again, the possibility of a musical pun is available, given the potential reference to
aulos playing within the poem. Neither the “customs” of lovers nor the songs of lovers are easy
for an artist to depict in reality. The nonspecific nature of these descriptions stands in contrast to
the more detailed descriptions of the subsequent poems, inviting the reader to use their
imagination to do something other than picture an actual visual work of art. Rather, combined
with the exhortation to listen to the lyric Muse, this poem puts out the metapoetic call to the

reader to create their own Anacreontic art.*®

3 guhomaiypoveg 6¢ Baxyot: The grammar breaks down here. Barnes emended to
euomaiypovag te Baxkyog and placed this line after 6, taking it as another object of ypdpe. In its
original position in the manuscript after line 2, it would be possible grammatically to take it as a
second vocative. However, all the commands throughout the poem are singular and there is no
reason to imagine Bacchants as painters. Likely the Bacchants are also intended to be part of the
artwork, but we are missing some text with a verb that explains both their actions and the

accusative of the following line.

4 grepomvoovg Evavrovg: Etepomtvoovg, if the correct reading, is a hapax legomenon, though its
meaning of “double-blown” is clearly understandable in reference to the aulos (if that is indeed

what is meant by évavAovc). The margin of the manuscript has a note here reading étepomdpovg,

49 Baumann 2014, 117.
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which is also not an otherwise attested word. &vavAog, in addition to referring to aulos music, can
mean a riverbed or stream, which could match a meaning of “double-bridged” for étepondpoug

and connect to the earlier mention of the cities.
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CA4

TOV dpYLPOV TOPELMOV

"Heaioté pot moincov

TavomAiov UEv ovyi:

Tl yap payoiot kauoi;

TOTNPLOV O& KOTAOV 5
doov 0vvn Pabvvov.

moigl 8¢ pot Kot ovtod

It dotpo pnt Apooy,

un otuyvov Qpiova.

i [TAe1dd v péret pot, 10
Tl yap karod Bomdtov;

noiNGoV AUTEAOVG 1ot

Kai fOTpLOG KAT AOTDV

Kol Lotvadog TpuyYDcag,

moigl 8¢ Anvov oivov, 15
AnvoBatag motodvrog,

TOVG GATVPOVG YEADVTOG

Kol xpvcoodg Tovg "Epmtag

kot Kvbépnv yeddoav

opod kaAd Avoio, 20

"Epota kdgpoditny.

Working the silver,

Hephaestus, make for me

not a suit of armor —

what do I have to do with battles? —
but a hollow drinking cup,

as deep as you can.

Carve on it for me

not the stars nor the Wain,

nor gloomy Orion.

What do I care about the Pleiades,
or about the pretty Ploughman?
Make vines for me

and bunches of grapes on them
and Maenads picking them,

and make a winepress,

treaders trampling,

laughing satyrs

and golden Loves

and laughing Cytherea

alongside beautiful Bacchus,

Eros and Aphrodite.
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Meter: X — U — U — X (hemiambic)

The title in the manuscript for this poem is tod avt(ov) €1¢ Totpr{ov) apyvpodv, “by the same,

to a silver goblet.”

This poem is a unique case in this collection in that several additional versions are passed down
in the manuscript tradition. Three versions survive based on the anthology of Cephalas,
transmitted in the Palatine Anthology (A.P. 11.47-8), in the Planudean Anthology (11a 47.17-8),
and in the Parisian Anthology (Paris. supp. gr. 352, Paris. gr. 1630 [B]).*° A separate version is
passed down in Aulus Gellius.>! Gellius’ version (Noctes Atticae 19.9.6) is 15 lines, ending with
opod koAd Aveie/ Epota kai BaBvilov,>? and West takes it as the “sincerissima forma

carminis.” The version in the Palatine Anthology is shorter and ends at Gov T@® KaA® Avai.

The text printed here is West’s 3.iii, the version found in the manuscript. This is the
longest version, and the final lines are redundant and contain metrical variation not found in the

other versions, marking it as a later expansion of an earlier version of the poem.

This second instruction poem is not addressed to a mortal artist, but directly to
Hephaestus. It contains a lengthy recusatio in the form of a priamel which, like CA 2, rejects the
martial themes of Homeric epic. The poem is a direct response to the description of the shield of
Achilles in lliad 18. First the form of armor is rejected. Then the list of constellations almost
exactly corresponds to those mentioned in the /liad, with the substitution of the Ploughman for

the Hyades. The “lyric Muse” of the collection continues to be fleshed out in contrast to Epic.

50 West 199, ix.

51 For discussion of the significance of the Gellius version to the dating and attribution of the Anacreontea, see
Introduction 1.2: Dating.

52 For more on the Gellius poem, see Introduction 1.2: Dating. For Bathyllos, see Introduction 1.5: Relation to
Anacreon.
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Also relevant is Theocritus /dyll 1, which contains an ekphrasis of a decorated cup
(xiocvProv) at lines 29-56. Theocritus describes a vineyard, though otherwise the images he
depicts are different from those requested here by the speaker. In Theocritus, as here, the scene
on the cup mirrors the world of the poem, depicting bucolic scenes in Theocritus’s bucolic

poetry, vs. the sympotic/erotic tableau of the anacreontic example.

1 Topev@v: Both other versions read topevoag.

2 "Homoté: Instead of a mortal artist, as in the other ekphrastic poems, the poet calls upon
Hephaestus, the divine craftsman. The invocation of Hephaestus is natural given the reliance on
the shield of Achilles as a model, but it also brings this poem out of the realm of the plausible
actual sympotic context and back into the realm of fantasy, where the speaker is able to interact

with the gods.

pou: pot appears five times throughout this poem. The constant use of the personal pronoun
strengthens the self-definition present in this poem. Like the previous poem, the goal is not just
to have the audience imagine a complete piece of artwork, but to define the scope of anacreontic

poetry and the project of the poet.

3 mavormAiav pev ovyi : Before learning what it is that the speaker wants, we cover what he is
rejecting. This reverses the order of CA4 2 which starts with the acceptance of Homer’s lyre,

followed by the rejection of its bloody aspect. Gellius has mavomiiog.

4 ti yap payoor kapois: “What do I have to do with battles?” or “what do battles have to do
with me?” 11 and two datives to represent interest, see LSJ s.v. tig B.L.8.c. This line does not
appear in the versions based on Cephalas.
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This is not only a rejection of the poetic theme of battles, but a reflection of the changing
cultural landscape producing this poetry. Archaic and classical lyric poets and authors would
typically have firsthand experience with military service, or at least have their lives directly
touched by it. By the Hellenistic period, it was quite easy to be an elite poet who did not ever
engage in actual warfare. Still, there is no direct response to a specific socio-political moment, as

with Latin elegists in their rejection of military service (e.g. Tibullus 1.1, Propertius 1.6).

noigu: The poet alternates between the aorist and present imperative (2, 12: moincov; 7, 15: moiet)

for no evident reason beyond variatio and metrical convenience.

8-11 Cf. Hom. //.18.485-9:

&v 0¢ 10 Teipea mavta, Té T oVPOVOG EGTEPAVOTAL,

I[Minuadog 0 Yadag te 16 € 60évog Qpiwvog

Apxtov 0, fjv kol Apoéav EnikAnoty KaAéovoty,

T adtod otpépetar kai T Qpiwva dokedel,

oin & dupopdc €61t AogTp@dV ‘QKenvoio.

And on it [he fashioned] all of the constellations which crown the heavens,
The Pleiades and the Hyades and the strength of Orion

and the Bear, which is also called the Wain,

and which circles itself and watched over Orion
and alone has no share in the baths of Ocean.

9 m otvyvov Qpimva: Gellius omits this line, as well as line 15, which West sees as a sign of
the “purity” of his form of the poem. However, there is its inclusion parallels the Homeric text

and 1s no clumsier or more out of place than the lines surrounding it.

oTvyvov: In contrast to the scenes of mirth in both this poem and the previous, as well as his

oBévog which describes him in the /liad.
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10 ti ITAewdo®v pérer pot: This form of rejection (“what do I care for/I don’t care for”) appears

again in CA 8 (o0 pot péiet ta IMoyew) and 45 (i pot péAet LEPUVDV;).

11 1i yap korod Bo®Tov;: Gellius has 11 6’ dotépog Bodtew, and neither this line nor the
previous appear in the other versions. It’s a little unexpected to have xolod be the chosen
adjective for something rejected within this collection, given the focus on erotic enjoyment. Here
we perhaps can see the beauty of something remote (a star, a constellation) rejected in favor of

tangible beauties and joys.
14 xai povadog tpuymoog: Omitted in the other versions.

16 MvoParag matodvrac: Line is omitted in the other versions, and AnvoPdrng is a late word,

not appearing outside of this collection until the 2™ century CE.

18-19 satvpove... "Epotac: The satyrs and Erotes could either be additional objects that the
artist should add to the scene, or they could be in apposition to Anvofdrtag in the previous line,

serving as the wine-treaders.

20-21 Here is the clearest evidence of later expansion and where that expansion is the least
artful. "Epwta kdepoditnv of the final line is redundant with the Erotes and Cytherea mentioned
directly before and should likely be removed. It’s interesting that while Gellius’ version here
refers to Bathyllus, a beloved of Anacreon, the version here only includes gods and other

unnamed figures. Bathyllus will appear later in this collection.
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CAS

KaAtéyva, topgvcov

£€apoc KOTEAAOV 110N,

TO TPDOT’ NIV T TEPTVA

POda PEpovGaV HPMV.

apyvpeov &’ ATADGOGC 5
TOTOV TOlEL POt TEPTVOV"

TAV TEAET®OV, TOPULVE,

un E€vov pot topgvonig,

LT @EVKTOV 16TOpNAL:

paArov moiet A0g yovov, 10
Baxyov Ebtov niv.

pooTig véporog N Kompig
vpevaiovg Kpotodoa:

yépoos’ "Epmtag dvomiovg

Kol Xapirog yeAdcog 15
O dumehov e0mMETAAOV
evPOTPLOV KOUDGOV:

oLVOTTTE KOOPOVG EVTTPEMEIG

Fav unt ®oifog abvPNL.

Beautiful artist, carve

a cup of springtime now;

make the season bringing us

the first lovely roses.

And beating thin your silver
make my drinking lovely;
concerning the rites, I advise,
don’t make something foreign,
don’t make a horrible tableau;
but rather make the child of Zeus,
Bacchus Evius for us.

Let Cypris be the initiator of the flow
clapping out the hymenaeus;
carve Loves unarmed

and laughing Graces

under a vine blooming

with many leaves and grapes;
add on some comely girls

tunlesst Phoebus is playing.
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Meter: See Introduction 1.3: Metrics.

The title of this poem in the manuscript is dALo €i¢ TO aOTO TOTHPLOV: TOD AOT(OV) AVOKPEOVTOG,

“another to the same drinking cup: by the same Anacreon.”

This poem is a variation on the theme of the previous two poems, but lengthier and more
extravagant than the previous two. It offers a fitting close to this ekphrastic setting, dwelling on
all of the expected anacreontic set dressings. In addition, it offers yet another recusatio, rejecting
all that is &évov and @gvktov while embracing Dionysus and Aphrodite. The metrical uniqueness
of this poem makes it likely that it did not originally belong to this spot, as it interrupts the

regular hemiambics of most of this section of the collection.

1 KaAltéyva, Topevoov: Echoing the opener of the previous poem (Tov dpyvpov TopedOV).
KaAMtEYVNG 1S a hapax legomenon, though the form kaAMtéyvelg appears in one epigram (Epigr.
Gr. 796). In contrast to the previous poem, the identity of the artist is not made any more explicit
than this appellation, so it’s unclear if the compound should be read as the artist himself being

beautiful, or an artist producing beautiful works.>

2 Zapog kvmeirov: Not a cup full of spring, but a cup in some way associated with the spring,
probably because of the decorations on it. Still, the wording is reminiscent of the also difficult
KOmeAha Osopdv (CA 2.3). When seasonality is discussed in sympotic poetry, normally it is the

heat of the summer that is referenced (e.g. Alc. 347, CA 18). The language of springtime, its

53 Rosenmeyer translates “Master craftsman”; Campbell, “Fine craftsman.”
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season (&pnv), and its flowers are reminiscent of Mimnermus 2,> which adds a carpe diem

overtone which will be more explicit in future poems in the collection.>®

4 po6da: Roses are a common feature in the CA, associated with springtime, the Graces, beauty,

and Aphrodite/Eros. See especially CA 55, an ode to the rose.

oépovoav @pnv: The grammar here is unclear. The accusatives must be taken as another object

of t16pevcov in apposition to the Zapog kdmeAlov. Bergk emends pépovoty ‘Qpat.

6 moTov moigl pot Tepmvov: motov stands in for the act of drinking which the artist is beautifying

by decorating the cup. tepmvov echoes tepmvé above.
7 T@v tehet®v: “Concerning the rites,” see Smyth §1381.

8-9 Eévov...pevkToV: Not necessarily foreign to Greek culture in general, but foreign to the world
of the Anacreontea. The rites that should be depicted, described below, involve the realms of
Dionysus and Aphrodite. Athena here would likely be as foreign and detestable as the Magna
Mater. This phrase should be taken as another reflection of the recusatio against epic themes that

has been developing throughout all the poems up to this point.

iotopnpa: This is a very rare word, appearing for the first time in Dionysius of Halicarnassus
(2.61.3.2). It is not a term one would expect to find describing a visual scene. Like the previous
two poems, the artist’s instructions can be read metapoetically as a call to create more

Anacreontic poetry, in which case a word for stories is generally appropriate.

54 2.1-4, fueic &, old te GUMA UeL ToAudvBepoc (pn/ Eapoc, 8T all’ avyfitc abfetat feiou,/ Toic ikehot
TiAXU LoV €Ml xpovov avBeowv fiBn¢/ tepriopeda, “We are like the leaves brought forth by the flowery season/ of
spring, when they grow quickly under the rays of the sun./ Like those we delight in the flowers of youth for just a
short amount of time.”

SSE.g. CA 32.
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12 vaparog: “Stream,” or “flow,” here referring to the flow of drink, continuing to situate this

poem in a sympotic context. There may also be a nod to sacred springs (cf. C4 12).

13 dpevaiovg kpotovoa-: Beating out the rhythm is a common action in scenes of singing and
dancing. Here Aphrodite is imagined as either clapping with her hands or using a krotalon
(clapper) to keep time. A krotalon was a handheld device of two pieces which were clapped
together by closing the hand and used to keep time alongside other instruments, singing or

dancing.®

14 "Eporoag avémhovg: Another rejection of military themes, but also a reflection of the peaceful
nature of the scene imaged here. The wishful imagination of the poet includes safe Erotes, while
poems that recount short stories about Eros as a character will display Eros’ weapons and martial

prowess.>’

16-17 apmelov evmétarov/ gvpotTpvov kopdaoav: This proliferation of uncoordinated adjectives
is unusual both in Greek in general and in this collection. It lends an overexaggerated sense of
overabundance to these two lines. The image of being underneath a bountiful vine is reminiscent
of several of the Hellenistic epigrams about Anacreon’s tomb (A.P. 7.23, 7.24, and 7.31) which
pray that grapevines or ivy grow around the spot. vépotog above also resonates with these

epigrams which call for streams of wine or milk to burst up from the ground. Cf. also CA 18.

19 téav pnt ®oifog aOVpNL.: The meaning of this line and its connection to the previous line is
unclear. Either something has fallen out, or in place of the nonsensical &v un of the manuscript

there was a connector including Apollo in the described scene.

