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Abstract

LEONIDAS OF TARENTUM: A WANDERING POET IN THE TRADITION OF GREEK
LITERATURE

by

Alissa A. Vaillancourt

Adviser: Professor Dee L. Clayman

This dissertation examines the poetry of Leonidas of Tarentum, a Greek epigrammatist
from the first half of the third century BC. The study concentrates on the theme of wandering
and his stylistic technique of to oligon, or meager, everyday subject matter, that is described in
high language with elaborate diction and literary allusion, with reference to Homeric texts in
particular. The project demonstrates how these themes provide coordination among his
epigrams. Since his epigrams are preserved in the Greek Anthology, which is a combination of a
number of anthologies from the first century BC through the sixteenth century CE, many
scholars have doubted the possibility of a Leonidean, self-authored and autonomous collection. I
argue that, through thematic coordination and a system of pairing, the collection proves to have
once been an epigram book, comparable to the recently discovered epigram book attributed to
Posidippus, also an author of the third century BC. This study reevaluates Leonidas' epigrams as
part of their own autonomous collection, a collection that will be shown to have played an
important role in the development of the genre of Hellenistic epigram and in the tradition of

Greek literature.
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Introduction

This dissertation provides a thorough literary examination and analysis of the epigrams of
Leonidas of Tarentum. The scope of the project is a monograph in four chapters, which critically
analyze and explore Leonidas' place within the Greek literary tradition, the themes that he has
adopted and employed throughout his poetry, and the possibility that he himself might have
compiled one of the earliest poetry books. The study concentrates on how his poems coordinate
thematically, and how Leonidas of Tarentum should be considered an innovative poet in his own
right, who reinvented and manipulated themes of earlier Greek and contemporary Hellenistic
poetry to suit the artfulness of his collection.'

With this analysis, the study provides a new assessment of his epigrams in the context of
the Greek literary tradition within and without the genre of epigram.”> With the recently renewed
interest in Hellenistic epigram, a number of studies on Hellenistic poetry books, speaker-
identification in epigram, and literary allusion have shed new light on the development of the
genre. Since these recent expansions in the study of Hellenistic epigram,’ no study has offered a
thorough and focused treatment of Leonidas' epigrams as a collection, despite the fact that
Leonidas is the second largest contributor to the Greek Anthology, which greatly influenced later

Greek and Latin poets. By showing that Leonidas participated in the innovations in genre and
p y g p p g

" All translations presented in this study are my own, unless noted otherwise.

? Within the Hellenistic period (typically assigned to literature composed within the years 323 - 31 BC), the epigram,
originally a poetic form inscribed on tombstones, dedications, monuments, etc., became fictitious. Hellenistic
epigrammatists reinvented the necessities of the genre, such as conciseness (and plays upon it), certain metrical
prescriptions, and a sort of monumentalization as means of combining the traditional inscriptional form with rich
allusiveness, and sharp wit, which became trademarks of the genre in later periods. See Giangrande 1968.

? In particular, the study of voice in Hellenistic epigram presented in Tueller 2008; the many contributions in Bing &
Bruss 2007; Gutzwiller 2005; the many other studies that have been inspired by the publication of Austin &
Bastianini 2002.

* Cameron (1993) offers a formal discussion on the influence of the Hellenistic anthologist Meleager, a poet who
borrowed from earlier collections to build his own anthologies, and from whom later anthologists borrowed for the
epigrams that they added to their own collections. This process of anthologizing eventually culminated in the Greek
Anthology, which preserves many anthologies in one.



stylistic exchange commonly associated with the Hellenistic period, I hope to show that
Leonidas' epigrams are a mastery of form in their own self-awareness of genre and are an
engaged and thought-provoking response to contemporary Hellenistic literature. Leonidas'
epigrams will be evaluated as part of their own autonomous collection, a collection that will be
shown to have played an important role in the development of the genre of Hellenistic epigram
and the tradition of Greek and later literature in general.

On account of the questionable chronology surrounding Leonidas' composition, many
scholars once cast Leonidas aside and removed his studies of poetry that were Hellenistic in style
and scope.5 One of the last, more thorough, and progressive treatments of Leonidas was in 1971,
when Marcello Gigante published a study of Leonidas that questioned the worthiness of earlier
criticism that judged Leonidas' epigrams as "lower" — or inferior.’ He argued that the poetic style
of Leonidas should not be undervalued, considering that the number of his epigrams remaining is
close to the number left behind by Meleager, from whose anthology Cephalas gathered and
organized his own anthology.” Gigante, nevertheless, presumes that Leonidas' poetry, although
contemporary to Hellenistic epigrammatists of the early third century BC, distinguishes itself as
southern Italian poetry, and so distant from the poetic style of authors such as Callimachus and

Asclepiades, on accounts of its incorporation of philosophical influences of his time and place.*

> Gow (1958: 113-123) argues for a date later than that proposed by Geffcken (1925b: 2021-31); Page (1975: x) lists
Leonidas in category C, for poets dated to 250 BC, along with Euphorion, Hegesippus, Leonidas, Mnasalces,
Philoxenus, which is listed after category B, which includes Alexander Aetolus, Apollonius Rhodius, Aratus,
Arcesilaus, Asclepiades, Callimachus, Hedylus, Heraclitus, Nicias, Posidippus, Theaetetus, Theocritus.

% Before Gigante, although in a mode similar to Gigante, Labellarte (1969) focused on major themes of select
poems, particularly exhibiting the "bucolic" and "morbid" as he sought to show that Leonidas' poems "speak to the
heart and the mind of modern literature," though he separated Leonidas from contemporaries in the Hellenistic
period. As Gigante (1971:12-23) points out, a turning point in the earlier criticism concerning Leonidas occurred in
the response of Gow-Page (1965b: 307-309) in their Hellenistic Anthology to the arguments presented by Iohannes
Geffcken (1925b: 2021-31).

7 Gigante (1971: 11) notes that the number of epigrams oscillates between 92 and 103. In my evaluation, I will use
the Gow-Page text, which ascribes 103, both certainly and uncertainly, to Leonidas of Tarentum.

¥ Gigante (1971: 43-71) notes the influences mostly of Cynic philosophy, but also of philosophical thought of
Pythagoras, Aristoxenus, and Architas.



Although Gigante's treatment addresses Leonidas as an individual author, his study focuses
primarily on identifying themes within the collection that situate Leonidas' biographical place
among Greek poets and in Hellenistic society, and how his epigrams reflect Leonidas'
biographical identity.” The present examination of Leonidas' poetry steps in the more
progressive direction propelled by Gigante's L'edera di Leonida, yet it also evaluates the literary
program inherent within his poetry in conjunction with other more recent studies in Greek
epigram.

Contemporaneous to Gigante's treatment, the dissertation of Robert Douglass Philips
offers a more philological analysis of the poetic style of Leonidas of Tarentum, and shows that in
order to demonstrate the artfulness of Leonidas' elaborate poetry, it is important to understand
the sources of his diction."” Philips' examination shows that Leonidas' use of neologisms and
rare words was rooted in the poetry mostly of epic, but often of tragedy, lyric, as well as that of
his contemporaries. Philips finds that Leonidas' word use was not merely for ornamentation or
ostentation, as other scholars had previously assumed,'' but that it tends to conform to
adaptations of his contemporaries.'> Philips' work shows that Leonidas' diction places him firmly
among his Hellenistic contemporaries, and draws attention to the need to examine his collection
not just in terms of diction, but also in terms of theme.

Kathryn Gutzwiller in her Poetic Garlands, which reinvigorated studies in Hellenistic
epigram, proposes that Leonidas' epigrams were once possibly contained in his own

autonomously organized poetry book, yet her study of him is not a focused and thorough

? For example, Gigante (1971: 130-132) argues that Leonidas' autobiographical epigrams show that the author
identifies himself with "the laborious creature," as they emphasize the poverty of the poet himself.

' Philips 1972: 1-3.

' Geffcken 1896: 139, 149; Gow 1965b: 307; Gow 1958: 117; Lesky 1966: 739; et al.

"2 To an extent, I agree with Philips' (1972:3) argumentation, "only by determining the history of the word, i.e. its
source, and its use by other poets, including his contemporaries, can the specific aims and peculiar qualities of
Leonidas' use of the word be appreciated." We understand the aims and peculiar qualities of Leonidas' use of words
even more thoroughly, when comparing its use in context of the corpus of his epigrams.



treatment. Gutzwiller, noting nineteenth century scholarship on Leonidas, which insisted on
defining Leonidas as "a poor man's poet," commissioned by members of the lower class, shows
how a unifying thread to his collection is one based on a perspective that treats all of society,
lower and upper class, sympathetically, with philosophical and literary expertise.” Gutzwiller's
argument does well in showing innovation in Leonidas' epigrams, yet within the framework of
rejecting previous arguments proposed, rather than distinguishing his style as both unique and a
reflection of the literary milieu surrounding him. This dissertation advances these arguments a
step further, to show that Leonidas, by focusing on such themes and on the coordination among
his epigrams, was not maneuvering outside of the literary world of his contemporaries, but was
responding to the trends of his day.

Given the lack of dedicated attention paid to Leonidas previously, combined with the new
studies that have been completed in the field of Hellenistic epigram,' it seems to be an
appropriate time for offering a more detailed analysis of the form, style, and content presented in
his collection of epigrams. This study argues that there is need for reassessment of the epigrams
of Leonidas on account of his methods of adapting principles familiar from the Greek literary
tradition to fit into his own uniquely Hellenistic design. Throughout the study, special attention
is paid to the thematic development of "wandering" within his poems, the reconstruction of a
possible poetry book of his epigrams, and how Leonidas' collection is an influential part of the
Hellenistic literary tradition. As he responds to and marks the literary tradition with his own
literary style and techniques, Leonidas of Tarentum proves to have had an interest in the literary

and artistic exchanges of his Alexandrian peers, in style, and in organization, in addition to

13 See Gutzwiller 1998a: 89 on Geffcken 1925a: 2023.
14 See n.3 above.



having a certain "Cynic outlook" and attention to everyday figures."” This study as a whole
analyzes not his biographical position, but his epigrams' literary outlook, by analyzing the theme
of wandering. The theme of wandering provides a window toward understanding the place of
Leonidas' poetry in the literary climate of the Alexandrian age, his artistic technique, and the

coordination within his collection.