56 Cf. West 1992, 124f., 133f.
57 Cf. especially CA 13 wherein Eros summons the poet to battle, the two fight with armor and weapons, and Eros,
once out of arrows, uses himself as a missile.
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CA6

218Q0o¢ MAEKQOV TTOT’ EDPOV While weaving a garland once I found
&v 10ig podoi; "Epmra, an Eros in the roses,

Kol T®V TTEPDV KOTAGYDV and taking hold of his wings

8PanTIc’ €iC TOV Olvov, I dunked him into my wine,

AoPav &’ Emov avTov: 5 and taking it, I drank him down;

Kol VOV €60 pHeEA®V LoV and now within my limbs

ntepoiot yopyarilet. he tickles me with his feathers.

Meter: X — U — U — X (hemiambic)

The title of this poem in the manuscript is oD avtoD €ig Epwta, “by the same, to Eros.”

This short and fanciful poem imagines the speaker consuming a miniature Eros and paints a
similar image to CA 25 which imagines Erotes as nesting birds live inside the heart of the
speaker. Although the exact imagery of swallowing Eros does not have earlier parallels, the idea
of Eros as an internalized force acting physically on its target is common. Cf. also C4 13, in

which Eros transforms himself into a missile and sinks into the body of the speaker.

This poem also appears in the Planudean Anthology (A. Pl. 388) under the heading
TovAy(a)v(od). It is later imitated by Nicetas Eugenianus as a segment in his novel, where he

identifies Eros as in the guise of a gnat (kdvoy) (De Dros. 3.139-145).

1 oté@oc: Another mention of the garland, cf. C4 1.12.
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2 1oig pooows: Cf. CA 5.4.

3 kotaoy®v: katéywm with the genitive typically means to gain control of or cling to. Here it
seems to have the simple meaning of holding fast, likely out of an expansion either of the

genitive use of this verb, or the use of the genitive with other verbs of touching.

4 ¢pantie’ gig TOV oivov: Just as the garland woven of roses is a symbol both of the symposiast
and of the lover, here the poet once again blends together the sympotic and erotic by dunking

Eros into his wine in order to consume him.

5 Eémov avtov: For drinking love, Campbell cites Anac. PMG 450, a two-word fragment reading
gpmta mivov.%® There is an unattributed epigram (A.P. 5.306) containing a similar sentiment,

though without necessarily an imagining of a capital-E Eros:

Kobpn tig u’ épilnoev vopéonepa yeileoty vypoic.
véktap &nv 10 GIAnua, To yop oTopo VEKTOPOS EMVEL
Kol pe@v® TO PiIANpa, TOADY TOV EPOTO TEXOKOGC.

A girl kissed me in the evening with moist lips.
Her kiss was nectar, her mouth breathed nectar;
and [ am drunk on her Kiss, have drunk much eros.

Anac. PMG 376 also mentions love-drunkenness (ue60wv €pmtt). The use here of this image is a
natural combination of this poem’s blending of the sympotic and erotic, mentioned above, and of
the common imagery of Eros infiltrating the body. Cf. also CA 20, in which the speaker imagines

the consumption of poetry.

58 Campbell 1988, 169.
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6 Kai viv £om ped®v pov: Eros commonly affects the limb. E.g. the Avowuekng Eros of Sappho
130, Hes. The. 911, Archil. 196. Here he is not dissolving the limbs, but “tickling,” as discussed

below.

nrepoiot yopyorilel.: yopyorilow means to tickle or excite, but literally and metaphorically, and
is used both of pleasant and unpleasant sensations. It appears relatively often in the Aristotelian
corpus generally as a literal description of the phenomenon we know as tickling (e.g. Problemata
965a.11 A ti avToc 0 TOV 0V0Elg YapyaAilet; “Why can nobody tickle himself?”). It also
appears many times in Plutarch, though usually in a metaphorical sense, especially of the words
and actions of flatterers. This poem is likely drawing on a section in Plato’s Phaedrus describing
the soul growing wings: (el 1e Kol dyavaktel Koi yopyoriletor pvovoa td ntepd. (251c¢.5). In

both cases a center of emotion inside the body is envisioned as a being with wings that tickle.*

As in the first poem, when the speaker takes the garland, Eros is here taken on
voluntarily, not forced upon the speaker. The kai vOv here parallels the penultimate line of CA4 1,
juxtaposing the various consequences of acceptance: on the one hand &pwtoc o0 mémavpon, and
on the other ntepoiot yapyarilet. In the first poem, we would not know if being unable to cease
from love was negative without the 6 pdpog of line 14. Here, there is some overtone of
discomfort in the meaning of yapyaiiw, but where other uses of this verb and other descriptions
of the effects of Eros use strong terms of pain or discomfort, here the tone is mild and
lighthearted. There is no expressed regret or desperation, but rather a light, comic poem
explaining why the poet now is moved by love. If we read a musical pun in peA®dv, which means

not only limbs of the body, but strains of song,? the ending takes on a metapoetic meaning as

59 Rosenmeyer 1992, 206f.
60 Zotou 2014, 52-3.
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well. Ever since the poet took up the anacreontic mantle, Eros tickles the listener/reader from

within the lyrics.
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CAT

Aéyovov ai yovoikeg: The women say:
‘AVAKpEOV, YEPOV &L “Anacreon, you're old,
MooV Esontpov Gbpet pick up a mirror and look,
KOMOG LEV OVKET” 0VGOG, you no longer have hair,
YOV 0€ GEV UETOTOV.’ 5 and your brow is bare.”
€YD 08 TAG KOUAG LEV, But whether my hair

i’ gloiv i’ dnfjAbov, still exists, or has gone,
0VK 0100 TOVTO &’ 0100, I don’t know; this I know:
WG T YEPOVTL LOAAOV that it’s more fitting
TpEnEL 1O TEPTVA TaUlEY, 10 for an old man to play delightfully
dcmt mérog td Moipnc. the closer death is to him.

Meter: X — U — U — X (hemiambic)

The title of this poem in the manuscript is dALo &ic €avtdv, “another to himself.”

This is one of the few poems that actually assumes the persona of Anacreon himself. This is the
only poem that explicitly names Anacreon as the speaker within the text of the poem, though
others describe the speaker as having characteristic so of Anacreon such as old age or a

relationship with Bathyllos.

The last poem began with mot’ and past tense verbs, situating the narrative of the poem at
some unspecified past time in the life of the speaker or singer. This poem is in the present tense,

and the subject is old age. CA 1 also told a story from the past, but in that poem, Anacreon was
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explicitly a separate figure from the poet, whereas here they are merged. The intervening poems
(which took on the task of creating Anacreontic art) have developed a speaker who has fully
assumed the mantle of Anacreon for the time being. Retrospectively, one gets the sense that it is
Anacreon who at some younger age imbibed Eros and now cannot stop being erotically (and

poetically) stimulated, even up until his old age.

Old age is a common motif in the poetry of the archaic Anacreon. He used the first-
person point-of-view of the erotic old man somewhat subversively by both playing into the
strongly negative views about old age reflected in Mimnermus, but also questioning their validity
in several places.5! This poem, and others in the C4, do not engage with subtle subversion, but
directly reject the idea that an old man is or should be diminished in his appetites and attitudes.

This poem is reminiscent of Anac. PMG 395:

TOAOL PEV MUV Hion
KpOTAPOL KAPN TE AEVKOV,
yapieooa &' ovKET 1IN
népa, ynparéol &' 0OOVTEG,
YAVKEPOD O' OVKETL TOALOG
Brotov ypdvog Aédemtor
ot Tad T dvaotaAdblm
Bapa Taptapov dedokms
Aidew yap €0Tt deVOg
puyos, apyaAn &' £ avToOV
KAT0d0¢" KOl Yap ETOIHOV
Katafavtt pun avafivor.

Already my temples are grey and my hair white, and lovely youth no longer is beside me,
and my teeth are aged and there is no longer much time left for me in sweet life. Because
of that I often cry in fear of Tartarus; for Hades is a dread chamber, and the road down to
it is grievous; for it is certain that whoever goes down will not come back up.

1 Falkner 1995, 142ff.
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In this poem it is the speaker himself who details the shortcomings of his appearance and then
expresses fear at dying. In CA 7, by contrast, it is the women who tell Anacreon about the
physical signs of his aging. In turn, he completely refuses to look, in essence rejecting, or
overwriting, this part of the corpus of Anacreon. While the threat of death is still present at the
end of the poem, no fear is actually expressed, and instead the poet focuses on how fitting it is

for an old man to rejoice as death nears.
Also closely parallel to this poem is A.P. 11.54:

IMmparéov pe yuvaikes AmOGKOTTOVGL, AEYOoVoaL
€1g 10 KdTomTpOV Opav Actyavov HAKing.

AL’ €YD €l AevKkag Popém Tpiyag gite pelaivag,
00K AAEY® Protov mpodg Téhog EpYOLEVOG.

€000 0& HOPOLoT KOl EVTTETAAOLS GTEPAVOLTL
koi Bpopio mavw epovtidag dpyoréas.

The women make fun of me for being old, saying

that I see in the mirror the remnants of my youth.

But I don’t care if I have white hair or black,

as I approach the end of life.

With sweet-smelling perfumes and flowery garlands

and wine I keep my mind from pain.
Rosenmeyer posits a common source for the two poems,®? while Zotou proposes direct influence
of one on the other.®® This epigram contains the same rejection of the negative implications of

aging, but it does not go as far as the anacreontic in claiming that it is actually more appropriate

for an old man to celebrate than a young one.

A final parallel is Anac. PMG 394b pvdtar Sndte arakpdc AdeEig (“once again bald

Alexis goes wooing,” tr. Campbell 1988). The CA generally ignore Anacreon’s invective in favor

52 Rosenmeyer 1992, 180.
63 Zotou 2014, 55.
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of sympotic and erotic content. Here we see a possible echo of his invective content, but turned

in on the speaker, Anacreon, losing its teeth in the process.

1 ai yovaikeg: Cf. CA 18 where the speaker asks a group of unspecified women to bring him
wine. Because the speaker himself will reject the need to dwell on age, it is a group of external
viewers who bring the subject to his attention. This stands in contrast to the age poems of
Anacreon, such as PMG 395, cited above, or PMG 358. In Anac. PMG 358 the speaker claims
that it is the girl who is judging his white hair, but the punchline of the poem undermines this

assertion,® and it is the speaker himself who brings up the fact of his age in the first person.

3 aBpev: In forms other than the imperative, this is a poetic term for looking, found especially in
Euripides, but also the other dramatists and Homer. This imperative is also used relatively often
by Plato, in the more metaphorical sense of examining, vs. the literal sense of looking. Here both
meanings are present: there is the literal looking into the mirror, but also the need for “Anacreon”

to assess the situation of his old age, given what he sees.

5 ogv: This form appears more often in the CA4 than cov (appears just once, at C4 58.21). The

adjective c6g is used twice, when the possessive is separated from its noun by other words.
8 TovTo: 100¢ would be more expected in this context.

10 wpémer 10 Tepava mailewv: mpénel with the articular infinitive is not as common as without

the article, but is more common a) in later Greek, and b) when the verb is modified.

4 Falkner 1995, 145f.
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nailew is an especially multivalent word that can imply playing games, dancing, playing
at love, playing a musical instrument, and more. In this context, all meanings associated with
sympotic/anacreontic activities are likely present. Cf. CA4 40.7-10 wtpiv €ue OBdomnt to téhoc/
naiEw, yeAdow, yopevow/ petd tod kadod Avaiov. The erotic valence is also strengthened by the
association with the poems of Anacreon mentioned above which treat the appearance of old age

as an impediment to erotic conquest.

tepmva here is acting adverbially, or as a cognate accusative.
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CA8

OV pot péret ta Moyew
00 Xapdimv dvaKTog,

ovd’ elMé md pe Cfijlog,

000¢ Oovd TVpdVVOoLC.

guoi pélel popototv
Katafpéyxe vINVNY,
gpoi péletl podotoy
KOTAOTEPELY KApTVOL:
TO GNUEPOV UEAEL LOL,
10 & adprov tic oidev;
&G ovv &1’ eBS EoTLy,

Kai wive kol koPeve

Kol omévde TdL Avaimt,

un vodcog, fjv Tig EA0m,

AEyNL 6€ UNoE mivel.

Meter: X — U — U — X (hemiambic)

The title of this poem in the manuscript is €ig 0 a@OO6vog LT, “to the life free from envy.’

10

15

I don’t care about the wealth of Gyges

lord of Sardis,

nor does jealousy ever seize me

nor envy for tyrants.

I care about soaking

my mustache with myrrh,

I care about garlanding
my head with roses.
I care about today,

who knows tomorrow?

So while the weather is fair,

drink and gamble

and pour libations to Lyaeus,
lest some sickness comes

and says that you can’t drink anymore.

This poem directly picks up an Archilochus fragment:

oV pot 1 [Myyem tod modvypvoov péiet,
008" €lAé md pe (frog, ovd’ dryaiopon

Oedv Epya, neybAng & ovK £pém Tvpavvidog

52

b



amompobey yap €0tV OQOAAUDY EPDV.

I don’t care about the wealth of gold-rich Gyges,

nor has jealousy ever seized me, nor do I envy

the works of the gods, and I don’t desire great tyrrany;

for these things are far from my gaze.

(fr. 19)

The original poem is in iambic trimeters which are easily adapted to the iambic anacreontic
meter whose lines are each approximately half a trimeter. This adaptation contains a mix of
direct quotation (line 3), rearrangement (line 1), and paraphrase (lines 2 and 4). The existence of
this poem suggests a possibility of other embedded quotations within the C4 whose originals do
not survive for us. This poem directly follows a poem whose speaker was named as Anacreon.
Directly quoting an archaic poet keeps the audience for the moment in the archaic world created
by evoking Anacreon in the previous poem. The expansion on the Archilochus is

paradigmatically anacreontic. Wealth is not rejected because of any idealization of the rough or

simple life. Instead, ambition and jealousy are rejected in favor of living at ease in the moment.

This poem is very internally structured in a way that foreshadows stanzas in later poems
in the collection, including the following poem. The first 4 lines rephrase the Archilochus and are
linked by 0%... 00d’... 00d&. The next four have an ABAB structure with &uot péiet + dative lines
as A and infinitive + object lines as B. 9-10 make a unit connected by sense and t0 ojpepov... 10

&’ avprov, and repetition of kai connects lines 12-13.

1 o0 por pédrer: Cf. CA 1.10 ti [TAewadwv péret pot; and 45.4 ti pot péietl pepuvdv;

2 10D Xapdiov dvaxtog: There is not enough left of the original line to fill an entire anacreontic

second line, so a new epithet is found for Gyges.
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7 péodororwv: The rose is the Anacreontic flower for garlands, and always carries the connotation

of Eros alongside the sympotic/Bacchic connotation of the garland itself. Cf. especially CA4 6, 44.

10 70 &’ adprov Tig 01dev;: Cf. CA 38.19 n60ev oidapev 1o péAdov; This is a common sentiment
in Greek and Latin literature, stretching back at least to Euripides (koOk &ott Ovntdv doT1g
g€emiototar TV adplov pEAdovoay i Prooertar, Alc.783-4). The most famous example is
perhaps Horace Carm. 1.11, though instead of outright denying the ability of mortals to know the

future, he exhorts us not to try.®®

14-15 pj vodoog, jv Tic EAONL,/ Aéym 6 pn o mivewv: The inserted conditional here is slightly
awkward. Aéyw here means “command,” and in that meaning the expected negative is pun. unde
here is emphatic. For an inanimate subject of Aéy® as command, cf. Dem. 22.20 g 6 vopog

Aéyel.

In Greek and Roman medicine, wine was viewed ambivalently as a potential source of
harm and benefit to the body and mind. There are examples of doctors advising a full abstention
of wine is the case of certain illnesses in the medical corpora.®® Martial humorously describes a
particular incident in Epigram 6.78 where a man is told by his doctor that if he drinks wine, he

will go blind.

85 Likewise in Carm. 1.9.13, cf. C.4.17-18 quis scit an adiciant hodiernae crastina summae/ tempora di superi?
56 Jacques 2012, 182.
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CA9

A@eg pe, Tovg Beovg Got,
TETY, TEV duvoTi-

0éLm, 0 ® poavijvar.

guaivet’ AAKUEQV T

x® Aevkomovg Opectnc 5

TOG UNTEPAS KTAVOVTEG'

€YD 0& undéva KT,
v 8’ Epudpodv otvov

0éhw, BEA® pavijvor.

éuaivet’ HpakAiic mpiv, 10
OEVNV KAOVAV popETpNV

kol T0&ov Topiteiov:

éuaivero mpiv Aloag,

HET’ domidog Kpadaivav

Vv "Extopoc payorpav: 15

€YD O Eywv KOdmeAlov

Kol GTEUO TOVTO (0ATNG

Allow me, by the gods,
to drink, to drink deeply;

I want, [ want to go mad.

Alcmaeon went mad,
and white-footed Orestes,

after they killed their mothers;

but I have killed nobody,
but drinking red wine

I want, I want to go mad.

Heracles once went mad,
wielding his horrible quiver

and the bow of Iphitus;

Ajax once went mad,
brandishing alongside his shield

the sword of Hector;

but I hold a goblet

and this fillet for my hair

55



{00 16&oV, 0V payoapav,} not a bow, not a sword,

€L, 0 ® poavijvar. I want, [ want to go mad.

Meter: X — U — U — X (hemiambic)

The title of this poem in the manuscript is €ic €ovtov pepebvouévov, “to himself, winedrunk.”

This poem is divided into stanzas based on meaning and the repetition of the line 0éAw, 0 w®
pavijvat. It is the most structured of the poem so far, though it follows closely on the heels of
another quite structured poem. CA4 12, 20, 22, 27, 30, 38, 42, 49, and 50 can all also be divided
into stanzas based on internal structure (or meter, in the case of 20). C4 12 is a variation on the
same theme as 9, also describing several mythological exempla for madness and ending with a
plea to go mad as well in a sympotic context closed by 6éAm, 0éAw pavijvar. This, like the
ekphrastic poems, is another example of the editor distributing poems on the same theme
throughout the collection. Although the two poems overlap strongly, they have distinct categories
of exempla. Each story in C4 9 is a violent madness imposed on a human by a god as a
punishment. In C4 12, the madnesses are forms of prophetic inspiration taken on by the human

practitioner.

The contrast between the epic/tragic mythical exempla used in this poem and the
speaker’s desire to just drink at the symposium corresponds to some of the other recusatio poems
in this collection. In CA 23, the speaker claims 0éhm Aéyswv Atpeidag,/ 0 m 6¢ Kaduov didey,
(CA4 23.11.), but goes on to say that his lyre will only play love songs. Similarly, CA 2 asked for
Apnv Ounpov/ eoving dvevbe yopdig: (CA 2.1f.) whose sentiment is echoed here at greater

length. The singer is using very violent examples but contrasting them with the harmless and
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joyful “madness” of the anacreontic symposium. The absence of a direct mention of Bacchus
haunts this poem: although the madness of wine is presented as the harmless alternative to the
murderous madness of heroes, the poet could have included the equally murderous madness of

Bacchants. One must assume that instead the desired madness is the cod@pwv Avoon of CA 2.

1 doeg pe: “Allow me” LSJ s.v. IV. It is not clear who exactly the speaker is addressing. At the
start of CA 18 we find 861 pot, §6t” ® yvvoikeg/ Bpopiov migiv duvoti, so perhaps here too we
should imagine some server of wine whose “allowance” is nothing more than pouring the wine.
Cf. Anac. PMG 356a dye 51 @ép' Nuiv @ mod/ ke éPnyv, dkog dpvotv/ mpomio, which

corresponds closely to the first three lines of this poem.
T0Vg Bg0¥g: “By the gods,” an exclamatory accusative without vé/un
oou: This dative is perhaps the dative of person indirect object of an implied verb of entreaty.

2 melv, meiv: Echoed in 6éhw, 0Am directly below. The repetitions in this poem lend a recitative
feel and are reminiscent of tragic lyric (as is the subject matter); e.g. Aesch. Eum. 140 &ysip',

&yeipe, Soph. Phil. 175, 687 néyg mote, nidg, Eur. EL 137 & Zed Zed.

4 AAKkpéov tE 10 Aevkémovg ‘Opéotne: Alcmaeon was the son of Amphiarus and Eriphyle and
killed his mother in revenge after her actions led to Amphiarus’s death among the Seven against
Thebes. After he kills his mother, he is driven to madness by Furies. Orestes was the son of
Clytemnestra and Agamemnon who killed his mother in revenge for her involvement with
Aegisthus in the killing of Agamemnon. He is also driven mad by furies. Because of the close
correspondence of their stories, they are often mentioned in the same breath, as here, as examples
of mother-killers, or mad victims of the furies, e. g. Cass. Dio 9.4, [P1.] Alc. Il 143¢, Dio Chrys.
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Or. 64.2. Here the two too are joined very closely with a te xai. The story of Orestes is best
known from Aeschylus’s Oresteia, as well as its frequent mentions in the Odyssey. The story of
Alcmaeon is told by Pindar (Pyth. 8 401t.), Thucydides (2.102), Pausanias (8.24), and

Apollodorus (Bibl. 3.7), among others.

Aevkomovg: This is a rare epithet. Euripides applies it to the Bacchants (Cyc. 72), and
Aristophanes uses it humorously for his chorus of old men as they strip in Lysistrata (664). In
both cases, the meaning seems to be primarily “barefoot.” In Aescylus’s Choephoroe, one of the
“tokens” by which Electra recognizes Orestes is by the print of his foot by Agamemnon’s tomb.
What this means about Orestes’s footwear throughout the play has been a subject of debate.®’
The use of this epithet here lends support to the theory that one of the iconic images of Orestes
was a barefoot Orestes. The association with the Bacchants through Euripides is also appropriate

in the context of a poem about wine-madness.

7 &y 0¢ pnoéva ktdg: This would not be taken for granted for an archaic poet. While
Anacreon’s poetry does not discuss war, Archilochus, for example, is famous for calling himself
Oepanwv 'Evoaiioto and the category of “civilian man” was slim or nonexistent in many places.

Cf.C444.

8 £pvOpov oivov: A reversal of a common Homeric line ending (oivoc/v pu0pdg/v). Specifying
the red color of the wine also evokes blood, especially alongside the violence of the rest of the

poem.

10 'HpaxAijg; Heracles was driven mad by Hera and murdered his family with his bow.

57 See Phillippo 2018 for an overview of the scholarly debate, as well as evidence, both literary and material/visual,
for a “barefoot” Orestes.
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11 xhov@v: This is the only instance where this verb is used for the action of wielding or using a
weapon. While grammatically it takes the quiver and bow as its objects, in its sense it describes

the effect Heracles has on the people around him through his weapons.

12 'Igirerov: The mythology here is slightly confused. In a separate fit of madness, Heracles kills
Iphitus. In addition, Iphitus does have a famous bow, which he gifts to Odysseus before his death
and which is later used by Odysseus to kill the suitors in Ithaca. However, Heracles is not
otherwise said to have gained possession of Iphitus’ bow. For the story of Iphitus, see Apollod.

Bibl. 2.6, Diod. Sic. 4.31

13 Alag: Ajax loses a verbal contest over the arms of Achilles to Odysseus. He grows enraged,
and Athena drives him mad so that he vents his fury on animals, thinking they are Odysseus and
the other Greek commanders. Afterwards, he is ashamed and kills himself. The story is recounted

in Sophocles’ Ajax, among others.

14 aomidog: Ajax is famous for his huge shield. Cf. Hom. 7/.7.219-23.

15 v "Extopog péyorpav: In book 7 of the Iliad, Ajax is chosen by lot to duel Hector in single
combat. The duel is called at a draw, and Hector and Ajax exchange gifts. Ajax receives Hector’s

sword, which he later uses to slaughter animals in his madness, and ultimately to kill himself.

15 éyo o’ &rmv kvmelrov: As above, where ktdg echoes ktavovteg, here Eywv echoes KAovav

and kpadaivav, contrasting the held goblet with the wielded weapons.

17 otéppa: Here equivalent to otépog and otepdvog, both off which occur more frequently in

the collection.
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18 {ov T0E0V, 0V payorpav,}: West brackets this line as a likely later interpolation. When it is
removed, the poem is divided into stanzas of equal length. In addition, without this verse the
third and final stanzas follow a similar pattern of one line contrasting with the previous examples
(“but I have killed nobody,” and “but I hold a goblet [not a weapon]”), a second line describing

further sympotic activity, and the third line 0w, 0 ® poavijvor.

While it is highly plausible that this line was added later, in light of these factors and
other examples of seeming interpolation in the collection (cf. C4 4.20-21), this additional line
has literary merit. By increasing the length of the final stanza, the poet contributes to a crescendo
already begun by the use of first one stanza of exempla, and then two. In addition, this line
emphasizes the theme of nonviolence, strengthening the explicit contrast between the actions of

heroes and those of symposiasts.
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CA 10

Ti oot Bélelg momow, What shall I do with you,

Tl 001, AdAN XEAMDOV; what, chattering swallow?

T TOPSE GEV T KOV Would you like me to seize and clip
Béleg AaPav yoMEw, your nimble wings?

1| pLoAAOV EvooBEv cev 5 Or would you prefer I rip

Vv YAdooav, ®g 6 Tnpevg your tongue out of you

gkelvog, ekbepi&m; like famous Tereus did?

i pev KoAdv oveipov Why have you snatched Bathyllus
vropOpiotct povaig from my beautiful dreams
aonpracag Babviiov; 10 with your morning singing?

Meter: X — U — U — X (hemiambic)

The title of this poem in the manuscript is ToD adTOD €ig yeAdova, “by the same, to a swallow.”

This is another poem whose content implies an archaic setting. Although Anacreon is not named

as the speaker, Bathyllos, the subject of the speaker’s dreams, is a beloved of Anacreon’s.%

Bathyllus stands in for the beloved of an anacreontic poet, and as in the Latin elegists, the
beloved can stand in for the poetry as well. On one level we have a love poem spoken by the

archaic Anacreon, and on another we have the anacreontic singer dreaming of anacreontic poetry.

68 Cf. CA 15 in which both Anacreon and Bathyllos are present as figures separate from the speaker. See also note
onv. 10 below.
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Like the previous poem, this poem injects a more somber note into the lighthearted
whole. The suggested punishments for the swallow are quite violent, as is the exemplum used to
enforce them. They are made more disturbing by the almost sadistic way the speaker phrases his

threats as requests from the swallow about what she wants him to do to her.

1 1i oo BOéherc momo®: For é0éhm with the subjunctive, LSJ s.v. A.7. ti 6ot BéLeig oMt ikabw

Soph. OT. 651.

2 AGMn: The manuscript here reads AdAev. Stephanus suggests AdAn or A4A” ®. An adjective of

“chattery” or “talkative” I certainly very fitting in this context.

1€MOOV: The choice of bird foreshadows the suggested punishment in lines 5-7. Philomela,
daughter of Pandion, was transformed into a swallow after being raped and having her tongue
torn out by her sister’s husband Tereus. This myth will be referenced again in C4 22 as an
example of a metamorphosis. The swallow is mentioned twice in the fragments of Anacreon
where it is referred to as chattering (kotiAn xeAdov, 108) but also lovely and sweet-singing

(Movpereg yapieooa yeldoi, 49a).

This bird who so rudely interrupts dreams of Bathyllus stands in contrast to the 'Epacuin

néleln of CA 15 who dutifully attends to Anacreon and delivers letters to Bathyllus.

4 yoriEm: Formed from the noun yolig (scissors). This is a very rare word, otherwise occurring
mostly in a medical context (once in Galen, and 8 times in Oribasius) for surgery/amputation. It
is used in a fable of Aesop for sheep shears (Fabulae 322). Both of these comparanda are

suitable here, as what is being contemplated is an amputation of part of an animal.
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6 0 Tnpedg: See note on v. 2 above.

7 ¢ék0epifm: This is also an uncommon verb, and in all other cases it means to reap or mow
2

crops. Oepilm, while also primarily having the same meaning, also can be used to mean “cut.

This form then is likely influenced by analogy to mean “to cut out.”

10 Ba®vidov: For Bathyllos, see Introduction 1.5: Relation to Anacreon. His inclusion here
connects the speaker with Anacreon, but the absence of the name Anacreon in the text also
allows one to read Bathyllos as a paradigmatic anacreontic beloved and a suitable pseudonym for

the beloved of any anacreontic poet, not just Anacreon himself.

This poem holds the reader in suspense until the very end. The musings over the swallow
are unexplained, and when it comes time for the explanation in the final three lines, the syntax is
drawn out longer than usual and it is not until the very last word that the audience understands

the motivation behind this poem.
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CA 11

"Epota knpvov Tig
venving EmmAet:

€Y® 0€ ol ToPUCTAG
‘mécov BELeIS’ Qv ‘oot
T0 TUYOEV ékmpimpon;’

0 &’ eine Swpralmv

‘AAP’ aTOV OTTOGOL AfjIC.

Ommg <&’> dv ekpdonig mav,

oVK gipl Knpotéyvag,

GAL’ 00 BéA® GuUVOIKETY
"Epo1t tavropéxrot.’

‘30¢ 0DV, 80G aTOV NIV
dpayutic, KaAdv cuvevvov.’
"Epwc, o0 6’ e0Bémg e
TOPWGOV- €l 0¢ un, ov

KATO AOYOG TOKNONL.

10

15

Meter: X — U — U — X (hemiambic)

The title of this poem in the manuscript is Tod avtod €ic "Epwta knpvov, “by the same, to a wax

Eros.”

Some boy was selling

a wax Eros;

And I stood next him

and said “how much

should I pay you for the figurine?”
And he replied in Doric,

“Have it for however much you want.
But so that you have the whole story:
I’m not a wax sculptor,

I just don’t want to live with

Eros the all-desiring.”

“Give it then, give him to me

for a drachma, that beautiful bedfellow.”