Reception and Preservation of Leonidas' Epigrams

The extant epigrams of Leonidas of Tarentum have been preserved by a number of editors,
anthologizers, and collectors of epigram. The largest and earliest anthology that we know
included the epigrams of Leonidas was organized by Meleager, an author of the 1* century BC. '
Leonidas is one of the earlier Hellenistic epigrammatists named in the introduction to Meleager's
Garland."” In his Garland, Meleager excerpted epigrams from various authors from the 7" — 2"
centuries BC, and then added his own epigrams to this collection, while organizing all of the
epigrams by his own methods.'® As a result, it is very difficult to define the limits of the
collection of Leonidas of Tarentum with exact certainty.

We cannot say that every epigram of Leonidas that has made its way into the Greek

Anthology was one originally included by Meleager, nor that Meleager was working from a

' The collection as a whole shows elements of this "cynic outlook" that Webster (1964: 218-221) and others have
discussed (Clayman 2007: 509-512; Gutzwiller 1998a: 102-104; Gigante 1971: 45-55; Geffcken 1896: 138), but the
collection is also an exposé of well-versed literary caliber.

'® P.Oxy. 662, a papyrus of the Augustan age, maybe collected by Amyntas himself, is perhaps earlier, from the end
of the 2™ century BC, but this collection contains evidence for only three epigrams of Leonidas, which are repeated
in the AP. Thus, we cannot conclude that Meleager was the first anthologizer, see Wifstrand 1926: 33-36; Cameron
1993: 25; Argentieri 2007: 149-151.

"7 Meleager 1.15 G-P = AP 4.1.15. There are other works before Meleager that discuss the history of epigram as a
genre, which we have sadly lost, such as that named by Neoptolemus the Parian, in Athen. 10. 81 (Kaibel 1894: 367-
380); Argentieri (1998: 1n3); Argentieri (2007: 147) gives a chronological list, by date of birth, of poets named by
Meleager in the opening poem of his Garland.

'® Argentieri (2007: 153) says that Meleager chose epigrams that best fit his personal taste, mainly erotic, votive,
sepulchral, and epideictic, although in the third and second centuries BC other genres appeared, as proved by the
"lithika" or "hippika" sub-genre categories of the Posidippus papyrus.



single collection of Leonidas." Leonidas' epigrams show many thematic relationships, which
suggests that there might have originally been at least one self-authored collection from which
collectors or anthologizers gathered Leonidas' epigrams.® Although we know that Meleager
included and refashioned many epigrams of Leonidas in his own Garland, we do not know the
nature of the corpus of Leonidean poems with which he was working, if it was a self-authored
collection or book, or more than one collection by Leonidas, or if it was a collection of either
epideictic epigrams (literary epigrams) or inscriptional epigrams.”’ Nevertheless, since we are so
reliant on Meleager's anthologizing in reconstructing the corpus of Leonidas' work, it is sensible
to examine which of Leonidas' epigrams Meleager responds to, and which of them he preserves,
as we attempt to define Leonidas' place in the literary tradition.

Beyond Meleager's anthology, Leonidas' poems were collected and/or anthologized once
again by Cephalas, a protopapas of the 10" century AD, from whose collection the scribes of the
Palatine Anthology in the later 10" century AD drew a number of epigrams.” Later in the 13"
century AD, Maximus Planudes, the editor of the Planudean Anthology, rearranged and revised

the work of Cephalas, with some epigrams overlapping between his manuscript and the Palatine

¥ As Gutzwiller (1998a: 91-92) recognizes.

2 As Argentieri (2007: 150-151) and Gutzwiller (1998a: 88-114) discuss.

! Bettenworth (2007: 69) sees mutual influence between inscribed and literary epigram, and notes that verse
inscriptions that describe an object, person or event are generally summarized in the category of "ecphrastic." For
verse inscriptions, rather than literary epigrams, 'epideictic' assumes the category of dedicatory expositional
epigrams, whereas the category of "epideictic" for literary epigrams defines those epigrams with a clearly literary
scenario, composed simply as part of "Buchpoesie," according to Gutzwiller 1998a: 316; Lauxtermann (1998: 527-
537) argues that "epideictic" as a name for a category of epigrams (in AG IXa — 1-358), a name which Cephalas,
unaware himself of the ascription, probably took from Agathias or Pallade, where the term is also obscurely applied.
Thus the meaning may be lost in the transmission of the texts, and so scholars misappropriate the term regularly.
This word might have been not clearly defined even among Greeks and Romans, althought they gave us the category
of "epideictic" epigrams in their anthologies.

21 follow Gow's (1965b: xvii) lead in rejecting the information that ascribes to Cephalas the knowledge of the
Garland without intervening anthologists; Cephalas compiled epigrams from the Garland of Philip and the Sylloge
or Cycle of Agathias, which were mixed with the epigrams dated previous to the 2™ century BC, i.e. those included
the Garland of Meleager.



Anthology; from this combination comes the Greek Anthology.” There are nine epigrams of
Leonidas that we inherit from the Planudean Anthology alone, outside of the Palatine Anthology,
which later editors of the Greek Anthology have included.” Thus, we must acknowledge that we
have a collection, or multiple collections, of epigrams of Leonidas that were perhaps cut, added
to, and/or rearranged to suit each individual anthology. Recent scholarship has reformed some
opinions on the collection of Leonidas, but there is still need for a reevaluation of his work.”

For the present study, I will be citing the version of this anthology that was edited and
reorganized by Gow & Page in 1965.°° One issue in ascribing epigrams to Leonidas of Tarentum
in the Greek Anthology is how to distinguish his epigrams from those of Leonidas of Alexandria,
an author of the 1* century AD, and from those of his imitators. Of those epigrams of Leonidas
of Tarentum not preserved by the Palatine Anthology, we inherit nine epigrams of Leonidas from
the Planudean manuscript.”’” There are many epigrams that appear in both codices. One
epigram, Leonidas 70 G-P = AP 7.163, that appears in the Planudean and Palatine Anthologies

and the 1* century AD P.Oxy. 662 also supports the ascription of epigram 51 G-P to the

» We have inherited most of the epigrams of Leonidas through those preserved within the Greek Anthology, a group
of epigrams finalized as a collection in the 13th century from a number of other anthologies, yet Leonidas' epigrams
appear only in books five, six, seven, nine, and ten of the AG. Thus Leonidas appears under the following headings
so-called by Cephalas; Amatory Epigrams (Book 5); The Dedicatory Epigrams (Book 6); Sepulchral Epigrams
(Book 7); Declamatory Epigrams (Book 9); Hortatory and Admonitory Epigrams (Book 10) of the AG.

24 Gutzwiller 1998a: 16; Cameron 1993: 10-11; Gow 1965b: xxxviii-xliv; Geffcken 1896: 6-13; Paton 1926b.

» Gigante (1971: 17-23) criticizes Gow's harsh judgments; Gutzwiller (1998a: 89-91) offers a thorough description
of scholarship on Leonidas, and stresses that Leonidas' collection is a "typically Hellenistic literary endeavor" that
should not be undervalued.

%% Of the one hundred and three epigrams that the Gow-Page text ascribes to Leonidas, the editors mark eleven as of
uncertain ascription. The reason for marking an ascription to Leonidas of Tarentum as uncertain is often on account
of the lack of ethnic in the ascription in the Greek Anthology, or because he could have been confused with
Leonidas of Alexandria, an author of the 1* cent. AD.

>’ Gow 1965b: 333; Leon. 23 G-P on Aphrodite Anadyomene, added later to ms. Palatine Anthology in the 12" or
13" cent. by Sylloga Minor =; Leon. 31 G-P on the representation of Anacreon, drunk singing to lyre; Leon. 81 G-
P = API 190 for a figure of Hermes set up in pastoral country; Leon. 83 G-P = AP/ 236 — Priapus, set up to protect a
garden; Leon. 84 G-P = AP/ 261 on figure of Priapus placed at road junction, guarding an orchard/garden; Leon. 86
G-P = API 230 - lines in manner of Anyte 16-18, directing traveler to better drinking-place; Leon. 89 G-P = AP/ 206
on marble statue of Eros by Praxiteles given by him to Phryne, and dedicated by her at Thespiae; Leon. 90 G-P =
API 307 — On representation of drunken Anacreon; an iambic version of 31; Leon. 103 G-P = AP/ 171 on armed
Aphrodite, cult at Sparta.



Tarentine Leonidas.” Finally, there is one epigram cited by Stobaeus (Leonidas 79 G-P = Stob.
4.52.28), a scholion of the 5™ century AD.

Leonidas has multiple epigrams that relate to each other” and their original context might
have made them even more significant to each other. Because Hellenistic epigrams were
circulated in literary anthologies, regardless of their original contexts, either in book or on stone,
we must evaluate the epigrams as a piece of art ascribed to an artist, whose work exists within
the the context of the literary tradition. Thus, the literary tradition in which epigrams are
preserved provide valuable insight into their originality and their impression on poetic tradition,
and show what characteristics of that tradition these epigrams are incorporating and
refashioning.” These epigrams are not just collected objects, they are engaged responses to the
contemporary literary milieu and innovations upon the poetry of the past. In examining
relationships between the poems, it will be equally helpful to ascertain how Leonidas is working
with epigram as his medium, as it will be to understand how he is adapting a range of techniques
from other genres as well, and what stylistic variations and literary themes he stresses in his

epigrams overall.