Eros, set me on fire
right away! And if you don't,

you’ll melt in the flames.
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This poem belongs to a category of poems telling short stories about Eros, along with C4 6 and
19, as well as 28, 30, 31, 33, and 35. This poem stands out in several regards. First, there is the
explicit mention of dialect. Throughout the CA, a number of features from various Ionic, Doric,
and Attic dialects are used alongside each other. In general, the first half of the collection uses
predominantly Ionic forms (as does the poetry of Anacreon), whereas the latter half uses more
Doric forms.® This is the only poem to bring up dialect explicitly, by claiming that the figurine
seller spoke Doric, while the speaker uses lonic. Sens argues that the transfer of Eros from a
Doric speaker to an lonic speaker represents a metapoetic commentary on the transfer of the
erotic poetry from the bucolic Doricizing poets such Theocritus, Bion, and Moschus, to the lonic

poets of the Anacreontic tradition.”®

A second point of interest is the aggressive treatment of Eros within the poem. The
speaker threatens Eros that if he does not follow his commands, he will melt the figurine
representing him in a fire. The bold treatment of Eros is somewhat reminiscent of Hellenistic
poems that treat Eros as a runaway slave, such as Moschus’ “runaway Love” poem (A.P. 9.440.1-
5). The interaction also draws on erotic magic, both real and literary. It is common to find in love
spells and their literary depictions the request to inflame the beloved until they come to the one
casting the spell.”* That request can be paired with a sympathetic link, such as when Simaetha
melts wax as part of her spell (Theoc. Id. 228f.).”2 Here there is a double reversal: Eros should
inflame the speaker, not a target, and it is Eros who may feel the heat of the fire. Directly

threatening a god through a sympathetic link to their figurine is out of the ordinary, but there are

69 West 1993: xi-xii. See Sens 2014, 97-99 for more on dialectical forms in the Anacreontea and the issues of
regularization in transmission.

70 Sens 2014, 111.

"1 E.g. PGM V11.981-93, XXXlla 1-10, Cl. 32-3, and passim.

72 ¢ ToUTOV TOV KNPV €Yw oLV Saipovt Takw, /W¢ Tdkol® U Epwtog & MUOVSLo¢ autika AéAdLic. This type of
sympathetic link appears also in real surviving spells, such as PGM XXXVI 333-60 over burnt myrrh.
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spells that call for the caster to threaten the intermediary spirits/daimones who they are exhorting
to carry out their bidding. For example, PGM CI. 10-15: “But if you disobey and do not quickly/
carry out what I tell you, the sun will not set under the earth... But if you do not carry out for me

what I tell you, / the EONEBYOTH shall burn you.””

2 venving: The Ionic form, foreshadowing the dialectical distinction between the two figures that

will be mentioned in v. 6.
4 0érerc...kmpiopan: For 0éhelg with the subjunctive, cf. C4 10.1.

5 10 Toy0&v: The sense of “the made thing” i.e. “the figurine” is clear, but this particular form

(vs. TevyB€v) is unique and the use is rare.

6 dopralwv: The regular verb for “to speak Doric” is dwpilw (Dor. dopicdm) seen in authors
such as Theocritus (A®picoswy &’ E&eot, 1d.15.93), Plutarch (£pn dwpilmv éxeivog, Philop.2.4.),
Dio Chrystostom (vopileig Tov Amolhwva attikiCewv §j dopilewv; 0.10.23), and others. dwprdlm
is found once in Anacreon (£xddoa kiO®dva dmprdlery, fr. 54), where it means to dress in a Doric
style. The Anacreon fragment is preserved by various lexicographers in service of defining the
mode of dress associated with the verb. It appears with the same meaning in Philostratus as
well.” It seems likely that the Anacreontic poet took the verb from Anacreon but used it as an
alternate form of dwpilw. The chance to directly allude to Anacreon is attractive, and dwpilw

would of course be a very difficult verb to fit into an anacreontic meter.

7 Mic: A Doric word for “wish.”

73 Dieter Betz, 1986, 308. See also PGM XII. 50ff., XII. 141ff.
74 Vit. Soph. 529.23.
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9 knpotéyvag: With a Doric ending. Rosenmeyer argues that the statement of the seller’s dialect
alongside the fact that he did not himself sculpt the Eros portrays him as rustic and uneducated.”
Sens argues that the fact that the seller is not the sculptor is an accurate representation of the

erotic poetic tradition being discussed: it began with the archaic poets (especially Anacreon), was

passed through the Hellenistic Doric poets, and now is being handed to the Anacreontic poet.’®

10 0éhm: Cf. Afg v.7. The poet is not consistent with his Doricisms.

11 mavropéktan: This word is not otherwise attested until the 4™ century C.E. and is not
otherwise ascribed to Eros. LSJ gives two possible etymologies. The first from the verb pélw,
through which it connects this adjective to mavodpyog “cunning, wicked.” The second is from the
verb dpéyouar, from which we get the meaning “all-desiring, insatiable.” Either sense is possible

here and both would apply to a troublesome Eros.
12 80g odv, dog: Cf. C4 18.1.

14 ev0¢mg: It is very common in spell formulae to command the daimon to act swiftly and
immediately in bringing about the effects of the spell. e00éwg appears frequently in the PGM,
and many spells end with the formula 1jom, §jom, Toyd, o0 (“immediately, immediately, swiftly,

swiftly”).

75> Rosenmeyer 1992, 170.
76 Sens 2014, 112.
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CA 12

Ot p&v kaAnv Kovpnpnv
TOV Nuinivy Aty
&v obpecty fodvia

Aéyovov Ekpavijvar:

ot 0¢ KAdpov map’ &yBoug
dapvneopoto Poifov
AdAov mdvteg HOWP

peunvotes fodotv:

€Yo 6¢ 100 Avaiov
Kai Tod popov kopecheig
Ko Thg Eufig £taipng

0éhw, BEA® pavijvor.

10

Meter: X — U — U — X (hemiambic)

Some say half-girl Attis
went mad
shouting in the hills

to beautiful Cybebe.

Others, by the banks of Claros
drinking the babbling water
of laurel-crowned Phoebus,

shout in their madness.

But [, filled up with
wine and perfume
and my girl,

I want, I want to go mad.

This poem has two titles in the manuscript. Within the columns of text, it is labeled &ig dttv 10D

avtoD, “to Attis, by the same.” In the margins next to that line is gig dttiv, “to Attis.”

This poem is on a similar theme to CA 9. Both describe instances of madness contrasted with the

poet’s own desire to become mad in a sympotic context. Like CA4 9, it is divided into even

stanzas. The first two provide mythological and religious examples of madness, and the third
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describes the sympotic madness, and closes with the line 0w, 08 A® pavijvar, also found at the
beginning and end of CA4 9. The repetition of the line between these two poems suggest that
either there is influence of one on the other, or they both look back at an earlier source. It’s
possible that the same author penned both of these on the same theme. The editor chooses not to
put them right after each other, but to leave the theme for a poem and then return to it, displaying

their preference for variatio in arrangement.

The exempla chosen for this poem are of a different tone than those in CA4 9. In C4 9,
each example was of a mythical man who committed great violence in his madness or was driven
mad after an act of violence. The first example here, the story of Attis, alludes to an act of self-
violence, but does not mention it directly in the poem. The second example of the priests of
Apollo is not mythical at all, but a description of the actual rituals of this particular cult. This
evolution of examples is brought out in the oi pév... oi 8¢ in which the oi pév describes a group
recounting a story (“some say...”), but the oi 0¢ breaks the expectation of a matching set of
tellers and instead refers to the people going mad (“others... shout in their madness). Whereas in
CA 9 a strong contrast is built between the destructive madness of mythical heroes and the
benign madness of the symposium, here the subject is religious madness, and the progression of
the poem leads us to feel that the madness of the speaker is not entirely different. This
contributes to an association of the C4 with the rites of Dionysus which is developed further in

other poems.”’

77 For more on the Dionysian madness of the Anacreontea, see Gutzwiller 2014, 64-5.
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1-4 The syntax here is not entirely clear, and there is greater hyperbaton than is typical of the
collection. kaAnv Kvpnpnv must be taken as the direct object of either Bo®vta or éxpavijvou.
Bodvta seems more likely as it is nearer, éxpovijvat does not usually take an accusative object,
and povijvon is always used absolutely elsewhere in the collection (including in this poem).
However, it is also tempting to see fdvta as directly parallel to fodowv (v.8), which is used

absolutely.

koAnv Kvpnpnv: Cybele (also Cybebe) is a Phrygian mother goddess. She was worshipped
broadly across the Mediterranean from the archaic period on and appears by various names in
both Greek and Latin literature.’® In Rome, there was a temple to her on the Palatine and a class
of castrated priests called the Galli (see note below). Beauty is not normally an emphasized
feature of the goddess Cybele, though it is a fitting attribute to stress in an erotic context and a

common attribute for goddesses in general.

2 Tov quidnivv Attiv: Attis is a mythical divinized priest(ess) of Cybele who castrated
themself. In some versions of the story, they were driven mad by the goddess in punishment for
infidelity to her. The story is found famously in Catullus 63, as well as twice in Ovid, at
Metamorphoses 10.103 ff. and Fasti 4.222 ff. The madness associated with Attis and Cybele is
aligned much more with maenadic madness than the following Apollonian example. Cybele is
mentioned in Euripides’ Bacchae (78), and Catullus’ gallae are a group of wild women

accompanied by the instruments associated also with Dionysian worship.”

5 Khapov: Claros was a river and city on the coast of Ionia which was the site of a sanctuary to

Apollo. Like Delphi and Didyma, it was an oracular center with a founding myth tying it to the

78 For more on the Greek worship of Cybele and appearances in Greek literature, see Robertson, 1996.
79 Takacs 1996, 378f.
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descendants of Tiresias.® A description of the power of the water there is found in Pliny the
Elder (Colophone in Apollinis Clarii specu lacuna est, cuius potu mira redduntur oracula,
bibentium breviore vita. “There is a lake in a cave of Apollo Clarius at Colophon. Drinking from
it delivers marvelous oracles, at the cost of a shorter life for the drinkers.” HN 2.232.5). Pliny
does not specify, but according to Tacitus, it is the priests who drink the water and then

prophesize (Ann. 2.54).

7 Addrov... Vomp: this phrase does not appear in texts definitely earlier than this poem, but it is
paralleled in a description of a Delphic oracle by Philostorgios, a late antique church historian,
which prophesies the end of the oracular power of Apollo (Historia Ecclesiastica 7, fr. 1c:
Elnoate 1@ Paciiel: yopol méce daidarog avdAd./OvkéTt Doifog Exetl kaAvPov, oV HavTid
dapvnv,/Ov maydv Aaréovoav, anécPeto kai Adrov Démp. “Say to the king: the well-wrought
court has fallen to the ground. Phoebus no longer holds this shrine, nor the mantic laurel, nor the
chattering spring, the babbling water has also died out.”). The phrase also appears in Nonnus
(Dion. 41.223 TTo6wov AtoAhovt Adrov tepulaypévov Bémp) around the same era. Cf. also CA4
10.2 in which the swallow is referred to as AdAn. The connotations of the adjective’s use seem
quite distinct between the two poems (worldly and negative in C4 10, mystical and ambivalent in

CA 12), while the verbal echo creates a throughline between these poems.

9 10V Avaiov: Given the examples of divine inspiration above, this should not be taken just as

metonymy for wine and drunkenness, but also as a true reference to the god Bacchus.

11 Tijg épiic éraipng: This word is used in two other instances within the collection: at C4 16.5

where the speaker asks a painter to paint his absent hetaira, and at CA 32.15 where the speaker

80 paus. 9.33.
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orders somebody to call a hetaira. The reference at CA 32.15 (kdiel &’ Etaipnv) most naturally
reads as a reference to a sex worker being called to a symposium, but here and at 16.5 where the
hetaira is called “mine,” the meaning seems closer to “girlfriend.” Callimachus uses it
throughout his poetry to mean “female companion” with no reference to sex work, as does
Moschus, but both are referring to female companion to other women, not to men.®! This is the
use also seen in literature up to Herodotus.#? Rebecca Futo Kennedy argues for a redefinition of
hetaira in the classical period to refer to women who were “wealthy, educated, and distinguished
or famous, and associated with modeling and performance at times, but... not prostitutes or even
courtesans.”%® While this poem does not speak directly to the conceptualization of the category in
the classical era, the uses of hetaira do seem to support the claim that as a sexual terms it does

not need to be read as describing a sex worker.

We have seen the use of yvvoikeg to describe groups of women in the collection (CA4 7.1,
and also CA4 14.13, 18.1). Girls in the second half of the collection are also referred to in the
singular and plural as kourai (CA 43.4, 44.14, 50.19, 60.16a). A feminine moida occurs at CA

41.8.

81 e.g. Callim. In lavacrum Palladis 58, 69, 95, 120, Aet. fr. 75.42, Hymn 3.185; Moschus Europa 28, 102, 111.
82 @.g. Sappho fr. 126, 142, Pind. Pyth. 3.18, 9.19.
8 Kennedy 2014, 71.
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CA 13

{08 o, BEA® eAfico. }

"Ene1®’ "Epwg puAelv pe-

€YD 0 Eyav vomuo

dpfovAov ok EneicOny.

0 6’ €00V 6oV dpoc 5
KOl XpUGENY QOPETPNV

LAY LE TPOVKAAETTO"

Kay®d Aafov én’ duov

Bopny’ dmmg AytAieng

Kol dodpa Koi foeinv 10
guapvaunyv "Eport.

ERaAL’, Eyd O Epevyov:

0O¢ & 0VKET 1y’ O16TOVC,

Hoyarlev, €it’ E0vTdv

aopnkev &ig férepvov: 15
péGog O Kapding pev

govve Kai u’ Elvoev.

pdrnyv o’ &yw Poeinv:

i yap Boropev EEw,

péymgs gowm W Exovong; 20

Meter: X — U — U — X (hemiambic)

73

I want, I want to love.

Eros was persuading me to love;

but I had a thoughtless

mind and I refused.

He immediately lifted his bow

and his golden quiver

and called me forth to battle;

I took up upon my shoulders

a breastplate like Achilles

and a spear and a shield

and did battle with Eros.

He shot, I fled.

And when he no longer had any arrows,
he was upset, then he hurled
himself as a missile;

he sank into the middle of

my heart and dissolved me.

I hold a shield in vain;

for why should I fight on the outside

when the battle is inside me?



This poem has two titles in the manuscript. Within the columns of text, it is labeled tod avtoD &ig

gpmta, “by the same, to Eros”. In the margins next to that line is &ic £épmta, “to Eros.”

In earlier poems, the speaker has voluntarily taken Eros upon himself, leading to mild
consequences. In those cases (e.g. CA 1, 6), it is easy to read the acceptance of Eros also as the
acceptance of the tradition of love poetry. Here instead we have a case where Eros is unwillingly
forced upon the speaker. Whereas before we had rejections of military and epic motifs, here we
have a subversion where the language of war is applied to the erotic context. The concept of
militia amoris is explored by the Hellenistic Greek poets as well as the Latin love elegists. For
example, Posidippus, A.P. 12. 120.1f. EbonA® kai mpog 6& poynoopat, ovd' dmepodpar/ Bvmtog
¢mv. Here we see the theme of arming, also present in C4 13. In Latin elegy, Ovid portrays Eros
as a conquering general in Amores 1.2 and describes how Eros shoots the speaker with an arrow
in 1.1 (cf. also 1.9). Propertius and Tibullus also both portray a militarized Eros/the battlefield of

love (e.g. Propert. 2.14, Tibull. 2.3, 6, etc.).8*

1 06k, 0Eh@ @iiijoan: This line expresses a sentiment that will be directly contradicted
throughout the rest of the poem. It follows 6éAm, 06Aw pavijvon at the close of the previous
poem, and is likely an interpolation here based on the previous poem. If it belongs, it expresses a
level of irony not seen elsewhere in the collection, as the first line would directly contradict the

story that follows.

84 Murgatroyd 1975 traces the various militia amoris motifs from archaic Greek lyric through the Latin elegists
(though he does not mention the CA).
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2 Ener0’: “Was persuading me,” evidently unsuccessfully.