Establishing Leonidas' Place Among Alexandrian Poets
When confronted with providing chronology for the work of Leonidas, we are presented
with a few questions that make the endpoints of such chronology difficult to determine. We

have no historical source that describes Leonidas' biography, time, and place, yet we do have his

* P.Oxy. 662 contains six epigrams; there are two complete epigrams (Leon. 51 & 70 G-P) ascribed to Leonidas,
with only the first word of another epigram by Leonidas; Antipater has two — Antipager 21 & 48 G-P, which directly
mimics Leon. 51; two other epigrams are ascribed to an otherwise unknown Amyntas, who Wifstrand (1926: 33-39)
has argued formed the anthology in P.Oxy. 662.

** I.e. something like what in Martial's collections have been called "cycles," defined as a group of poems that are
not contiguous but share similar subject matter; see Barwick 1958: 300-301; Williams 2004: 10-11.

% As Bettenworth (2007: 76) says, "once an epigram enters the literary tradition, it is open to re-invention by
variation or by the context in which it is placed."



poems that point us in the direction of providing a general floruit date for him. Since his name
appears in the introduction to Meleager's Garland, we know that he was certainly Hellenistic and
living before the first century BC,”' but when within the Hellenistic period does his poetry
belong? Although Leonidas was a very productive poet, which we know from the large number
of epigrams ascribed to him within the Greek Anthology, how is it that he is not mentioned by
other earlier Hellenistic authors who could have been his contemporaries? Answers to these
questions would help delineate where, when, and how Leonidas' poetry fits into the Hellenistic
period, yet we can establish a general timeline based on his origin, themes, and few historical
references offered within his poems. Scholarly opinion is divided on this issue. One group sets
Leonidas' poetry within the early Hellenistic period, while others have argued that his date is
more similar to those of the later Hellenistic period.32 I suggest, however, that because Leonidas
is responding to so many of the literary trends of the first half of the third century BC, his poetry
is contemporary to poets within that period.”

The chronology of Leonidas of Tarentum is rooted in his relationship to the city of
Tarentum and its history. There is a group of poems traditionally used to provide a relative
floruit date for Leonidas of Tarentum. In Leon. 3 G-P = AP 6.334 the poet discusses the
dedication of rustic gifts to Hermes by a Neoptolemus of the Aicides, who has been thought to be
the son of Alexander of Epirus. Alexander ruled the Molossians of western Greece with Pyrrhus

from 297 BC, shortly after which he was murdered, thus the event provides a relative date for the

! Such dating of Meleager's anthology is based, in part, on his autobiographical epigrams 2-5 G-P = AP 7.417-19;
since Meleager excludes epigrams of Philodemus of Gadara, born 110 BC, Gow (1965a: xiv-xvii) approximates that
the dates of Meleager's compilation extend from the death of Antipater of Sidon, estimated to 125 BC, and the
publication of Philodemus' epigrams in 80 BC. Gutzwiller (1998: 276-7) offers similar dating, yet is less
apprehensive of accepting the lemmatist's notes in the introduction to his Garland, which date Meleager's life to the
reign of Seleucus VI Epiphanes Nicator, ruler from 96-95 BC.

> Most recently Gutzwiller (1998a: 88-91) has argued for an early third century date for Leonidas. For the later
dating, most scholars of the twentieth century follow the argument presented by Gow (1958: 113-123).

3 Other scholars have also argued for such a date, but have overlooked his similarity to other poets within the same
contemporary period; cf. Geffcken 1896: 132; Gigante 1971: 17-19; Gutzwiller 1998a: 88-91.



epigram.* If this Neoptolemus is the Epirot, it is unlikely that the poem would have been
composed long after 297 BC.

Providing another piece of evidence is a pair of epigrams on the dedication to Athena of
spoils taken from the Lucanians (Leon. 34 G-P = AP 6.129 and Leon. 35 G-P = AP 6.130).
Although the origin of the dedicant of the Lucanian spoils in the epigram pair is unnamed, it has
been argued, on account of the origin of the author, that Leonidas' epigrams allude to a Tarentine
victory over the Lucanians.” Because the dedication refers to a period of conflict between the
Tarentines and the Lucanians, which was a frequent occurrence, the context of the dedication
would only make sense outside of the timeframe of the Lucanian alliance with the Tarentines,
Brutii, and Samnites against Rome in 280 BC, but before the allied powers, Tarentum and
Lucania, submitted to Roman control in 272 BC with the defeat of Pyrrhus.*

Leon. 95 G-P = AP 6.130, on the dedication of spoils to Athena won by Pyrrhus from the
Gauls in 273 BC upon his destruction of the army of Antigonus, would more ascertainably date
Leonidas' collection to the first quarter of the third century BC, yet scholars have rejected the

poem's authenticity.”

Mele's agreement with the assertion of Gigante, that we should reject
Gow's chronology for Leonidas, provides a good argument that we should accept the epigram's

ascription of Leon. 95 G-P = AP 6.130 to Leonidas, and so accept its authority in dating the poet.

3 CAH 7.2: 459; cf. Geffcken 1896: 12-13; Gow 1958: 113.

¥ Mele (1995: 4) has responded to Gow's rejection of the traditional dating by showing that Leonidas' pair of
Lucanian poems (34, 35 G-P = AP 6.129, 6.131) obviously refers to the rivalrous encounters that happened in Italy
near the beginning of the outbreak of the Tarentine war. Later meetings between the Lucanians and Tarentines were
organized to sustain and favor the intervention of Pyrrhus, in the name of a coalition of the cities of Magna Graecia,
although with the exclusion of Reggio.

3 Plut. Pyrrh. 13; Gow (1958: 114) refutes this argument of Geffcken (1896: 14, 43-45), who argues that Pyrrhus,
by the appeal of the Tarentines, and with support of Samnium, Lucania, and Bruttii, defeated the Romans at
Heraclea in 280 BC. Geffcken, who organizes Leonidas' epigrams in his observation chronological order of
composition, places this pair first, and so places 297 BC as terminus post quem for Leonidas' composition.
Although the chronological ordering of Leonidas' epigrams is subjectively based on Leonidas' developing style, it is
still reasonable to assume the historical backdrop to these epigrams is some hostility that arose between the
Tarentines and the Lucanians, since such hostility would necessitate the alliance made in 280 BC.

7 Gow 1958: 113.
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It describes Pyrrhus' victory over Antigonus Gonatus in 273 BC and refers to the resulting
alliance against and loss to Rome. According to Mele, such an event coincides well with the
discussion in Leon. 93 G-P = AP 7.715, which describes Leonidas' distance from his native
Tarentum, and his inability to return home.™

Further support for this range of chronology is found in comparing Leonidas with other
Hellenistic poets of the first half of the third century BC. Leon. 101 G-P =AP 9.25 honors
Aratus' Phaenomena, which was published by 277 BC, and, according to Gutzwiller, provides a
possible terminus post quem for Leonidas' composition.” The comparable theme of Leon. 101
G-P = AP 9.25 (a dedication of Aratus' Phaenomena) and Callimachus 56 G-P = AP 9.507 (also
a tribute to Aratus' Phaenomena) suggests that the two authors shared an interest in their
recognition of Aratus' poetic skill and similar stylistic discussion. The praise of Aratus' verses as
Aermral by Callimachus (56. 3 G-P), and of Aratus' ingenuity as Aentij by Leonidas (Leon. 101.1
G-P), both allude to the acrostic AEIITH present in Aratus' Phaenomena 783-787, and suggest
the common interest in stylistic discussion among poets in the first half of the third century BC.*

As Gutzwiller notes, a poem by Nossis (2 G-P = AP 6.132) celebrates a Locrian victory
over the Bruttians in a manner similar to the celebration of victory over the Lucanians described

in Leon. 35 G-P = AP 6.131. The similarity suggests a contemporary stylistic relationship

* Gow (1958: 115) has argued that since this poem must be discounted, then Leonidas' dating to the early 3" century
BC must also be discounted. Gow proposes a date of some time within the second of the third century BC, since,
acc. to Gow, Leonidas' style is more similar to that of Dioscorides and Antipater Sidonius, rather than to
Callimachus and Asclepiades; Gigante 1971: 17ff.; Mele 1995: 111-129.

¥ Gow (1965b: 396) offers, yet rejects, this date for the Phaenomena as possible terminus post quem for two
epigrams, one of each Callimachus (56 G-P = AP 9.507) and Leonidas (101 G-P = AP 9.25); Fantuzzi & Hunter
(2004: 224-225) assert that Aratus' Phaenomena was probably composed in the period c. 280-260 BC, perhaps at the
court at Pella of Antigonos Gonatas, whose patronage Aratus is known to have enjoyed.

* Cf. Gow (1965b: 396) and others have doubted the relationship, and assumed it to be more stylistically distant; cf.
Cameron 1972: 169-170; Bing 1990: 281-285.
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between the authors.*' The events referred to in Nossis' poem, and so Leonidas', must predate
the tyrant Agathocles, who formed an alliance with Demetrius Poliorcetes after his death in 289
BC, and the defeat of the garrison left behind by Agathocles by the Bruttii.** Considering also
that Nossis 10 G-P = AP 7.414 had to have been written after the death of the writer Rhinthon,
who, according to the Suda, lived under Ptolemy Soter (d. 283 BC), her floruit can be traced to
the first half of the third century BC.* The historical semblance we can make of Leonidas' poem
is limited to a battle between the Lucanians and probably the Tarentines, which, as mentioned,
must have occurred before 280 BC, when there was an alliance between the two tribes against
Rome. Nevertheless Nossis' "conscious variation" of Leonidas shows that he must have been a
prominent author in the first half of the third century BC.*

Leon. 40 G-P = AP 6.286 may also support the above chronology for Leonidas. The
epigram describes a "rivalry of weaving" between three girls in devotion to Artemis, and also

mentions the river Maeander.” Since another epigram of Leonidas similarly stresses the "thrice-

! Gutzwiller 1998a: 89. The two poems by Leonidas (35 G-P = AP 6.131) and Nossis (2 G-P = AP 6.132) resemble
each other in the last line.