3 vonpa dpovrov: The speaker does not acknowledge here that to love is desirable (as he does
implicitly in CA4 11, for example), but rather that it is more reasonable to acquiesce to Love’s

persuasion before he is forced to use more extreme force. Cf. Ov. Am. 1.2.9-16.

5 16Eov: The traditional weapon of Eros, even outside of martial-themed poems.

6 ypvoiny eapétpnyv: Golden, as befitting a god. Apollo and Artemis are more frequently

described as carrying a golden bow or quiver, e.g. ypvcoto&ov Pind. Ol. 14.10.

7 péyn pe wpovkareito: Cf. Anac. PMG 358 cvunailev mpokadeitat. The use of the same verb
emphasizes the differences between these scenarios. In Anacreon’s poem, love is a game, albeit
perhaps a cruel one. In this anacreontic, love is a battlefield. This verb is used in Homer to call

forth an opponent to battle, cf. 7/. 7.50, 13.809, Od. 8.142.

8-11 A miniature Homeric arming scene, marked by the comparison to Achilles, but also in the

language used for the weapons. Cf. 7/. 3.328ft., 11. 15ff., 16.1301f., 19.364ft.

14 fjoyarrev: This verb is found frequently in Homer in the form of doyaido.

15 gig péhepvvov: A strange prepositional use. Either €ig is being used instrumentally, or it is

adverbial and Bélepvov stands on its own in apposition to £0vtov.

16 péoog: The meaning must be that Eros sank into the middle of the heart, but the syntax is
strange. This may be a locative use, with &dvve being read as semi-factitive. There are not exact
Greek parallels to the nominative being used in this way with a verb of motion. The difficulty
can be removed by emending to pécov. A close verbal parallel is found at Od. 12.93 péoon pév

1€ KOTO 6TElOVS KO1Ao10 OEdVKeY, referring to Scylla, but puéoon is typically taken as referring
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there to the middle of her body. This construction does exist in Latin, e.g. Verg. 4en. 10. 379

haec ait, et medius densos prorumpit in hostis.

17 £€hveev: Cf. CA 6.6.

18 patnyv &’ &xo Pocinv: The narrative of the poem up to this point is a fantasy wherein Eros is a
physical being outside of the speaker with whom it makes sense to do battle. But the poem closes
with a humorous twist on the setup where the audience is asked to imagine the speaker holding a
useless shield to defend against the feeling of love that resides within the chest. This line is also
an inversion of Archilochus ftr. 5 in which the speaker recounts abandoning his auopntov shield

on the battlefield to save himself.

19-20 Achilles Tatius in Leucippe and Cleitophon has Charmides describe his attraction to
Leucippe in similar terms: &voov pov g yuyig dALog TOAEOG KAONTAL. GTPATIOTNG e TOPOET
16E0V Exmv, BéNog Exwv: veviknuat, temAnpopot BeAdv: “Within my soul is another war. A
soldier is besieging me with a bow, with an arrow. I am defeated, I am stuck full of arrows.”
(4.7.3). This poem’s ending has a sententious feel, which is paralleled especially later in the

collection, e.g. C4 7.8-11, 29, 32.11-12. Cf. also CA4 27.7-8: &ovot yap T Aentov/yuyiig Ecm
Xaporypo.

These lines provide another rejection of military themes and actions, similar to C4 9
where stories of mythical violence are appropriated into wine drunkenness and sympotic joy, as

here Homeric military language is appropriated for erotic storytelling.
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CA 14

Ei poAla avta 6évopwv
EMloTACOL KATELTELY,

&l KOpatT’ 0ldag eVPEIV
Ta TS OAng Boddoong,
o0& TAV EUADV EPATOV
poévov mod Aoylotnyv.
TpOTOV pev € Anvdv
Epmrag elkooty Bé¢

Kol mevrekaidek’ GAAOVG.
gnerta 0° ek KopivBou
0¢c opprabovs EpaTmv:
Ayxoing yép éotiv,

oL Kool YOVOIKEG.
ti0e1 6& AeoBiovg pot
Kol péypt tdv Tovov
kai Kaping Podov te
dtoyhong Epwtag.

Tl eNig; dryel Kapwbeic;
obmw Xvupovg Erela,
obmw toBovg Kavdpov,
0V Thig Gmavt’ &yovong

Kpntg, é6mov torecov

10

15

20

If you understood how to reckon

the leaves of every tree,

if you knew how to count the waves

of the entire ocean,

then I would make you

the only accountant of my loves.
First out of Athens

set down twenty loves

and fifteen others,

and then from Corinth

set down a whole chain of loves;
for Achaea is where

the pretty women are.

Set down my Lesbians

and as far as the Ionians,

and from Caria and Rhodes

two thousand loves.

What? Have you fallen asleep?
You haven’t yet named the Syrians
or my passions from Canopus,
or the ones from Crete, which

has everything, where Eros
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"Epwc émopyralet. revels in the cities.

T1 6’ 00 OéAe1c ap1Ouelv Why don’t you want to count
kai tovg INadeipav Extodc, 25 also the loves of my heart
TV Boktpiov e kivodV beyond Gadeira,

Yoyt Eutic EpmToc; and Bactria and India?

Meter: X — U — U — X (hemiambic)

This poem has two titles in the manuscript. Within the columns of text, it is labeled dAAo 10D
avtod, “another by the same”. In the margins next to that line is tod avtod &pwta, “by the same,

to Eros.”

This poem is a geographic catalogue counting up the lovers of the poet. The catalogue as a poetic
device begins with Homer’s “catalogue of ships” (/. 2.494-759) which lists the forces of the
Argives by the location of origin of each fleet.®> The organization and geography of the Homeric
catalogue was of great interest to Hellenistic poets. Apollonius of Rhodes includes a catalogue of
heroes in the Argonautica (1.23-233). This is structured in a geographic circle by the region of
origin of each hero, beginning and ending in the same place, and tacking on two additional
figures at the end who fall outside of the geographic ring.8® Although this poem does not end
precisely at the same location as it begins, it follows a remarkably similar structure as

Apollonius. The named geographic locations begin in central Greece, with Athens, Corinth, and

85 Allen’s 1921 commentary on the Homeric Catalogue of Ships offers a useful introduction to the genre of the
catalogue, overview of the issues with the Homeric catalogue of ships, and helpful notes on each location.
86 cf. Clauss 1993, 28. For Apollonius’s geography, broadly speaking, see Meyer 2008.
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Achaea, move east to the Ionian coast and travel southward along it down to Syria, circle back
west through Egypt, ending on Crete, most of the way back northwest towards Athens. At the
end, three additional far-flung regions are tacked on that are far outside this circle (Gadeira,

Bactria, India).

Hesiod also provides a model of a catalogue, in the fragmentary Catalogue of Women, a
lengthy poem describing various mythical heroines (mostly mothers of heroes). Catalogues of
women were perhaps their own genre, and we also see examples of lists of women in Homer
(Zeus’ lovers at I1. 14.315-28, and women of the underworld at Od. 11.225-329).8” A similar
erotic geographic catalogue is found in Philostratus Letters 5, in which the speaker rhetorically
asks a boy where he is from and proceeds to offer potential answers along with exemplary

homosexual lovers from each locale.®

In addition to being a geographical catalogue, this poem is similar to Hellenistic “math”
poems. Many of these poems are collected in Book 14 of the Greek Anthology and present
simple algebraic problems in meter, often based on mythological concepts. One of the most
famous examples of this category is the Cattle Problem of Archimedes, a math problem in
elegiac couplets that instructs the reader in calculating the number of cattle of the sun. This is
one of several poems whose calculations “dazzle and overwhelm with their complexity and the
size of their solutions.”® This poem too aligns with the “fascination with size” noted by Netz, ®

counting up first a modest 35 lovers (vv. 8-9), but later naming a full 2,000 (v. 17). The addressee

87 Karanika 2020, 109.

88 The location and lover pairs are Sparta and Hyacinthus, Thessaly and Achilles, Athens and Harmodius and
Aristogeiton, lonia and the Branchuses and Claruses of Apollo. He adds on Crete, on which see below, v. 22.

8 Benson 2014, 170. The smallest possible solution to the cattle problem is 206,545 digits and not computed for
the first until 1965 (Williams et al. 1965). For a list of some of the massive numbers produced by these Hellenistic
math problems, see Netz 2009, 58.

9 Netz 2009, 54ff.
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is told at the beginning that they are only fit for the job of counting loves if they can count other
stereotypical uncountable numbers (cf. another Archimedes problem, Sand Reckoner, counting

the number of grains of sand to fill the universe).

1-4: Apollonius Rhodius uses these same images for countless numbers in the Argonautica
(4.2144f. doca te mOvTOV/ KOpaTO YEWEPiOLO KopvGaeTal £ AVENO010,/ T} doa ALY Yopdle
TEPIKAAOEOC TEGEV VANG/ PUAAOYO® &Vi unvi—Tig dv Ttdde Tekunpatto;), as does Theocritus
(xopata petpelv, 1d.16.60). Another common metaphor is grains of sand, e.g. in the Pythian
oracle recounted by Herodotus: Oido &' £yo yéppov T dptdudv kai pétpa Oordoong, 1.47.12, or
Pindar O. 2.98 yaupoc ap1Ouov nepumépevyev. Cf. also Catullus 7 which uses sand and stars as

an uncountable number of kisses.

2 katawelv: “Enumerate,” as a precise sense only found here. The precedent of using these
particular images of leaves and sand to refer to situations of counting makes the meaning of the

verb clear.
3 gvpeiv: “To count up, to reckon” as an extended meaning from “to find out.” See above.

6 mo®: The Attic form. The iota is preserved in every instance of this verb in the CA4 except for
here and in CA4 28.4 (¢nder). It is common across dialects and genres to see the iota dropped to
indicate that the omicron is scanned short. However, this is not seen consistently throughout this
manuscript, as several of the instances where the iota is seen the omicron must scan short, and in

the remaining instances the syllable stands at an anceps and could scan short.

8 0¢¢: To reckon, count, LSJ s.v. I1.9.b.
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7 ABnv@v: The beginning of a catalogue is a marked spot of some importance. Homer begins his
catalogue of ships in Boeotia and scholars since ancient times have debated the significance of
starting there.®* The most expected place for an erotic Anacreontic catalogue to begin would be
somewhere in Ionia, perhaps in Teos itself, the birthplace of Anacreon. Instead, the poet begins
with Athens. Athens is mentioned once in Homer’s catalogue of ships, and its inclusion is also a
subject of scholarly debate as a suspected Athenian interpolation.® It’s possible that the poet is

responding to that Homeric debate by highlighting Athens in their own catalogue.

Though Anacreon is associated most with his hometown of Teos, and sometimes with his
alleged time in Samos under the auspices of the tyrant Polycrates, he did reportedly travel to
Athens after the murder of Polycrates and stayed for many years under the patronage of the
tyrant Hipparchus.®® He was quite popular in Athens, so perhaps this centering of Athens here

does not fully neglect the primacy of Anacreontic reference.

9 drhovg: The gender(s) of the beloveds in this poem are not clear. The noun &pwg is masculine
and the masculine pronouns seem to agree with the noun’s gender. However, in the next lines, we
see a reference to pretty women, implying that these beloveds are female. It’s possible that the
group is intended to be mixed gender. Though most poems that mention objects of attraction
concern either boys or girls, C4 37, 38, and 43 do mention both boys and girls within a single
poem with eroticized adjectives applying to each. Still, it is most likely that these loves are

women being described by masculine nouns.

%1 For an overview of the arguments, see Evans 2020, 317.

92 See Allen 1921, 142ff. and passim. He is quite critical against the argument for Athenian interpolation, but his
constant engagement on the subject is representative of the centrality of the debate.

%3 Bernsdorff 2021, of.
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12 Ayaing: Corinth was a member of the Achaecan Confederacy starting in the mid-3rd c. BCE,
and was a center of resistance against Rome until its destruction in 146 BCE. In 44 BCE it was
reestablished as a Roman colony and became the capital of the Roman province of Achaea.
However, Achaea was already the ancient name for the region, and given the Homeric context of
this line (see below), there is not necessarily any contemporary political dimension to mentioning
Achaea. Without knowing when this poem was written, it is hard to say what the associations

would be with Achaea and Corinth.
Ayoing yap é¢otiv,/6mov kool yovaikes: Cf. 71, 3.75, 258 Ayouido KaAAyOVoKa.

14 AgopPiovg: Lesbos was the birthplace of the poet Sappho and often identifies her in later
reception (e.g. Catullus’s “Lesbia” as a Sapphic allusion). This may also be one association in

Anac. PMG 358 in which the speaker is spurned by a girl from Lesbos who pursues another girl.

15 péypr t@v ITovev: “As far as lonia,” the preposition is being used with its regular locational
meaning, but the place of this phrase in the sentence is a little awkward. The poem continues to

move around the Mediterranean, traveling along the coast of Asia Minor from north to south.
17 dwoihiovg: The numbering goes from fanciful to outlandish.

18 dyer kapmwOeic: This is an emendation by West (dyer) and Stephanus (kapw0eig). The
manuscript reads det knpwbeic “you have grown pale” (cf. Mart. 1.72.6 cerussata). This
particular line and emendation have been the subject of fierce debate. The manuscript reading
has been questioned on the basis of the appropriateness of dei with the aorist participle here, on
the intended meaning of the verb, and on the metrics of the line. For an overview of the different

positions, see Brioso Sanchez 1992.

82



19 &he&a: With its primary meaning of “count.” This form is common throughout archaic and

classical prose and poetry.

20 Kav®pov: Canopus is a city at the mouth of a western branch of the Nile very near to
Alexandria. Its mention here is likely meant to evoke Alexandria by another name. Cf. Catull.

66.58.

21 Tijg dmavt’ &rovone/ Kpine: Crete’s mythical founder was Minos who was known to have
amassed great wealth and wonders in his city. Thucydides describes Minos as the creator of the
first naval empire, enriching the profit of his city and many Greek cities by defeating pirates and
colonizing widely (Thuc. 1.4, 8). Minos famously detained for many years the inventor Daedalus

who created great and infamous wonders for him, such as the labyrinth of the minotaur.

There is a small cross above the word Kpntng in the manuscript which appears to
correspond to a note in the far margins with read podung. It is not clear why the copyist glosses
Crete as Rome here. The lack of references to Rome in the main text of the poem is consistent
with the complete lack of references to Rome throughout the rest of the collection, and indeed to

any contemporary political realities.

22 émov moresow/ "Epwg émopyraler: cf. Philostratus Letters 5 aAL’ ¢k Kprjtng, dmov mheiotog
0 "Epwg 0 t0g Exatov morelg meumor®dv (“Or from Crete, where Eros is most great, Eros who

)'94

roams its hundred cities?”’).” émopyiélw is a hapax.

25 Tadeipov... Baktpiomv... kivodv: These final places are tacked on at the end and take the
poem far afield of the geographical circuit it has been traveling along. Bactria and India are close

neighbors and their connection with a te xai within one line renders them basically

9 Text and translation Benner & Fobes 1949.
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synonymous.® They represent the eastern edge of the known world, while Gadeira, located right
at the Pillars of Heracles (Straight of Gibraltar) represents the western boundary.®® The end of the
poem extends fantastically even beyond (ékto¢) the edges of the world. There is an affinity with
the large-number math poems mentioned above, but also an element of parody in this

uncountable mass.

9 cf. Hdt. 8.113, 9.31, Xen. Cyr. 1.1.4, Strabo 17.1.46, 3.24.
% For more on the construction of the boundaries of the Greek world, see Romm 1992, Chapter 1.
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CA 15

‘Epaocuin méleia,
mo0ev, TO0eV méTOoAL,;
mohev LHP®V TOGOVTMOV
€n’ Népog BEovoa,
TvEELS Te Kol yekdlels; 5
Tig €1, i o1 uédet 8¢;
‘Avokpéov | Emepye
pOg maida, Tpog BabBviiov
TOV APTL TOV ATAVIOV
KPOTOOVTO, KOl TUPAVVOV.
nmémpaké w1 Kvbnpn 10
Aopodoa pKpov Buvov
€YD 0’ AvakpEovTt
dtaxovd tocadTo-
Kai vOv, 0pdig, Eketvov
€MGOTOANG KOpilw. 15
Kot enow evbémg pe
€levBépmy momoetv:
€YD 0, KTV AeTL Ke,
O0VAN HEV® TTap’ AVTOL.
Tl yap pe Ol métacHo 20

Opn 1€ kol Kot Aypovs

Lovely dove,

where, where are you flying from?
where are you speeding from
dripping and drizzling

so much perfume through the air?
Who are you, what’s your business?
“Anacreon sent me

to his boy, to Bathyllos,

who is lately ruler

and lord of everybody.

Aphrodite sold me,

getting in a return a little hymn,
and I serve Anacreon

in such tasks.

And now, you see, [ am

carrying his letter.

And he says that he will
straightaway set me free;

but I, even if he frees me,

shall remain his slave.

Why should I fly

over the hills and fields
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Kol 0évdpeoty Kabilew and perch on trees

Qayodoav dyplov Tt eating some wild fare?
Ta VOV €0 pev aptov Right now I eat
APoPTACAGH YEPDV 25 bread that I snatch from the hands
AvokpEOVTOg aToD, of Anacreon himself,
TEV O pot 61dmaot and he gives me wine to drink
TOV 0tvov OV TTpomiver, that he has already drunken from,
Tovo O’ AyYopPEV® and after I drink I dance for him

Kol 0eomOTNV KPEKOVTQ 30 and while my master plays his lyre

TTEPOIGL GLYKOADTTO"
KOW®UEVODL & €T aOTdL

T PapPitwt kabevow.

&xelg Qmavt’- dneAbe:

Aolotépay 1 EOnkag, 35

avOpomne, Kol Kopmdng.’

I shade him with my wings.
And once he goes to sleep

I sleep on his lyre.

You know it all, go away.
You’ve made me more chatty,

man, than a crow.

Meter: X — U — U — X (hemiambic)
This poem has two titles in the manuscript. Within the columns of text, it is labeled t(ov) adtod
eig meprotepav “by the same, to a dove.” In the margins next to that line is gig mepiotepdv, “to a

dove.”

In this poem, the speaker has a conversation with a dove who belongs to Anacreon. Alongside
CA 1, this is the second poem to mention Anacreon as a character distinct from the speaker (cf.

CA 7 where the speaker is identified as Anacreon). In C4 1, Anacreon was elevated to near-
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divine status through his role as a dream figure providing poetic inspiration. Here too he seems
to dwell in a space between the mortal and divine, since he is able to buy the dove off of
Aphrodite herself. The role of Aphrodite is much more personal here than in other poems within
the collection. She is presented as a sort of patron for the archaic Anacreon, while the dove can
be read as a symbol of the Anacreontic poet. It is her privilege to eat food right out of Anacreon’s
hand and to drink wine that he has drunken from before. Sharing in Anacreon’s inspiration is
viewed as a sort of intimacy, and a slavery that is preferable to freedom. Here is yet another
subtle recusatio, where the poet rejects the appeal of writing any sort of poetry that is not

imitative of Anacreon.

The conversation with the dove stands in contrast to CA 10, in which the speaker
addresses a swallow, but only to threaten it, and the bird never replies. Both poems contain
mentions of Bathyllos. C4 10 and 15 then bookend a miniature section within the collection
before the following two lengthy ekphrastic poems that look back to CA4 3-5. At 35 lines, CA 15
is one of the longest poems in the first half of the collection and is the longest of the narrative

poems. Cf. CA4 28 and 31 for other lengthy narrative poems.

1 Epaopin nélewa: Doves are one of the birds associated with Aphrodite. In addition, doves

were seen as intermediaries or messengers, which is the task of this bird (cf. vv.14-15).

2 m60ev, m60ev: Ct. 0éhm, 06Aw, CA4 9, 12, 13.

3 nopov tooovtmVv: Genitive with mvéeig below. Perfume is a common motif in the Anacreontea

and represents eroticism and the luxury of the symposium.

4 ¢n’ épog BO¢ovoa: Reminiscent of Sappho fr. 1.9f. The genitive népog is the Homeric form.

87



5 yexalews: A rare verb meaning to drizzle or lightly rain. The more normal form is yokdalo.

E.g. Ar. Nub. 580 yoxdalopev, though most uses of the verb are late.

7 maida: With the expected erotic meaning here of eromenos.

Bé&0@vidrov: For Bathyllos, see Introduction 1.5: Relation to Anacreon.

9 kpartovvta Kai Tvpavvov: West conjectures tupdvvov, with an intended meaning of the lines
“ruling over everybody, even tyrants.” This is possibly a reference to the tradition that Bathyllos
was a Samian beloved of Polycrates the tyrant. With the manuscript reading, he is being called
ruler and tyrant by virtue of his erotic power, which matters much more in the context of this
collection than political power (cf. CA4 8). However, the literary tradition is not very clear on the
figure of Bathyllos. Our references to him as the beloved of Polycrates come indirectly from
Horace Ep. 14 which calls him a Samian, and Apuleius Flo. 15.1 which describes a statue of

Bathyllos dedicated by Polycrates.

10f mémapaxé p’ 1 Kvdpn/ hapodoa pkpov dpvov: As Rosenmeyer writes, “We are meant to
understand here that even a brief poem by the great Anacreon has solid market value, and that
Anacreon as lover and poet not only surpasses tyrants but is also an object of desire among the
gods — he can do business with Aphrodite herself.” (Rosenmeyer 1992, 145). Because the
anacreontic poet accepts Anacreon as master and model, the task of aggrandizing their poetry is
accomplished not through claiming novelty, but through bolstering the reputation of Anacreon

himself.

14 ékeivov: Perhaps of Bathyllos, and the dove is on her way back to Anacreon now, but more
likely the pronoun refers to Anacreon as his name was mentioned most recently, and he is the

subject of pnowv below.
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19 800An pevd map’ avtd: Cf. CA 19.7-9, where Eros chooses to remain as a slave to Beauty.
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CA 16

Avye, {oypdoov dploTe,
{ypboe, Loyphowv dpiote,}
‘Poding xoipave téxvne,
ameodoav, MG av einwm,
YPAae TNV EunV taipnyv.
Ypaoe ot Tpiyag 10 TpdTOV
amoAdg te Kol pehatvog:

0 0¢ Knpog av dvvnTa,
YPAPE Kol pOpov TVEOVGOHG.
Ypaoe 0’ €€ OANG TOPEC
VO TOPPLPOAICT YOLTOLG
ELEPAVTIVOV PETMOTOV.

10 HEGOPPLOV O UN| ot
olgKonte punte pioye,

€xétm 8, Ommg gxelvn,

10 AeAnB0TmG GVLVOPPLV
PArepdpmv itov KeAaVV.
10 8¢ PAEUpa VOV AANODCS
amo Tod TVPOC TOINGOV,
dipo yAowkov g AGMvnge,
dpa &’ vypov mg Kvbnpng.

Ypaoe piva Kol TopeLig

10

15

20

Come on, best of painters,
paint, best of painters,

lord of the Rhodian art,

paint my absent

girlfriend 1 as I will instruct you.
First paint for me her hair
soft and black;

and if the wax is able,

paint it smelling of perfume.
And paint up from her whole cheek
under her purple-dark hair
her ivory brow.

Don’t have her eyebrows
separated or mixed together,
but let her have, as she does,
the dark arch of her eyebrows
meeting imperceptibly.

Now make her gaze

truly out of fire,

both gleaming like Athena’s
and dewy like Aphrodite’s.

Paint her nose and cheeks
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poda T Yookt pigag:

Ypage ygihog oio IeBodc,
TPOKAAOVUEVOV QIAN L. 25
TpLEepPod O’ Eom yeveiov

mepi Avydivotl Tpoynimt

Xdprrec mETOVTO TAGOL.

G6TOAMOOV TO AOITOV VTNV
VIOTOPPVPOLCT TETAOLS, 30
OLOPAIVET® 0E GOPKAV

OAlyov, 10 o’ EAEYYOV.

anéxer: PAET® YOp oOTV:

Tdyo, KNPE, Kol AUANGELS.

Meter: U U — U — U — X (anacreontic)

mixing the rose-pink with milk-white;
paint her lips like Persuasion’s,
calling forth a kiss.

And underneath her dainty chin
about her marble-white neck

let all the Graces fly.

Adorn the rest of her

with a purplish dress,

and let a bit of flesh show through,
proof of her body.

That’s enough; I’'m looking at her!

Soon, wax, you will speak as well.

The title of this poem in the manuscript is Tod avtod €ig k6pnV, repeated both in the column of

the text and beside the poem in the margins.

This ekphrastic poem looks back to the earlier collection of ekphrases at CA 3-5 as well as
forward to CA4 17. In both sets, the speaker tells an artist to depict an erotic piece of art. In C4 16
and 17, the poet asks the artist to paint a picture of his beloved. In C4 16, the beloved is an
unnamed woman who is currently away. In C4 17 it is Bathyllos, the beloved of Anacreon. CA
16 is shorter and more simplistic than its counterpart. The woman is described from the bust up
and each of her features is imbued with stereotypical feminine beauty, including comparisons to

beautiful and erotic goddesses. If 16 and 17 were not written by one author, there was direct
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influence of one over the other, or they were both drawing on an earlier source that provided the

theme.

At this point in the collection, there is a transition from the iambic dimeter catalectic back
to the anacreontic meter. CA 16-18 are anacreontic, and 19-20 are both metrically unique. The

paired poems of 16-17 and the shift in meter creates structure within this part of the collection.

lcf.CA3.1

2 West brackets this line, though repetition of this sort is not out of place in the CA. Possibly this
was the true first line, and line 1, which is identical to the first line of CA4 3, was added later to

link the two poems more closely.

3 "Poding... Téyvne: Rhodes was famous in the Hellenistic period for producing master sculptors
such as Agesander and his sons Polydorus and Athenodorus who may have created the famous
Laocoon found in the baths of Titus according to Pliny the Elder (HN 36.37f.). This reference to
the Rhodian art in conjunction with painting is unique to this and the following poem, but the
other language of the poem makes it clear that it is a painting being created. Likely what is being
evoked in not skill in the medium of painting, but general artistic skill in making impressive and

realistic human figures.

Koipave: A poetic term with especially Homeric flavor. (oypdowv dpiote above contributes to

this noble, Homeric coloring by evoking titles like dpiotog Ayoudv.

4 ameovoav: The prolepsis here gives this adjective especial prominence. This is perhaps a hint

towards the elegiac theme of the absent puella. More directly, it establishes the excuse for the
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poem itself, as the speaker must describe his girl in exact detail since she is not there to sit for the

picture.

Mg av ginm: A poetic/Homeric construction (cf. 7/.2.139, 9.26, 9.704, Od. 12.213, 13.179, etc.).

The meaning is future.

5 éuny éraipnv: Cf. C4 12.11.

6 Tpiyog To TpdTov: The speaker moves from the top of the head downwards.

8 0 0¢ knpog av ovvnron: Cf. C4 3.7.

9 pvpov mveovsag: Myrrh appears throughout this collection in connection with the luxury of

the symposium and erotic attraction. Cf. C4 15.3, 41.7f.

10 €€ 6Anc maperijg: Probably referring to drawing in profile. Cf. the use of €k with numbers for

measurement, LSJ s.v. I111.9.d.

11 mop@upaion: This color term can refer to the color of the sea, of blood, of dyed purple
textiles, and of the red flush of skin (cf. Anac. PMG 357 moppupi) ©° Appoditn). The hair was
referred to as black above, so here the adjective indicates a shining darkness. The color imagery
here parallels the contrast below between the pink cheeks and white skin (v. 23) and looks ahead

to v. 30 which describes the girl’s clothing as vrorop@vpoistL.

13-17 The description of the brow is quite lengthy and involves a complicated pileup of similar

words. This enhances the effect that Baumann describes as stimulating the imagination of the
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reader by describing individual body parts in extreme detail while not providing a description of

the entire body as a whole.?’

15 éyéro: The subject is 10 pecdppvov above.

o6mog éxeivn: Understand an &yet. éketvn is the actual woman under discussion.
16 10 AeAn006T™G: 10 belongs only to the adverb. cf. v. 6 above.

17 Brepapmv itvv: PAEpapov is strictly speaking the eyelid, and sometimes the eyes/gaze

themselves, but here the entire phrase means the arch of the eyebrow.

18f. aAn0&g/ dmo oD Topog: Another request which is sensually evocative but not actually
possible for the painter to achieve. At this point, “increasingly, we move from purely physical
features, which even a casual viewer might well perceive, to what the poet-lover conceives in his

mind's eye.”%

20 yhavkov og AONvng: Athena in Homer is often yAowkdmig, understood as gleaming, or in a
color similar to the sea or olives. Athena appears in only one other place in the CA4, at 55.33.
There too she is contrasted with Aphrodite, as the poem describes Aphrodite’s birth from the
seafoam and Athena’s birth from Zeus’ head. The reference here predicts CA 17 which will spend
more lines contrasting beauty and power in the form of divine and mythical comparisons when

describing the appearance of Bathyllos.

21 vypov ag Kvdnpne: For the wet gaze, Zotou brings up Agathon’s speech in the symposium

which describes Eros as 0ypd¢ 1o €100¢ in his ability to infiltrate the souls of anybody.*® The

%7 Baumann 2014, 122.
%8 Flaschenriem 1992, 90.
9 Pl. Symp. 196a, Zotou 2014, 112.
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watery gaze can also be associated in a more medical context with drunkenness or feebleness.

Here though it is best taken as referring to the “melting” power of Eros and Aphrodite.
For the combination of Athena and Aphrodite, cf. CA 17.14 below.

23 p6da T® ydraxt piag: For roses, cf. CA 5.4, 6.2, 8.7, and 55. The mixing of the red roses
with the white “milk” of the skin can be compared to CA4 51 in which the speaker compares his

graying hair to a mixture of roses and lilies in a garland.

24 IlewBovg: The divinized aspect of erotic persuasion. She appears in the collection just in CA

16, 17, and 18, creating another link between these three poems.

27 hyowve Tpaynio: Marble skin is a common erotic metaphor in Hellenistic poetry. The
image of black hair and brows and pure white skin is the beauty standard also reflected in the
Latin elegists.'® There is an added layer of wordplay as well since the woman being described is

a work of art (although a painting, not a statue). Cf. v. 33-4 and the myth of Pygmalion.

28 Xaprreg: The image is now fully in the realm of the metaphorical or imagined; we should not
imagine the artist actually painting goddesses flying around the head of the woman. The Graces

commonly attend to Aphrodite, cf. Hymn. Hom. Ven. 61.