2 Agathocles regained power over the Bruttians in 296 BC, and a series of coins that was minted between 296-289
BC that celebrate the salvation of the Greeks from the Bruttians; see Spink 1906: 10714 lists the history behind the
coins engraved with SQTEIPA, in reference to the salvation of the Greeks from the Bruttians, and with the head of
Pallas with a Corinthian helmet, and probably minted this series between 296-289 BC; Agathocles, tyrant of
Syracuse, is noted for saving the Greeks from the Bruttians, who had previously controlled the city from 326-296
BC. The city's tumultuous history through Bruttian, Carthaginian, and Roman rule was eventually settled by the
Romans in 192 BC.

* Gow 1965b: 435.

* Webster (1964: 255) calls the dedication by Nossis "a conscious variation of an epigram by Leonidas," which
allows a terminus post quem of 270, which I, in agreement with Gutzwiller (1998a: 88-91), suggest is not far off,
and more fitting than Gow's chronology.

* Cf. Gow (1965b: 349-350) insists that Maiavdov refers a pattern within the woven garment, rather than the
river itself. Antipater Sidonius 52 G-P = AP 6.287 mimics the epigram by Leonidas, and describes the river more
definitively, and so Gow rejects the notion that Leonidas could have intended such a realistic depiction that "would
have been unsuitable for such a piece of decoration." Gow's argument is subjective here, and so I argue there is
nothing within the poem that limits the reference to Maiavdgov to only the pattern; although Gigante (1972: 82-83)
does not use this epigram to precisely date Leonidas of Tarentum, whose chronology overlaps also follows
Wilamowitz, Gigante does say that this epigram bears witness to the popularity of the cult among women ("Non un
motivo mitologico, ma un motivo di cultura popolare, realizzato da donne del popolo").
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coiled" aspect of the Maeander river,* like the three girls named in the zig-zag shape of the
winding Maeander in Leon. 40 G-P = AP 6.286, the Maeander acts as both the toponym and
ecphrastic pattern referring to the cult of Artemis at Magnesia on the Maeander. The epigram
may very well indicate the commemoration of the well-known cult festival in celebration of
Artemis Leukophryne on the Maeander in Magnesia, since Magnesia had made known, in both
prose and poetry, its benefactions to the Greek world by the time of Leonidas."’

The cult for Artemis Leukophryene on the Maeander was well-known throughout the
Greek world, and inscriptions related to her epiphany reflect the strength of Magnesians'
historical consciousness about the foundation of her religious rites.* Both inscriptional and
literary evidence suggest that the fame of the Magnesians' cultic rites had spread to a great
extent.” Magnesians wanted to communicate their region's claim to playing a prominent part in
a certain victory against the Gauls in 279/8 BC, which was linked to the epiphany of Artemis

during a panhellenic festival .

An inscription from Delphi, in celebration of the Delphic Soteria,
shows that Magnesia had been involved in the important victory against the invading Gauls in
279/8 BC, thus suggesting that Magnesia on the Maeander had achieved its fame in association
with the goddess' epiphany during the battle.”’ The Magnesians' aid of the Epidamnians is

commemorated in the inscription as ®aAAiota, much like the epithet for Artemis that Leonidas

uses.”” Although Leon. 40 G-P = AP 6.286 is only a dedication of weaving, it is plausible that

“Leon. 96 G-P = AP 6.110.

7 Sumi (2004: 83-84) discusses how the Magnesians used events from the past to contextualize and justify their
expansion of the festival of Artemis, which they would acknowledge and share with Greek city-state in order to
demonstrate that they were part of the larger Greek world.

* See n.28 above.

* Sumi (2004: 83-84) mentions that an epic poet, Simonides from Magnesia, also attempted to make the exploits of
Antiochus I against the Galatians known.

%0 [ Magn. 46.3010; Sumi 2004: 84; the cult at Magnesia had been well-known as early as the fifth century BC; see
X.HG32.19.

' . Magn. 46.3010; Sumi 2004: 84.

32 Sumi 2004: 84.
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the dedication to Artemis as xalhiota in the epigram, and the well-known cult for Artemis
Leukophryne,” indicate the cult practices associated with Artemis at Magnesia on the Maeander.
If Leonidas' dedication is in response to the Magnesia's proliferation of fame after their
victorious feats in fending off the Gauls' invasion of Greece in 279/8 BC, Leon. 40 G-P = AP
6.286 provides additional support for the chronology of Leonidas' poetic subject, which
coordinates well with the floruit date offered for him earlier in the first half, if not first quarter, of
the third century BC.

Overall, there is more evidence in support of the traditional dating of Leonidas to the first
quarter of the third century than there is evidence worthy of discounting it.>* Thus, the range of
297 BC through at least the 270's BC provides a suitable chronological scope for the terminus
post quem of the composition of Leonidas' epigrams. Placing Leonidas at the beginning of the
third century supports the necessity for reinterpretation of his relationship to other Hellenistic
poets, from whose stylistic techniques and literary discussions he is so commonly removed.
Although we lack any reference to governing political bodies of Alexandria or Pergamum,” and
although his poems more regularly portray humble folk, Leonidas' innovation on earlier models
of poetry, his response to literary trends of the Hellenistic period, as in Posidippus, Theocritus,
Callimachus, Asclepiades, et al., and his distinctive literary techniques, place him in the first half

of the third century BC.

Outlining the Study

>3 Argentieri (1998: 15) urges that the fame of the cult is evident also in an epigram by Antipater Sidonius (52 G-P =
AP 6.287); Antipater's epigram is surely mimicking the Maeander epigram of Leonidas, although Antipater's
description of peiBpa Maiavdpov, streams of Maeander, more clearly indicates the geographical location; cf. Gow
1965b: 76-77, 349-350. Leonidas' epigram laid the foundation for Antipater's discussion,

34 Cf. Geffcken 1896: 12-13; Wilamowitz 1924, H.D. 1.139; Webster 1964: 252-255; Gow 1965b: 392.

> Gow 1965b: 307-308.

14



Leonidas' poetry is set within the Hellenistic intellectual landscape.” In the Hellenistic
period, epigram, on account of its brevity and witty dynamism, provided a means for expressing
the cutting-edge literary development occurring within the stylistic discussion of the age.”’ As
Bing points out, "poets within the Hellenistic age express an unprecedented amount of concern
with the act of reading itself and the impact of the written word as artifact and medium on the
reception of their work."*® Leonidas, in the fashion of Hellenistic poets, also shows a significant
interest in the reader by establishing a relationship between reader and his collection through the
theme of wandering. By stressing such an involuntarily aimless sort of motion, his epigrams
ironize the motionless aspect of inscribed epigram, as they simultaneously involve readers in
their movement through his own collection, unified by the theme, yet remain an unchanging
imprint of poetic narrative.”® The reader is introduced to the role of the wanderer through
Leonidas' autobiographical dedication.”® The reader is then set up to engage the theme of
wandering within the collection as the subjects, about which he/she reads, are trapped, wandering
within motionless poetic form. The interest in the reader's attention, and the significance of the
reader in Leonidas' collection of epigrams responds to other authors' incorporations of a reader's
role among contemporary Hellenistic epigram. This study builds toward such a discussion of
engaging the reader's attention in his particular literary realism through an examination of the
theme of wandering.

The first chapter of the study examines the categorization of Leonidas' poetry in its

% For this phrase, see Clayman 2007: 509.

7 As Gutzwiller (1998a: 3) shows, "epigram is in some ways the most characteristic of Hellnistic poetic forms,
because of its inherited brevity...and necessary concern with the personal and particular."

8 Bing 2012: 2.

*% See Fitzgerald (2007: 2, 68-106) for an analysis of paradox within the genre of epigram, where he notes the
epigram's implications of simultaneous permanence in its pretense as inscribed, yet ephemerality in its brevity of
form. Wandering is similarly paradoxical in Leonidas' epigrams, where the wanderer is assumed to be moving, yet
stuck within the narrative of the epigram, as if fixed in constant, aimless motion.

%0 ¢ tmhévngt, Leon. 36 G-P = AP 6.300.
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reception by both reader and anthologizer, Meleager of Gadara. Building upon our foundation of
date and textual transmission of Leonidas' poems, we embark on our study of Leonidas' poems
with an investigation into how Meleager characterizes them in the introduction to his Garland.
Some of the authors, such as Posidippus and Leonidas of Tarentum, from whom Meleager
borrowed epigrams for his own anthology, were exclusively known as epigrammatists. The
recent discovery of the new Posidippus collection on the Milan papyrus (P.Mil. Vogl. Inv. 1295),
a Hellenistic manuscript containing one hundred and twelve poems ascribed to Posidippus,
makes more certain the existence of other collections of epigrams in the form of a published
poetry-book from which Meleager constructed his own anthology. Chapter one supports the
argument for the existence of a Leonidean poetry book.* like that of the New Posidippus, by
examining the relationship between Meleager's use of "ivy" in categorizing Leonidas' poems, and
the theme of wandering in Leonidas' collection. The "thick clusters of ivy of Leonidas," so-
called by Meleager,” no longer exist in their original state, yet the denomination itself
categorizes Leonidas' corpus of poetry from which Meleager drew his poems. The term goes
beyond marking Leonidas as a "prolific epigrammatist," ®* since the categorization includes not
just "thick clusters" but also the ivy to which these clusters belong, or what strings them together.
The "ivy" is Meleager's first-hand observation of Leonidas' corpus, and, as I argue, the means by
which the collection was both characterized and unified. With such categorization, Meleager
indicates a major theme in Leonidas' collection, which is closely linked to how Leonidas presents
himself.