29-32 The poem begins to draw to a relatively abrupt close. While the face is described in detail,
the rest of the body is dispensed with quite quickly. This stands in contrast to CA 17 in which the
body of the boy is described in extreme and erotic detail. The gendered differences between CA

16 and 17 will be analyzed further in the commentary to C4 17 below.

30 vromopvporor: Cf. H1d Topupaiot v.11.

100 Flaschenriem 1992, 88.
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32 10 oW’ EAEyyov: EAEyyoV is the neuter participle agreeing with OAlyov, 10 cdua is its object.
There is a suggestion of body and oblique sexuality, contrasted with the explicit bodily

descriptions of the following poem.

33 anéyeu: The artist is cut off right on the brink of venturing into more explicit sexuality. The
poem also is somewhat truncated, in anticipation of the longer poem to come. Metapoetically,
“the omission in CA 16 of a description of the whole image challenges the reader to picture an

aesthetic totum himself,”10?

34 The addressee in the final line shifts from the artist to the painting itself. Cf. Herod. 4.32f. &{
TL un AMBog, Tovpyov, /épeic, AaAnoel, “if it weren’t stone, you would say that the work would

speak.”

101 Baumann 2014, 121.
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CA 17

I'paoe pot Babvirov obtw
TOV £T0ipov O¢ S1040K®-
Mopdg KOUoG moincov,
T pev &voobev pelaivag,
T &’ €¢ dkpov NMmcag:
gMKag 0 €éAevBépoug ot
TAoKAU®V dtokTo cuvOeig
doeg og BEAmO KeToOL.
AmOAOV OE Kol OPOCHOES
OTEPETO UETOTOV 0PPDG
KLOVOTEPT] OPAKOVIMV.
péray dppa yopyov €0twm,
KEKEPUGUEVOV YOANVIL,

T0 pev €€ Apnog &axov,
10 8¢ Thi¢ kaAng Kvbnpng,

tva TG TO pEv pofntat,

10 8’ an’ EAmidog KpepdTot.

podény 6’ omoia pufjAov
yvoinv moiel mapemv:
€punua 6’ ®g av Aidodg
dvvac’ €l Bakelv, Toincov.

10 82 yeThog 0VKET’ 01da

10

15

20

Paint Bathyllos for me,

my boyfriend, just as I instruct:
Make his hair oiled,

the inner hairs dark

but the ones at the top sun-bleached;
and place some free locks

of hair, disordered,

let them lie as they wish.

Let his brow,

darker than serpents,

wreathe his soft and dewy forehead.
Let him have a fierce dark gaze,
mixed with calmness,

the fierceness taken from Ares
and the calmness from Aphrodite,
so that one would fear the former
but hang his hopes on the latter.
Make his downy cheek

rosy like an apple;

and if you can, make

a blush like Modesty’s.

As for his lips, I don’t know
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Tivl Lot TPOTM1 TOMGELG

amoarov, yéuov te [eBode:

T0 8¢ AV O KNPOg adTOH 25
EXETO AUADV CLOTHL.

UETA O€ TPOCWOTOV E6TW

OV Ad®V180¢ mapeAOdV
ELePAVTIVOG TPAYMAOG,.

petapdllov o¢ moiet 30
owopag e xeipoag ‘Eppod,
[ToAvdevKeOg 08 UNpovg,
Atovooiny 0 vnoovv:

amoA®dv 6’ Drepbe unpdv,
HaAepOV TO TOP EYOVTIQV, 35
apeAf moincov aidd®

[Taginv Bélovcav 1om.

@Bovepnv €xelg 08 TéEYVNV,

Ot un T vidTo 0igon

dvvacor o & fv dpeivo. 40
i pe Ol mOdG SOACKELY;

AGPe woBov docov eimnic,

10V AmoA@va 8¢ TodToV

kafehdv moiet BaBvirov-

fiv 8’ &g Zdipov mot’ EAONG, 45

how you will make them
tender, and full of Persuasion;
In all, let the wax itself speak,
although it is silent.

And under his face let there be
an ivory neck

surpassing that of Adonis.

And make his chest

thick, and the hands of Hermes,
and the thighs of Polydeuces,
and the stomach of Dionysus.
And above his soft thighs
which have a raging fire,

make a simple penis

already desiring the Paphian.
You have a grudging art,

since you can’t show

his back; that would be better.
Why should I talk about his feet?
Take the payment you requested,
and having destroyed this
Apollo, make Bathyllos;

And if you ever go to Samos,
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vpboe Doifov Ek BabvArov. paint Phoebus off of Bathyllus.

Meter: U U — U — U — X (anacreontic), excepting v. 43, scanned U U —— U U — X (anaclasis), and

45, scanned — — U — U — X (hemiambic)

CA 17 expands on the theme of 16, using Bathyllos as the beloved instead of an unnamed
woman. This poem is both longer and more complex than 16. The two poems make a close unit
that looks backward to the ekphrastic poems of CA 3-5 as well as forwards to CA 18 which also
describes Bathyllos, and CA4 54 and 57, the final two ekphrastic poems of the collection. The
juxtaposition of 16 and 17 draw the reader’s attention both to the metapoetic process of writing

imitative poetry and to the artistic differences in describing men and women.'%2

2 tov éraipov: This phrase stands parallel to the woman of CA4 16 who is called tnv €unv
étaipmyv. Its use to mean beloved is innovative, and this parallel use lends credence to reading
étaipa as denoting purely the erotic/romantic relationship between the man and woman, and not

the woman'’s social status.

5 ta &’ ¢g Gxpov NM®cag: As befitting a boy who spends time outdoors, especially in athletic

activities.

6-8 Cf. Eur. Bacch. 455-6. Long and curled hair was a mark both of femininity and sexuality.

The wildness of the arrangement of his hair stands in contrast to the constrained beauty of the

woman of C4 16.103

102 For the former, see Baumann 2014. For the latter, Flaschenriem 1992
103 Flaschenriem 1992, 95.

99



9 dpoo®oes: An uncommon word, typically meaning literally wet (applied to things like water).
Here we should imagine that he is oiled, or perhaps sweaty from exercise. Moistness is

continuously eroticized; cf. the watery gaze of C4 16.21.

11 kvavoTépn dpakdvtmv: kudveog here refers of course to a dark color, but the phrase together
lends a quite fierce and masculine tone to this descriptor. Agamemnon’s breastplate in the //iad is
described as having six Kvdveot... dpbovteg (11.26) depicted on it, along with other frightening
images such as the Gorgon. This martial association is strengthened by the mention of Ares in v.
14, as the description of his gaze as yopyov (v. 12). The fearsome snakes sent by Hera to attack
baby Heracles in Theocritus Idyll 24 are also kvavéaug...dpdrkovtag (14.14). When compared to
the section on the brow in CA4 16 (vv. 13-17), the masculinity of this description is even more

pronounced.

13 kexapaopévov: kepavvout is a verb for mixing wine with water at the symposium. The gaze
of Bathyllos joins the ranks of metaphorical drinks of wine found throughout the collection. Cf.

CA 2.4 and CA4 20.

14 Apnog... Kvdpng: A direct parallel to CA4 16.20-1, where the gaze of the woman is described
as having aspects of Athena and Aphrodite (ABMvng...KvO1png). One the one hand, the image is
masculinized, with the male war-god Ares taking the place of his female counterpart, Athena.
The use of Ares also brings out the martial aspects of Athena in C4 16. On the other hand, the
use of Aphrodite to describe the gaze of a man does have an extreme tempering quality, as
suggested by the verb of wine diluting. The pairing of Aphrodite and Ares is in itself erotic

through their relationship to one another (cf. C4 28).
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The careful parallelism between CA 16 and 17 throughout is evidence for the fact that the
author of CA4 17 was directly responding to CA 16 or vice versa and that the two poems are best

read in conversation with one another.

15-16 These two lines seem to suggest, as Flaschenriem argues, that the relationship between the
speaker and Bathyllos is one of a seduction in progress, not an established relationship. The
boy’s affections must be won, and so his gaze must be scrutinized for signs that he is falling for

the attempt or resisting it.

kpepdron is a later form, vs. the expected kpéuntat. The 10 6° should not be taken as a
direct object (as the 10 pév is), but an accusative of respect. The verb is passive; the speaker is

hanging in suspense on account of the calm in the boy’s gaze.

19 yvoinv: xvéog can mean both the fuzz on a fruit and the down on a boy’s cheeks. Cf. C4 18.12

where a similar horticultural double meaning is exploited through yaitog.

20 dvvae’ €i pareiv: Cf. CA 3.7, 16.8.

22-3 The eroticism of the boy is drawn out and heightened by the speaker claiming that his
beauty is too much to be accurately captured in a work of art. There is an implicit comparison
here between the poet as artist and the imaginary artists he is dictating to. While the poet doubts
the artist’s ability to depict the boy’s lips, he has no trouble himself in describing them. Cf. vv.
38ft. where the artist is unable to depict both the front and back of the boy at once, while of

course the poet has no trouble.

24 yépov e eBoig : Cf. CA4 16.24.
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25-26 Cf. CA 16.34. This notion of the painting itself speaking comes at the very end of CA4 16.
Its appearance here near the half-point of the poem draws attention to the fact that this version is
an expansion on CA 16. Baumann 2014 argues that this pair of poems gives the reader a model
for the creation of their own imitative anacreontic poetry. This is accomplished not only through
the stimulation of the imagination through description, but also through modeling the

relationship that two poems on the same theme can have to one another.

28 Tov Ad®mvioog: Adonis was (and is) the model for intense youthful beauty, a beloved of
Aphrodite’s killed while hunting at a young age.'® The association with Aphrodite is of course
fitting here. At this point there is increased departure from the descriptions of the woman in C4
16. Whereas earlier Aphrodite, Persuasion, and Modesty were all evoked, all of the referenced

figures are now masculine models.

noper@av: He not only shares the characteristics of his mythical models, here he even surpasses
them. However, at this point the model he surpasses is only a mortal, not a god. The poem will
continue to build Bathyllos up towards a divine model until its close when he himself becomes

the model for a god (vv. 45f.)
29 grepavrtivog Tpaymiog: Cf. CA4 16. 28

30-34 Hermes and Polydeuces are both depicted traditionally as exemplary athletic figures.
Dionysus is more ambiguous of a model since he can also be depicted as relatively feminine or

androgynous (cf. e.g. Eur. Bacch.).

34-37 This is the most striking of the differences between CA 17 and 16. With the description of

the woman, the existence of the flesh of her body is teased with the description of her see-

104 For Adonis, see for example Bion’s “Lament for Adonis.”
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through clothing allowing just a peek. In the case of Bathyllos, he is painted naked and his body
is described in detail, down to his genitals. This is the closest the entire CA gets to discussing sex
explicitly. And though the poem continues for another 9 lines, this is the last detailed description

of the body before the speaker cuts himself off.

35 paiepov to avp: Cf. CA 16.19. The raging fire makes another set of feminine/masculine
contrast with anaA@v... unpdv above. The image of the thighs containing a raging fire evokes
glowing skin, as well as an eagerness for athletic activity, alluded to in the previous set of body

parts, and sexual activity, alluded to below.

29 ¢¢

36 a@eAij: This adjective can mean “simple,” “artless,” but also in some cases “bold,” or
“daring.” Flaschenriem prefers the meaning “artless”: “Here, it is almost as if the artless style of
anacreontic poetry has found a visual and erotic equivalent in the painted features of Bathyllus.”
(Flaschenriem 1992, 100). Rosenmeyer translates as “bold.” While I am not inclined to agree
with Flaschenriem’s characterization of the artlessness of the Anacreontea, 1 translate as

“simple” since it evokes another set of contrasts between the youthful inexperience of the boy on
the one hand, and his readiness and desire for sexuality on the other (v. 37). The “artlessness”
stands in contrast also to the extreme artfulness of this poem which both describes the creation of

a work of art, and highlights through its gaps the ability of the poet to describe beyond the

abilities of a visual artist.

37 MMaginv 0éhovoav 1on: Paphie is a cult name for Aphrodite associated with her cult on the
island of Paphos. It is used also in CA4 20. This phrase indicates that Bathyllos is sexually mature,
and possibly even erect. The speaker seems to be projecting his own fantasies and desires into his

description, especially here.
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38-40 The poet calls attention to the shortcomings of the medium of painting (cf. vv. 22-3). By

doing so, he is able to mention the body parts that are not to be included in the painting.

43-46 Campbell 1988 suggests that these lines are added later, based on their metrical
irregularity and slight shift in topic. However, as Miiller (2010, 279) points out, the anaclasis of
v. 43 is not an issue, and the metrical issues of v. 45 are not extreme enough to necessitate a
removal of the section. These final lines are an appropriate closing for the rest of the poem. In
them, the speaker reveals first that the artist must paint over an old portrait of Apollo to create his
Bathyllos, and then says that an image of Bathyllos can itself serve as model if the artist wishes

to paint Apollo.

As mentioned about (v. 28), Bathyllos evolves throughout the course of the poem from
just a mortal beloved to a figure who is himself a model for gods. (v. 46). Cf. C4 15. 10-11
where Anacreon’s poetry is a desirable product to Aphrodite. There may also be an allusion to the
story about Anacreon found in a scholia to Pindar in which he states “boys are my gods.”'® The
reference to Samos seems to be an allusion of a famous piece of art of Bathyllos already
standing. This could be the statue of Bathyllos mentioned by Apuleius (Flo. 15.1) as dedicated
by Polycrates. While it has seemed for the majority of this poem that the speaker is describing
his own beloved, allowing us to even read the speaker as Anacreon, this reference at the end to a
preexisting artwork of Bathyllos at Samos hints at the layers of imitation. The true model is the

archaic Anacreon and his archaic Bathyllos.

105 Schol. Pind. Isthm. 2, 1b (11l 213, 18 ff. Drachmann) tadta 8¢ teivel (scil. 6 NivSapog) kai i ToUg tept Akaiov
kat "IBuKoV Kal Avakpéovta, Kai £l TWeC TGV Tipd autol Sokolot mept & matdikd joxoAfobat olToL yap
nadalotepot Mvddpou’ ‘Avakpéovta yolv EépwtnBévra, daai, Stati oUk eig Beolg GAN gig maidag ypddelg Toug
Upvoug; einelv, &t oUtol UGV Beol gloty.

Pindar refers this to Alcaeus and lbycus and Anacreon and anyone else before him who may have devoted his
attention to his favourite boy: for these writers were older than Pindar. They say that when Anacreon was asked
why he did not write hymns to gods but to boys, he replied, “Because they are my gods” (tr. D.A. Campbell).
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CA 18

Abte pot, 86T, O yuvoikeg
Bpopiov mielv apvorti-

amo KodpoTog yop o
podobelg avaotevalm:
d0te 8’ AvOEmV, ELivov-
oTEPGVOLG 30T’ 01 TVKALM
TO LETOTA POV, *TKOLEL.
10 8¢ KodU TBV EPATOV,
Kkpadin, tivi okemdlw;
mopa TV oKy Babviiov
KkaBicm: KOAOV TO dEVOpOV,
amoddg 0 Eoeloe yaitog
HLOAOKOTATOL KAAOIoK®L:
apd O° avTo vEPBe Pporlel
mmyn péovca [eBodc.

Tig v odVv OpdV Tapéidot

KOTay®@ylov tolod1o;

Meter: U U — U — U — X (anacreontic), with the exception of v. 15 which scans —— U -U - X

10

15

Let me, let me, oh women,

drink wine deeply;

for having been betrayed already
by the heat I groan aloud;

give me some flowers, some ivy;
give me garlands to cover

my brow, it’s hot!