The portrayal of everyday people, practices, and themes involving common people is also a

%' An idea proposed by Gutzwiller 1998a: 89-106.
62 Meleager 1.15 G-P = AP 4.1.15: £v 8¢ Acwvidem OaleQovg #100010 x0QUuPovG.
5 Gow 1965b: 307.
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prominent part of a Hellenistic aesthetic.** The second chapter in the study shows how Leonidas
adapts and responds to such an aesthetic. Leonidas shares in the Hellenistic affinity for the
portrayal of the common or everyday men and women as his poetic subjects, but Leonidas
provides his subjects with his own innovative artistic lens through which the reader perceives
them.” The small, low nature of his subjects mirrors the genre with which they are described;
with the use of complicated diction and allusion to epic, and in particular to wandering in the
Odyssey, his epigrams provide an ironic response to the literature they are adapting, much like
the interaction of other Hellenistic authors with Homeric poetry.*® Leonidas' description of
wandering, simple characters, and compounded epic forms presents the dichotomous association
repeated about wandering passersby in the Odyssey, as they are OAiyn te N T€, or
simultaneously simple and dear.”’” Although Leonidas' typical topics include laborers, simplicity
of folk, and description of a lower-class, Leonidas' themes are poetic in form, and so reach

beyond mere expression of class ideology.”®

His poems are highly literary in their grand
neologisms, elevated epic language, and so suggest a literary pursuit of an aesthetic based on the
real or everyday, with a stress on the repetitive motion of the common sphere.

Chapter two begins by demonstrating how Leonidas presents such an aesthetic in his own

autobiographical portrayal as "a wanderer of meager breadbasket" in a dedicatory epigram

(Leon. 36 G-P = AP 6.300), which is very likely to have stood as the dedication of his epigram

% Although she does not go into detailed description of what precisely the Hellenistic aesthetic is, Fowler (1989: 4)
includes discussion of common or everyday people and their pursuits within the interests of Hellenistic poetry. She
notes that the new interest arose from not just the decline of the city-state, but also from the increasing interest in the
craftsmanship of poetry itself.

% On Hellenistic innovation in art and its audience, see Stewart 1993: 130-174; Zanker 2004: 3-26.

6 As Nagy (2004: 57-64) notes, allusion is a kind of "distant echoing" of Homeric poetry. "Hellenistic poets of
Alexandria were exponents of the kind of poetry that concentrates on displaying — artistically — the learning it took
to distinguish newer from older kind of poetry" in favor of "distancing themselves from the core of Homeric poetry"
while cultivating "a Homeric periphery."

70d. 6.206-209; Od. 14.56-61.

% Cf. Gutzwiller 1998a: 91.
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book.” The chapter argues that the definition of OAynoutbov - "meager breadbasket" - is a
demarcation of Leonidas' stylistic technique of applying rich language to humble, rustic
subjects.”” Leonidas' focus on everyday craftsmen is an essential part of both his literary persona
and his poetic style. The combined ornate compounds and focused diction that describe
everyday, common subjects highlights the technical craft of the poetry that emphasizes his
stylistic method. Leonidas' style is rooted in a sense of to oligon, both linguistically through the
repetition of different compounded forms of olig-, and also in the sense of meagerness that the
word's repetition throughout his epigrams conveys. Within the same dedication, the
symbolically "meager breadbasket" is paired with Leonidas' identity as a "wanderer" (tAGvng).
Such a coincidence emphasizes the pairing of belabored, highly technical language of the
epigrams and the rustic wandering of the subjects that his epigrams describe, as they represent
the everyday repetitive crafts of the panoply of common people, subject to their fated lot.
Weavers, gardeners, shepherds, and other craftsmen in Leonidas' description and poetic form
paradoxically pair elements of simplicity with dearness. With Leonidas' own repetitions and
emphasis on the meagerness of humankind, his poetry reveals itself to be highly conscious of its
aesthetic. This sort of realism creates the impression that Leonidas himself shared in the
perspective of his subjects, yet the theme of wandering and the high style of his poems are highly
technical and schematic representations of everyday, common life that stress the significance of
craft and the recognition of the realism that he invents for the reader.

The third chapter examines how the themes of wandering and meagerness resonate within

Leonidas' group of nautical epigrams. There are twelve epigrams that directly discuss or allude

% For this poem as dedication to the Leonidean poetry book, see Gutzwiller (1998a: 110-11).
70 In later epigram in Mart. 2.43,2.85, 2.90.3, Martial describes himself as a poor (pauper), while paradoxically
complaining and boasting of his claims of "simplicity;" see Williams 2004: 78.

18



to elements of the sea.” Since the new manuscript of Posidippus presents a whole section of
epigrams on shipwreck, and since there are so many coordinating, sea-themed epigrams ascribed
to Leonidas, there is quantity, reason, and precedence set for analyzing the nautically-themed
epigrams of Leonidas altogether as a group. Although Gutzwiller suggests that there are only
eight total epigrams related to the category of shipwreck, the chapter insists that Leonidas be
understood not through, but comparatively with the New Posidippus, and so we discuss here
other sea-related topics outside of shipwrecks that coordinate thematically.”> As much as sea-
related topics are frequent within Hellenistic epigram, and grouped as categories in both the New
Posidippus and in Theocritus, Leonidas' inclusion of the topic reflects the Hellenistic literary
culture surrounding him and shows his response to it.

In discussing the group of sea-themed epigrams, the chapter analyzes the depth of literary
allusion particular to the theme of wandering among the group. Much like the poetry
contemporaneous to his own and his own that describes subjects on land, Leonidas' epigrams
innovate upon the sea-wandering of Homeric poetry with his own innovations on form and
theme in order to engage the reader in the invention of his own version of realism. The literary
allusions call attention to the rich language and learnedness of Leonidas' poetic technique, and to
the poetic form of epigram, as they enhance the theme of wandering and the characters'
vulnerability to its force. Wandering related to the sea is of varying types. Firstly, wandering is
used to accentuate the passive suffering of men and their frustration as they rove the sea. The

sea-roving subjects in the epigrams undergo long journeys in distance and/or time, as they are

"'In all, there are seventeen epigrams that incorporate elements of sea occupations (fishing, hunting on sea-shore,
sailing), water-travel, or proximity to the sea as either primary importance to the context of the epigram, or as a
passing reference in the epigram.

2 Gutzwiller 1998a: 102.
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"driven by a storm," continuously "whirling on the sea" and "suffering far from the shore."”

They show wandering as an infliction on the characters that is repetitive, passive, and paralyzing.
The description of wandering is overwrought with rare diction and patterns that are frequently
variations of epic vocabulary or hapax legomena, or variations of his own uses.”* Leonidas'
rigorous diction mirrors the wandering movement of the characters, skilled in sailing, fishing, or
journeying by sea, yet paralyzed in their respective tasks, and in his epigrams. Instead of solely
elevating or celebrating the simple characters,” the diction guides readers' attention through the
intricate poetic quality of the theme of wandering in relation to characters of a common lot.

The epigrams depict the regular practice of everyday crafts related to the sea, such as
sailing, fishing, and hunting at sea, with a stress on the passive movement of wandering, that
aestheticizes the reality of the characters. The sea-themed epigrams as a group mirror those set
on land in their description of wandering, and in the characters portrayed on the fringe of society.
With their frequent Doric dialect, the epigrams describe a quasi-bucolic setting, as their humble
characters are engaged in sea-related crafts, or experience death at sea or retirement from their
craft related to the sea, or are set apart from urbane society through their wandering sea-travel.
The description of rustic characters with their marine settings and crafts related to the sea plays
ironically on the locus amoenus on land of bucolic poetry, since the nautical epigrams
consistently describe the danger of the marine setting, and the sufferings of their habitual

practices; both non-urban settings in Leonidas' epigrams reflect human propensity to wander

& Long journeys: Leon. 14 G-P = AP 7.665; Leon. 61 G-P = AP 7.266, Leon. 62 G-P= AP 7.273,Leon. 63 G-P =
AP 7.283; Leon. 64 G-P = AP 7.503. Driven by a storm: ygwufvaoa, Leon. 15 G-P = AP 7.652. "Whirling on the
sea": wOVTE dtvebpevog, Leon. 62 G-P = AP 7.273. Suffering far from shore: ThAOG' o Yuhfg EmTvoag Ndvog,
Leon. 63 G-P = AP 7.283; OBwvog émeotnhopévov dyBog... hailom yonoduevov," burden set up as a column
upon...shore, after suffering a storm", Leon. 64 G-P = AP 7.503.

™ As Philips (1972: 277-347) has shown, Leonidas' epigrams apply a large number of compounds of which many
are unique because of the rare nature of one of the compounded elements, and the other is often a Homeric term.
Although GAumhdryntov in Leon. 60 G-P = AP 7.264 is borrowed from Sophocles Aj. 295, Leonidas creates two
new compounds from the first component GAt-, GA{Lwog and GApOOQog in Leon. 16 G-P = AP 7.655.

7 Cf. Gutzwiller 1998a: 88-114; Gigante 1971.
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until their fated end. In this way, the epigrams project a sense of realism that elevates the
mundane to a level seen through a highly literary and artistic lens.

Sea-travel in Leonidas is also a frequent metaphor for a passage toward death, and so the
theme of wandering among the sea poems as a group embodies the struggles of human existence
and the inevitability of wandering in life, as one's approach to death is an unavoidable passage.
All sea-themed epigrams coordinate, like many other epigrams of the collection, in their
suggestion that humankind is a humble, suffering race vulnerable to its wandering until death.

The final chapter argues for direct coordination between epigrams in Leonidas'
collection as a means of understanding its thematic organization. The previous chapters'
discussions of the "unifying threads" of possible groupings, simple subjects, wandering, and
literary technique set the stage for understanding coordination among the epigrams en masse
more directly than their general association by "class ideology."” Nautically-themed elements
provide means for one sort of grouping of epigrams similar to those in the New Posidippus, but
there are many other groupings shared by the two authors' bodies of epigrams (e.g. dedications,
epitaphs, statues, and characters). Leonidas presents a few others not treated by Posidippus, such
as epigrams related to rusticity, craftsmen and women (such as weavers, gardeners, and
fishermen), and epitaphs specifically for authors, among others.” Within these categories, the
chapter demonstrates how there are a number of pairs in Leonidas' epigrams that respond to one

another.”® Modern scholars have recognized the frequency of pairing among Hellenistic

7® The "unifying threads," as Gutzwiller (1998a: 91) coined of the organization in Leonidas' collection, as she argued
that recognition of the theme "of lower class subject" was a means of appreciation for his poetic craft rather than
mere criticism of it.

7 The categories that divide the sections of the new Posidippus: MOuxd (1-20, stones), oivwoxomxd (21-35,
omens), avadepatind (36-41, dedications), émtopfia (42-61, epitaphs), dvogiavtomounrd (62-70, statues),
iwmro (71-88, horse racing), vovoywd (89-94, shipwrecks), iapotind (cures), Toomol (102-109, characters).

8 I am less certain about the nature of the categories surrounding the pairs, since Leonidas probably organized his
collection with categories that varied from those of Posidippus, or those offered in the Greek Anthology. Lest we be
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epigrams, and how such pairs are used to involve readers in the dialogues that the sets of
epigrams create.” These pairings establish a dialogue between the poems to elucidate some
shared story, theme, or principle, which engage the reader in the corpus as a whole. The
dialogues between Leonidas' pairs unify the collection and show forth their highly literary
quality. The pairs provoke the reader to engage and share in the artistic rendering of the
everyday wandering of the characters and the sort of realism that Leonidas establishes as his
aesthetic.

An aesthetic of realism is communicated throughout the pairs and groupings in Leonidas'
collection by the coordination of his poetic style, and the themes of wandering and simplicity
emphasized in his epigrams. The use of epigram as a genre places the reader in the position of
viewer, examining his subjects from an outside perspective. The highly technical, mechanical,
and allusive language creates a distance between reader and subject, in their shared participation
in the highly artistic, affected portrayal of everyday tasks and activities. The effect is realism —
an artistic impression of the real and everyday, and it is this artistic form within the poetry's
ornate style in which the reader is meant to participate as part of the particularized reality that
Leonidas has created. The mode that guides the reader through the imagined reality is the
wandering that is rooted in the author's persona, and the repetitive motion of his subjects, moving

through life yet trapped in the motionlessness of epigram. Thus, Leonidas' medium of epigram

stresses the wandering motion that ironically links poet, viewer, and poetic subjects together in a

distracted by others categories, I offer only a few recommendations about which categories are more definitive than
others.

7 In particular, scholars such as Bing 1995; Rossi 2001: 12, cited in Bettenworth 2007: 78-79. Kirstein (2002: 114-
135) identifies one pair in Leonidas and in Callimachus, Theocritus, Dioscorides, and Martial; Scodel (2003: 257-
268) identifies pairs between Callimachus 29,30 G-P = AP 7.525, 415; Murray & Rowland (2007: 221-223) discuss
pairing of Erinna 1 & 2 G-P = AP 7.710 & 712; Gutzwiller (2007a: 330-331) shows the technique in Meleager 27 G-
P =AP 5.172,173; Nisbet (2007: 363-364), identifies pairing in skoptic epigram of Lucillius, who uses pairs as
"humorous acknowledgement that he has missed the boat."

22



movement trapped within the limits of the poetic form and its imaginary reality.
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Chapter 1: Understanding the "Ivy" of Leonidas of Tarentum

Leonidas of Tarentum defines himself as a native of Tarentum, while his epigrams
present him as a wanderer, and a poor man, who died far from his native city. Since we do not
have a historical record of Leonidas outside of his own poems, and whatever others have said of
him, we cannot confirm that the elements in Leonidas' poems are autobiographical artifacts.

The thematic elements, however, such as those that he associates with himself and how others
represent him, may shed light on where he fits in the grand scheme of the Greek literary
tradition, and the stylistic tropes for which he was known. We will embark on our pursuit of
understanding the epigrams of Leonidas of Tarentum firstly with an analysis of how others have
categorized him.

One representation of Leonidas is found in a metaphorical reference to his epigrams that
Meleager has included in the prooemium to his Garland. As discussed in the previous section,
the epigrams of Leonidas of Tarentum comprised a large section of Meleager's Garland, and it is
due to Meleager's preservation that we inherit so many them. In the introduction to his Garland,
Meleager identifies the epigrams of Leonidas of Tarentum with the phrase "the blossoming
clusters of ivy of Leonidas" (Meleager 1 G-P = AP 4.1.15 év 0¢ Aewvidew Baregovg
#100010 20QUuPovc).** Although this phrase has puzzled scholars in the past,’ its meaning can
be understood through an analysis of the way Meleager uses plants as metaphors in the
introduction to his Garland, their relationship to the corpora of the authors whose work is

described as a plant, and ivy's developing symbolism throughout the Classical and Hellenistic

%0 Please see appendix to this chapter for the text and translation of Meleager's elegy in its entirety.

81 Gigante (1971: 10-150) entitles his study of Leonidas L'edera di Leonida (The Ivy of Leonidas), yet he does not
discuss the significance of the ivy, or its relationship to the persona, poetry, or Meleager's anthologizing of Leonidas
of Tarentum.
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periods.*” In Meleager's introduction, the ivy appears to represent a specific theme in Leonidas'
work, namely the paradoxical relationship between wandering and immobility. Meleager is not
only an anthologizer, editor, and organizer of epigrams, he is also a reader of Leonidas's
epigrams, and since his ascriptions of plant-life to the literature of other poets identifies
prominent themes in others' corpora, such an assertion is logical for the ascription of plant-life to
Leonidas as well.* Here I will argue that ivy, which both wanders and clings, is a succinct and
accurate depiction of an important theme in Leonidas' collection.

Since Leonidas' corpus does not exist outside of the Greek Anthology, and we have no
sources on Leonidas other than his own poetry and literary allusions by other authors in their
epigrams, we must rely on how other poets and anthologizers present him or refashion his poetry
in order to understand Leonidas' place in the literary tradition. Thus I will now focus on
Meleager's ascription, since it is through sequences in Meleager's Garland that we have retained
many of the epigrams that are composed by Leonidas.** Although metaphorically abstract in
typifying Leonidas's epigrams, the ivy is the only generalizing reference we have to Leonidas'

poems as a collection

82 Gow (1965b: 596) arrives at the conclusion that it is possible that we could identify some of the plants with more
certainty, if we knew more of some of these poets, then states that "the fact is however that he has undertaken a
hopeless task. The resemblance of poems to flowers is too vague for it to be possible except in a few cases." The
fault in Gow's conclusion is a result of his lack of explanation in his approach.

%3 There are many other modern scholars who have downplayed the importance of the botanical metaphor of ivy;
Jacobs (1794-1814: 2-3) warns that because the categories of flowers in comparison to poets are devised with such
subtlety, that it is necessary to take the poets on a case by case basis, but we should not assume that all
investigations will be fruitful; Geffcken (1896; 1916) does not discuss the "ivy" in any metaphorical capacity;
Radinger (1895: 90-94) indicates the importance of botanical symbolism in his discussion of the relationship
between the thistle of Archilochus to iambs, the date-palm of Aratus to his poetic creation of Phaenomena, the
grapevine for Simonides and grape cluster for Hegesippus to their use of dithyramb, et al. He considers the ivy for
Leonidas to be untinterpretable to any exact symbolism; Gow (1965b: 307) downplays significance of "ivy" by
saying the attribution references quantity of epigrams; Gigante (1971) titularly suggests that the "ivy" is an
important part of Leonidas' poetry, but offers no discussion on the matter; Gutzwiller (1998a: 279) cites only the
proemium's similarity to Lucretius 1.928, in that both poets, Meleager and Lucretius, are claiming originality
through the metaphor of a crown of flowers plucked from a place where "the Muses had previously veiled no poet's
head."

8 Cameron 1968: 323-331.
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In the introduction to Meleager's Garland plants generally have a metaphorical capacity
to describe poetic styles or themes of authors' corpora, as modern scholars have generally
accepted.”” Commentators have discussed the significance of the relationship between plant
name and works of individual poet in general, but few have investigated the literary relationship
in depth.* In general, Meleager's preface limits each plant ascription to a verse, a distich, or two,
to describe a poet's corpus by means of both plant and modifying elements that describe the
plant. In the case of Leonidas, Gow says that the one verse that categorizes Leonidas and his
poems is unclear, but "possibly [Meleager] implies that Leonidas was a prolific epigrammatist or
that he has included a large selection of Leonidas' epigrams in his anthology.""’ I agree with
Gow, that the entire phrase attributed to Leonidas suggests that he is a prolific epigrammatist, yet
it is through the whole phrase that modifies part of the ivy, not the ivy itself, that Meleager
comments on the sheer number of epigrams that Leonidas either composed or Meleager edited
into his anthology. Meleager regularly uses attendant adjectives and phrases for other authors in

this way throughout his preface even in reference to the introductory poem itself. The botanical

% Gow 1965b: 593-606; Giangrande 1968: 131.