But how shall I keep off,

my heart, the heat of loves?

I will sit beneath the shade of
Bathyllos; the tree is beautiful,
and it shakes its gentle locks

on the softest branches;

beside it from below gurgles

a stream, flowing with Persuasion.
Who would pass by seeing

such a resting place?
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This poem picks up the theme of describing Bathyllos from the previous poem, but transitions
away from the direct ekphrases that precede it. Instead, it begins like a drinking song and uses

the trope of the thirsty dog days of summer (from early July to mid-August).

1 d61€ po1, 36T, & yuvaikes,/ Bpopiov meiv apvoti: Cf. CA 2.1 for beginning a poem with

d0te, and CA 7 n.1 for yovaikeg. Cf. CA4 9.1-2 for the same sentiment and for dpvorti.

3 amo kavparog: Heat is a common theme in drinking songs. Hesiod in Works and Days marks
the time when the dog-star rises to be the time when wine is best (587-9, énei kepaAnv kol
yovvata Zeiprog &let, avaiéog 8¢ te ypmdg VO KavpoTog: GAAY ToT” §dn £in ... BiPAvog oivo,
“... when Sirius parches the head and limbs, and skin is parched from the heat; then let there
be... fine wine”). See also Alcaeus fr. 347a, téyye mhevpovog otvat, T0 yap dotpov tepttéAdeTar,
& 0’ dpa yaAéma, mhvto 0 dlyars’ VT Kavpatog, “wet your throat with wine, for the star is
turning, the season is harsh and everything is parched by the heat.” xadpa, as in these examples,
can be the heat of the sun, but it can also be the feverish heat of true sickness or of lovesickness,

a meaning which will be explicitly evoked in v. 8.

amo is being used in place of V76 for an impersonal subject of the passive participle, LSJ

s.v. [11.4.

4 tpodoBeic: The manuscript has mupwbeig (inflamed) with Tpodo written above the line. While
mopwbeic fits more clearly with the basic sense of the sun’s heat, tpodobeic brings out more of

the sense of “lovesickness” in kadportog,

avaotevdlom: A fairly extreme expression of negativity for the lighthearted Anacreontea. It
stands in contrast to the extreme relief that will come not just from drinking, but from enjoying

the company of Bathyllos.
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5 avBémv, éhivov: Partitive genitives. The manuscript reads ékeivov for Elivov (West’s

emendation) which Guichard takes as referring back to Bpopiov.1%®

7 *mkaigl: “It’s hot,” used impersonally.

8 kavpa TAv EpdTov: The speaker shifts from the heat of the sun to the heat of eros. The
question here of how he will shade his heart from love is rhetorical and answered in the

following lines.

9 kpadin: This is the lonic/epic form. For xapdia as the location of erotic or romantic feelings,
see also CA 13.16. Either the speaker addresses his own heart, or he uses “heart” as a pet name

for addressing his lover.

10 After line 9, the manuscript indicates a break in poems. The title of the following poem in the
manuscript is gAho gig t0(v) avtdv. I follow West in treating the following section as
continuation of poem 18. The first lines appear to directly answer the question posed in vv. 8-9,

and the poem goes on to speak about shade, just as the first half of the poem does.

10-15 The beautiful tree and flowing stream turn the boy himself into a locus amoenus,

heightening the delicate eroticism of the entire poem.

BaBvrhov: From here until the end of the poem, Bathyllos himself is compared to shade-giving
tree. Cf. Odyssey 6.162-5 where Odysseus compares Nausicaa to a young palm tree. There is also
a sort of metamorphoses evoked here. Cyparissus (among others) is transformed into a tree in
Ovid Met. 10.126-140, a transformation which occurs in the heat of noon and also focuses

especially on the change from hair to foliage.

106 Guichard 2012, 75.
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12 yaitag: This term’s original meaning is flowing hair, but metaphorically it also becomes a
term for foliage, seen especially in Hellenistic poetry.'%’ Bathyllos as boy and tree is blended by

the choice of words.
13 poroxotare khadick®: Both the branches of the tree, and the graceful neck of the boy.

14 wapa 6’ o010 vEPOBEe porlel: The manuscript reads avtov €pebilet. Brioso Sanchez prints
avtov W épebilel, accepting Brunck’s emendation. The original line is unmetrical, but if read as
avTdV, it forms an lonic a minore (U U — — U U ——) which is known to alternate with the

£.18 po1léw refers to a

anacreontic in other poems of the Anacreontea and Anacreon himsel
rushing or whistling sound and can be used of streams in later literature. épefiCet here can be

read as inciting erotic attraction or curiosity.

15-17 Bathyllos is imagined as a tree, and his charms are compared to a spring. The image of the
spring finds parallels in the Hellenistic epigrams that describe the grave of Anacreon. A.P. 7.23
(Antipater) calls for nmyai of milk and wine to pour out of the ground, and 7.31 (Dioscorides)
calls for kpfivaw of unmixed wine. The final lines of this poem also evoke sepulchral epigrams.
Often the (real or imagined) tombstones call out for a passerby to linger a moment at the tomb, %
just as here the poet asserts that nobody could pass by such a lovely spot as Bathyllos. Though
the sepulchral associations may seem out of place in an otherwise fully erotic/sympotic poem
(and collection), the CA4 themselves are in one sense commemorative of Anacreon (and

Bathyllos), especially in the poems that mention the two by name. In addition, the sepulchral

epigram is another genre in which the dead can speak again in their own first-person voice, even

107 £ g. Theoc. Id. 6.16, Callim. Hymn. 4.81.
108 E . PMG 3564, b.
109 Cf. Garson 1980, 111.
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as the audience recognizes that it cannot be the dead person speaking. This is the same literary

conceit as the CA that speak in the voice of Anacreon.
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CA 19

Ai Moboat tov "Epwta The Muses bound

OMoacaL GTEPAVOLoL Eros with garlands

T KdAAer mopédwrav- and handed him over to Beauty;
kai vov 1 Kvbépeia And now Aphrodite

ntel Mtpa pépovoa 5 bearing a ransom seeks
AOvoacOal tov "Epmta. to ransom Eros.

Kav AVont 0€ TG avTdHVv, But even if someone frees him,
oVK &E€101, 1evel 0 he will not leave, but will stay:
O0VAEVELY 0edI0OKTAL. He has been taught to be a slave.

Meter: X X — U U — X (pheracratean)

This poem tells a short story of Eros being captured by Muses and given to Beauty. It ends with
him choosing to remain a slave to Beauty. It is easy to read both allegorically and metapoetically.
Eros’ capture by the Muses has been represented quite thoroughly by this poetry collection (not
to mention the erotic lyric poetry that came before). He is the chief subject of many of the poems

in this work. His surrender to Beauty is also natural — in Greek poetry, and literature and society
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in general, Eros dwells among beautiful things and the erotic poet is as much devoted to beauty

as they are to love itself.*°

The story of this poem with Eros as a slave and Aphrodite ransoming him is similar to an

epigram of Moschus (A.P. 9.440.1-5)

A Kompig 10v "Epmta oV vida pokpov épdotpet

“F1 tic évi tprodoiot mhavapevov gidev "Epwra,

dpametidog EHOG EoTv: O povuTag Yépag EEET.

uoeBog tot 1o eilapa o Kompidog fijv 6 dydyng viv,

00 YopvoV 1O eidapa, ™ 8, O Eéve, kol mAfov EEeic.

Cypris called out loudly for her son Eros:

“If anybody has seen Eros wandering at the crossroads,

he is my fugitive; the informer will get a prize,

the payment will be a kiss from Cypris; and if you lead him back,

you’ll get not just a bare kiss, stranger, but something greater.”
In both poems, Eros is pictured as a fugitive and Aphrodite is in the process of attempting to
ransom him. However, in the epigram the implication is that Eros is off engaging in his typical
actions of causing mortals to fall in love. The punchline involves the paradox of the promise of

an extremely erotic reward if Eros is surrendered. In CA4 19, mortals and the reader are entirely

absent. Instead, the focus is on the allegorical relationship between Eros, the Muses, and Beauty.

Metrically, this poem forms a pair with C4 20. Both are in Aeolic meters not seen
elsewhere in the collection. Although the poem is not divided into metrical stanzas, it does fit
into three sections of three lines each focusing on the past (1-3), the present (4-6), and the future

(7-9).14

110 The association of Eros with beauty is explored in the speech of Socrates/Diotima in Plato’s Symposium, where
Socrates begins to define Eros as a desire for the beautiful, rather than the ugly or shameful. Here also there is an
exploration of the servile nature of Eros, described in v.9.

111 Zotou 2014, 129.
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Like CA4 6, this poem is later closely imitated by Nicetas Eugenianus (2.227-237).

2 ote@avoiol: See CA 1.13.

7-8 Cf. CA4 15.18-19. Just as the dove is happy to remain a slave to Anacreon, so too Eros has
learned to be a slave to Beauty. This close connection between these two sets of lines invites the

audience to identify Eros with the anacreontic poet, just as the dove is identified with the poet.
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CA 20

‘Hovpehng Avakpémv, Sweet-singing is Anacreon,
NOVUEANG 0& ZamQ®- and sweet-singing is Sappho;
[Tvdapkov 0 €Tt pot péAog Mix in a Pindaric song
OLYKEPAGOG TIG EYYEOL. and pour them into my cup.

Ta Tpiot TODTA POt OOKET 5 I think if Dionysus came,

kai Atdvucog EABmV and the sleek-skinned Paphian

kai [Taein Mmapodypoog and Eros himself,

KaOTog "Epmg v €xmieiv. they would drink down these three.

Meter: Two matching stanzas each with the metrical form

- Uu-u-uX
- VUuUu-u-X

- UuUu-uvu-uxX
- UuUu-u-uX

CA 20 is generally believed to mark the end of an initial smaller collection later combined with
other collections to form the complete Carmina Anacreontea. In this poem, the speaker explicitly
names three of the archaic poetic inspirations for their work. Form matches content: the poem is
in two matching stanzas of an Aeolic meter, evoking Sappho and Pindar alongside the mentions
of their names. Anacreon takes first mention, as befits this collection, and the three gods
mentioned are the recurring gods of this collection. As in CA4 15 where Anacreon buys a dove off
of Aphrodite for a hymn, Aphrodite, Dionysus, and Eros are all depicted as enjoying the poetry

of these mortal poets.
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As this poem closes out the mini collection within the broader Anacreontea, it looks back
to CA 2 in which the speaker requests A0pnv ‘Ounpov/ poving dvevde yopdig (2.1f.). While that
poem attempts to transform something Homeric into something anacreontic, in this poem Homer
and epic are fully absent. The three poets referenced by name are erotic and sympotic poets and
are described as sweet. The gods are the gods of the Anacreontea, and they arrive just to engage

in the activities of the symposium by enjoying their drinks of wine/poetry.

1 novpeing: This adjective appears in Anacreon, Pindar, and Sappho, all three of the poets
mentioned here in conjunction with it. The Anacreontic poet uses Anacreon’s lonic in lieu of the
Aeolic/Doric form of advpeinc. Like the pehwodg of CA 1.2, this word is not typically applied to
a human singer, but rather to birds (Anac. fr.49a ndvpereg yopieooa xeAodoti, A. Av. 659 v &’
NOVUEAT... dnddvar), instruments (Sappho 44.24 advhog ddvpéing, Pindar OL 7.11f.
aovpelel...@opuryyl. Athenaeus 14.40.20 E6av’ ndvperiy), or musical sounds (Pindar Pyth. 8.70
KOU® PEV advperel, Nem. 2.25 advperel...omva, Isth.7.20 advpIeLET GLV DUVD).

2 Avokpéov: While the name is not the first word of the poem, it stands in the first line,
recalling again C4 1 which began with Avakpéwmv. This portion of the collection starts and ends
with identifying Anacreon as the chief inspiration for the work, while also explicitly naming his
as a separate figure to the anacreontic poet.

3 Zam@®: The archaic Greek lyric poet Sappho is one of the nine Alexandrian “canonical” lyric
poets and was one of the most renowned lyric poets from her time through the imperial period
and beyond. She was known for her beautiful and erotic poetry, such as fragment 1, often called
the Hymn to Aphrodite. In addition, Hellenistic writers were focused on her biographical details,

and writing biographies and other works attempting to explain the figures found in her poetry

114



was common. The content of her poetry as well as her status as a figure makes her a very fitting
poet to place beside Anacreon as inspiration for this collection. It seems likely that Sappho
provided metrical inspiration for this particular poem. The lines are built around the choriamb
and dodrans and the poem is organized into stanzas, both features common in Aeolic metrics.
The pairing of Anacreon and Sappho specifically is not uncommon. In Plato’s Phaedrus,
Socrates tries to recall something he has heard from 1 mov Zam@ov¢ tg KOATC T} AvakpEovToc
100 6oeod (235¢3). In Plutarch’s Table-Talk, Philip speaks of listening respectfully to songs of
Sappho’s or Anacreon’s (711d6), and in Dio Chrysostom Orations 2, Alexander the Great says
that it is not becoming for a king to sing the €épwtuca péin of the pair (28.4). Pausanias describes
Anacreon as the first poet after Sappho to devote himself to love songs (Avakpéwv 6 Tnoc,
TPGTOC LETd Tampd TV AecBiov 0 moAAL OV Eypayev EpwTikd nowcag, Graecie descriptio
1.25.1). When erotic poetry is the subject at hand, Sappho and Anacreon are the natural pairing.
3 IIwvdapwov: Conversely, Pindar seems like an unnatural intrusion at this point in the
collection. He is not often mentioned in conjunction with Sappho or Anacreon as means of
comparison, though occasionally as contrast (the Plutarch quote above has Alexander go on to
say that Pindaric odes would be more appropriate). Although Pindar is most known for his choral
odes for public occasions, presumably his inclusion here is a reference to his erotic or sympotic
poetry. As mentioned above in note 1, Pindar does use the key adjective of this poem multiple
times throughout his surviving work, so in that way his incorporation with this poem goes deeper
than just his naming. Like Sappho, he also wrote in variable meters and in stanzas/strophes, as
reflected in this poem. Guichard here sees some ironic humor, with the poet calling his very short

poem “Pindaric.”**?

112 Guichard 2012, 78.
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4 ovykepaocoag Tig £yyéor. Cf. CA 2. 3-4 (pépe pot KomeAra Oecudv,/pépe Lot VOLLOLG
Kepaoaoag). “Pouring” song is not uncommon in Greek poetry. For example, Sappho 101A.2
Kakyéel Ayvpav Goidav, as well as several examples in Pindar.'!® The metaphor is not usually as
specifically developed as it is here to be a reference to drinking wine.

6 Alwovooog: A testament to the primacy of this “drink” is that the god of wine himself would
enjoy it.

£L0@v: With conditional sense.

7 Mmapoypoog: This word is only otherwise attested in Theocritus Idyll 2.118, referring to
Simaitha’s beloved. In that case, the oily skin is a product of the masculine activities of
gymnastic exercise. Here it must instead refer to feminine perfumes.

8 kavtog "Epwmg: Eros is emphasized with avtdc and chiastically paralleled to Anacreon at the
position of supreme honor at the end of this poem.

ékmeiv: The image of the gods drinking the poetry associates this “drink” with a libation or
offering to the gods. Cf. C4 15.10f. where Anacreon buys Aphrodite’s dove for the price of a

hymn. For the imagery of drinking songs, cf. C4 2.

113 For a full listing of examples of this metaphor, see Niinlist 1998, 180-205.
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