8 Scholars and scholia have historically presented a great deal of skepticism in debating about the methods of the
arrangement of poets used by Meleager, of the connection between poet and plant, and of arrangement in other
anthologies that borrowed from or varied from the Garland of Meleager; Zovéta&e 8¢ avtd (T0 EmtypapLloTo) KoTd,
ototyelov, aAld Kovotavtivog 6 éEmovopaldpevog Kepaddg cuvéyeev antd dpopicag €ig kepdiaia didpopa, fyovv
€potika idimg kol avabepoatika kol Emropfia Kol Emdeictikd, dg vov otétaktat &v TQh) TAQOVTL TTVRTIW (So he
organized these epigrams according to alphabetical order, but Constantinus, the one called Cephalus, divided these
into different headings, [which]accordingly were erotic, votive, sepulchral, and epideictic, as they are now
coordinated in the present codex, AP pp. 81-2.); acc. to Argentieri (2007: 152-3, 156), the AP scribe "J [cited above]
provides long scholium on Meleager 1 G-P = AP 4.1 on pp. 81-82 of the Codex Palatinus. Argentieri goes on to say
that there is no "discernible criterion with which each name is coupled with a flower"; cf. Reitzenstein 1893: 276n1;
Radinger 1895: 100-7; Wifstrand 1926; Gow (1965b: 596) says J. badly attempted to list the poets included in the
Garland (that is to say summarize the poem). "Besides making some mistakes in the names, he omits Dioscorides
and Hermodorus, baffled no doubt by M.'s simple periphrases (24,44)"; Tardn 1987: introduction to The Greek
Anthology v. I & 2; Gutzwiller 1998: 279-80.

7 Gow 1965b: 307; Clack (1992: 14) sees Gow & Page's comment as a remark not only on the ivy as typifying the
sheer number of Leonidas' epigrams, but also thematically related to "lowly folk much as ivy is a lowly ground
cover" that Leonidas' epigrams often discuss. I agree, however, when Clack goes on to discuss that there are many
other themes in Leonidas' collection, thus the thematic relationship that Gow posits is too limiting.
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metaphor in general is more complex than merely a symbol that quantifies production of
poems.*®

This tradition of relating poetry to plants through botanical metaphor is longstanding.*’
Sappho fr. 55 calls poems "roses from Pieria" (Bo0dwv tayv éx ITiepiag), roses as the product of
inspiration of the Muses; Bacchylides 3.90-98 suggests that patron Hieron shows wealth to men
by means of providing the most beautiful blossoms (GQeTa[g ye plev oU uvibel / footdv dua
oloplatt Gpéyyos, ahh / Modod viv to[édet.] Téowv, ov &' dAPou / ndlot' émed[elE]ao
Ova- / Toig vOear mGEalvti] &' €0 / 00 dpéel xOou[ov otlwmd: / ovv §' dhabd[eie] xakdv /
nal peMyAdooov Tig Vpviioet xdow / Kntog andovog, so the excellence of men does not
lessen with respect to the gleam of the body, but the Muse nourishes it. Hiero, you exhibited the
most beautiful blossoms of wealth to men; silence is not an ornament for one who does well;
therefore someone sweet-tongued — the Cean nightingale will sing truthfully [your] grace
[received from] beautiful [deeds]); i.e. by providing for song that celebrates excellence, the
poems as blossoms are the means by which the fame of both Hiero and Bacchylides will be
sung;” Aristophanes Ran. 1299 alludes to plucking poems from meadows ("lest I be seen
plucking the same holy meadow of the Muses as Phrynicus," {va un tov avtov ®ouviyw
/ Aeypdva Movodv iegov 0¢p0einv doémwv), with the meadows once again as the source of
inspiration; Plato's fon 534 A, notes that poets are like bees who pluck honeyed songs from
flowers in gardens and organize them ("for the poets say to us that they bring honeyed songs
from honeyed fountains, plucking them from the gardens and dells of the Muses, like bees, as

they themselves fly around in this way," Aéyovol yaQ dMmovBev mog NUds ol momtal Ot

88 Clack's (1992: 51) translation, based on Gow's translation of Meleager 1.15 = AP 4.1.15, "fresh and vigorous
flower clusters" for BaiegoUg ...n0QUUPoVGS, seems to agree with this notion, although Clack does not discuss the
ivy itself.

8 Schur 2004: 119.

% Martin 2009: 88-89.
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AITTO RENVAV LEAMQQUTWY €% MOVo®V ®NTTWV TLVOV %Al VOITTMV / OQETOUEVOL TO ULEAT ULV
Ppégovory MoTeQ ai PEMTTOL %Ol / avTol 0VTW TETOUEVOL-); even Leonidas (98 G-P = AP
7.13) speaks of Erinna, like the maiden honey-bee, gathering flowers of the Muses as Hades
carried her off to wed her;°' Dioscorides mentions sweetly-scented thyme that grew along the
Nile among the Muses, as if the sweet smell of thyme, a reference to poetic style, attracts other
poets to adopt Machon's” poetic panache;”* Daphnis in Theocritus Idyll 9.35 says that flowers
are as sweet to bees as songs of the Muses;”* and later Lucretius (1.124) attaches the epithet "ever
flowering" to Homer (semper florens Homerus), and speaks of himself as led by his blossoming
mind to pluck new flowers (novos decerpere flores), to take his place among other poets
crowned in flowers of the Muses (1.925-930), a crown attributed to Ennius in 1.118-119 ("Just as
our Ennius sang, who first brought out of Helicon a lovely crown with its immortal foliage,"
Ennius ut noster cecinit, qui primus amoeno detulit ex Helicone perenni fronde coronam...).”
Perhaps Lucretius is recalling Meleager's adaptation of this tradition, as has been suggested.”

Importantly, it is often not just the plants themselves that bear this relationship to inspired
poetry, but it is the allusion to the poet's plucking of plant-life that seems to provide the source
for such a metaphor; the precedent for the culling of inspiration seems rooted in Hesiod's Th. 29-
31, wherein the poet receives divine inspiration from the Muses symbolically via the plucked

laurel staff ("as those clear-voiced daughters of great Zeus said this, plucking they then gave to

! Gow 1965b: 593-594; Radinger (1895: 90-94) and Jacobs (1794-1814: 2-6) treat well the extensive tradition of
botanical metaphor that Meleager is inheriting, which treatments Gow seems to pick up on.

92 Machon, a comic poet, is the subject of the epitaph.

% Dioscorides 24 G-P = AP 7.708; Gow 1965b: 257-258.

% According to Van Sickle (1975: 55), citing II. 1.249 and Hes. Th. 40, "'sweet' [in Idyll 1] recalls a commonplace of
poetic interpretation as in Hesiod's praise of the Muses' speech or in Homeric praise of Nestor's eloquence." Flowers
for poems seem also to be the metonymic reference to the literary tradition that poets pass on.

% Gow 1965b: 594; Gutzwiller 1998a: 279. In his idea of blossoming Homer, Lucretius may be recalling Meleager
1 G-P=AP 4.1; for this idea see Segal 1990: 201; or he may even be recalling, according to Gale 2001: 169, 170n9,
an entire poetic tradition spawned from Homer.

% Segal 1990: 201; Gale 2001: 169.
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me a staff —a bough of blossoming laurel, amazing sight, and they breathed their divine voice in
me," ®¢ €épaoav roboar peydhov ALdg AQTLETELAL, / rai ol oxrfjrttoov €00V dddvng
€olOnAéog 6Cov / dpépaocarl, OMMTov: évémvevoay 8¢ pot avdnv B¢omv). The bough of
blossoming laurel is a tool for the poet, a token culled from the process of inspiration; when the
Muses had plucked the bough and given it to the poet, their inspiration becomes the poet's
inspiration, as they breathed divine song into him. Thus, Meleager applies a traditional botanical
metaphor in order to present his own inspired process of anthologizing while constructing his
Garland. With this method, he plucks from other authors, is inspired by them and their
methods, and organizes the epigrams he chooses, while adding his own epigrams to his newly-
constructed anthology. Meleager receives both inspiration and epigrams from each poet, while
the various poets act as the Muses in Hesiod's Theogony, as they provide their own plants as the

foundation and inspiration for Meleager's mélange.

I. The two-fold nature of Meleager's metaphors

Within the first line of the elegy that introduces his Garland, Meleager writes that the
poem is wyraQmov Gowddv. Meleager's "abundantly fruitful song"”’ born by the Muse
contains a list of poets' names and their poems that are emblemized by various flowers and
species of plants, presented as a dedicatory gift to a certain Diocles. Because of the stress on
metaphor, each phrase in the proemium seems to solicit interpretation. Thus, the "abundantly
fruitful" nature of the song may imply something about how Meleager has accomplished this

artful assemblage and the pride he takes in its craft, as he claims it by name in response to his

°7 Similar to Gutzwiller's (1997: 170) "all-fruited song." Paton (1927: 111) has "varied fruits of song," while Gow
(1965b: 597) translates the phrase as "rich in fruit of every kind;" S. El. 635 "of many fruits." Cf. S. OT. 83
"covered/laden with fruit."
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seemingly rhetorical question posed in the first three lines (dvvoe pév Mehéaypog 1.3 G-P =
AP 4.1.3).

These flowers or plants prove that TdtyraQoV is an appropriate description of the song
in three respects. Firstly, the description of abundantly fruitful, or more literally, "all-fruitful"
with the pan- prefix on the adjective, shows that the song is associated with the great number of
poets that Meleager is about to list — forty-seven including Meleager himself.”® Secondly,
Meleager's figurative description provides a symbol related to plant-life for each of these poets,
and so characterizes them by nature as burgeoning with fruits of their own blossom, thus making
the poem thoroughly fruitful in terms of Meleager's creativity in producing names of flowers
relative to each poet. Thirdly, because the adjective seems to indicate the ingenuity in
productivity with the ®aQmov root, perhaps it is a reference to the productivity of the named
poets' innovations. The poem is therefore fruitful because it contains the names of such
productive poets, and Meleager is commenting on their innovation through their assigned flower
name.

Nevertheless, Meleager seems to be jointly remarking on the fruitful nature of the poet.
The implications are that the named poet's poetic style is a product of the poet's own cultivation,
and also that Meleager is stylistically adapting the poet's name to be a certain type of fruit, and so

their innovation becomes his own with his description of them.'”

% Gow (1965a: xxiN5 & 1965b: 603) suggests that there might be forty-eight; Paton (1927: 111) translates Meleager
1.36 G-P= AP 4.1.36 as "and a bloom that may not be translated into verse," so referring to some other poet who did
not fit the meter.

% cf. "moyrdomwv GutdV" in Pi. P. 9.58; As in Pindar, the plants are all-fruitful because of the land in which the
plants live.

1% Cf, Gow (1965b: 596), who comments that the resemblance of poems to flowers is too vague for it to be possible
except in a few cases (e.g. Archilochus) to compare plausibly a particular poet to a particular plant, and facing a list
of forty-seven poets, "must perforce have fitted out many of them with plants drawn more or less at random."; see
Tardn (1979: 2) who says that Meleager seemingly arranged the poems in such a way as to indicate the link between
the original and the variation; see also how the variation on Leonidas of Tarentum plays out in epideictic epigrams
of Antipater Sidonius and Meleager in Tardn 1979: 150-7; Gutzwiller supports (1997: 176) that "[in] Meleager's
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II. Plants to Poets

Although they argue that the resemblance of poems to plants is too vague, except in a few
cases, Gow and Page concede that there are a few plants that seem to accurately represent the
poet himself or herself, poetry, and/or the style of composition of the author. As Gow remarks,
"Meleager provides his poetesses with the choicest and most delicate flowers" (like the "few
roses" of Sappho and the "white lily" of Anyte, Meleager 1.5-6 G-P =AP 4.1.5-6) and names
Antipater of Sidon with a plant from his native country."’ Other poets included in Gow's list are
Archilochus with a thistle and Hermodorus as a Syrian with spikenard.'”> Overall, Gow's
explanation of the relationship of plant to poet is itself vague. In this section, I propose that
Meleager may be using the plant name to allude to some aspect of an author's individual theme
or style with which Meleager would have been familiar.

The botanical metaphor is often Meleager's interpretation of the emblemized author's
creativity. For example, Plato's golden bough in Meleager 1.47-8 G-P = AP 4.1.47-8 is lit in
every way by virtue. This is a curious ascription, since the epigrams attributed to Plato in the

Greek Anthology are predominantly erotic and dubiously assigned to the philosopher.'” Because

anthology, the possibility of such a figurative reading is reinforced by the verbal link between this otédavog [in
12.51] which serves as a memorial of Heliodora (uvapdovvov »elvog), and the larger Ztépoavog (cf. Aroxrhel
puvapdouvov, 4.1.3-4, deipvnotov...Aoxhe, 12.57.5)."

"1 Abel 1965: 367. Gow (1965b: 596) arrives at the conclusion that it is possible that we could identify some of the
plants with more certainty, if we knew more of some of these poets and then states that "the fact is however that
Meleager has undertaken a hopeless task. The resemblance of poems to flowers is too vague for it to be possible
except in a few cases." The fault in Gow's conclusion is a result of his lack of explanation in his approach. Gow's
view that Meleager "provides his poetesses with the choicest and most delicate flowers" assumes some over-
generalizing delicacy in femininity that perhaps Meleager represents about other women (Meleager 36 G-P = AP
5.174; 46 G-P = 5.147), but Gow doesn't explain this or how this characterization is consistently apt for all of the
poetesses of Sappho, Anyte, Erinna, Nossis, or Moero.

12 Gow 1965b: 596.

13 Ludwig 1963: 65-82; Sider 1987: 321; Cameron 1993: 385-7. Although Ludwig has "thoroughly disproved
Platonic authorship," the question of whether the epigrams attributed to Plato are actually by Plato or Philodemus is
irrelevant to this discussion, however, since Meleager undoubtedly mentions Plato in the proemium to his Garland.
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o 104

of the references to astronomical objects in "Plato's" epigrams, " it is possible that Meleager
may be describing imagery associated with both literal and figurative enlightenment. In
epigrams attributed to Plato there is an overall thematic emphasis that connects
light/fire/enlightenment and its metaphorical representation with passion, and this thematic
imagery is possibly alluded to in the distich in Meleager's proemium. Examine epigrams AP
7.469 of 7.670 of "Plato," which use light as a property of the stars, that enable one to see or
understand and to obtain fame. Meleager is categorizing, organizing, and appropriating the
"golden bough" metaphor as a reference to the corpus that he himself attributes to Plato. We
cannot completely discount that some of the "Platonic" epigrams that we have in the Greek
Anthology are those that Meleager also had, or that he represented as having been composed by
Plato.'”

It is not far-fetched to think that the "golden bough" of "prophetic" Plato in the
proemium of the Garland is simply Meleager's formulation of how Plato should be categorized,
and what Meleager views as thematically typifying the epigrams he attributes to Plato, or more
generally the themes relevant to the corpus of all of Plato's works. Some scholars have even
mentioned a direct relationship between Meleager's botanical metaphor — the golden bough - and
Plato's doctrine of the immortality of the soul, the Platonic idea of reincarnation. 1% Thus,
although the connection between epigrams attributed to Plato in the Anthology is dubious,

Meleager's ascription of the golden bough to Plato may be an allusion to the corpus of Plato as a

whole, comprising epigrams that Meleager could have included in his Garland, even if they were

1% With the exception of Plato's composition of a line in an epigram attributed to Asclepiades, Gow (1965b:145)
excludes Plato's epigrams from his anthology. Page (1975: 47-55), however, includes Plato's epigrams in his
selections of the Greek Anthology, entitled Epigrammata Graeca.

15 Binarson 1943: 260-261.

196 p]. R.2.415a, Cratylus 398a; Einarson 1943: 260-1; Michels 1945: 60n4.
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not actually composed by Plato, and Plato's doctrine of the immortality of the soul, is at least a
possible reference.'”’

Commentators also state that the association of Meleager's characterization of
Archilochus' poetry as dv0og dxdavOng Agyhoyov is clear without explanation (Meleager
1.37-8 G-P = AP 4.1.37-8),'® although the ascription of poems to Archilochus in the Greek
Anthology is dubious.'” I support their claim with some additional evidence to further show
how Meleager refers to an author's corpora of literature with individualized botanical metaphor.
The "akantha blossom," or "thistle" of Archilochus is like the sharp insults that Archilochus hurls
in his iambs, just as the species is described by Theophrastus - covered in "spines on the
branches and shoots of leaves.""'” Meleager's characterization of Archilochus' poetry emphasizes
the impending action that the plant has the ability to perform; like Archilochus' iambs, the thorny
plant is able to do harm.

Meleager provides an echo of this idea in another epigram he writes about Archilochus
Meleager 132 G-P = AP 7.352).""" Here, Meleager writes in the voice of young girls -
presumably the daughters of Lycambes''” - who rebuke Archilochus as "bitter" (;ux0c,

Meleager 132.3) and his iambs as "outrageously violent" (0poLotio0gc, Meleager 132.7 G-P).'"

7 Verg. Aen. 6.137, 6.204; Michels (1945: 60-61) supports that Vergil may be alluding to the "golden bough"
metaphor in the introduction to Meleager's Garland 1.47-48 G-P = AP 4.47-48.

"% Gow 1965b: 596.

199 Reitzenstein 1893: 106-7; Gow 1965b: 603.

" By "common," I am referring to what is suitable to real life, or TQaxTI#OV, as in Arist. Pol. 24.1459b8-1460al 1;
cf. Arist. Pol.9.1451b11. Janko (1984: 61) states that Aristotle distinguishes between iambus not as part of the
mimetic genre, as it depicts real individuals and not generalized persons or actions. Thus, in contrasting Homer's
epic to comedy, the abusive poetry of Archilochus would not be referenced on account of the iambic element that
was disappearing in comedy later than Archilochus.

"' cf. Gow (1965b: 680) and Page remark that, although the ascription of Meleager to the authorship of this epigram
may be faulty not only since its attribution in GA is Adeomotov 6 6¢ Mehedyoov, but also on account of the
breach of Meleager's metrical rules in the prosody of Agyihoyog éméwv, there is no reason to exclude this epigram
from Meleager's others.

"2 Meleager is probably mimicking an epigram of Dioscorides; Diosc. 17 G-P = AP 7.351.1-2, according to Gow
1965b: 680; Carey 1986: 60n1.

'3 Meleager 132 G-P = AP 7.352.
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Archilochus' two epigrams in the Anthology''* are not generally abrasive, and so do not support
the characterization of "thistle," but more likely Meleager is thinking of Archilochus' other
poetry. As some scholars have noted, Archilochus' iambs that directly attack Lycambes'
daughter Neoboule in the Cologne epode, fragment 196a,'"” or Archilochus' definition of himself
as both warrior and poet in fragment 1, seem to fit this characterization best.''"® Thus, it is
Meleager's perception and interpretation of Archilochus' poetry as a whole, and Archilochus'
self-definition that Meleager is noting with the thistle.

Callimachus is another case in point.''” Meleager weaves him in as "the sweet myrtle of
Callimachus, ever full of rough and honey [sweetness]" (100 te pvotov / Kailudyov,

otudeloD peoTov diel péhtog, Meleager 1.21-2 = AP 4.1.21-2). The myrtle is known for its

AgEitegnv Aidao Beod yéoa nai T nehauvd (1)

Ouvupev agenrov déuvia Iegoedpovng,
moeB€vol g ETupov nat VIO xBovi- oM &' O TUHEOG

aioyoa no0' fuetéeng éplvoe mobeving
Agyihoyog émémv 8¢ nahv Gty 0bx £ nald (5)

g€ova, yuvaurelov &' €Toamev g OLENOV.
ITiepideg, Tl nOOMOLY £¢' VPROLOTROOS iduPoug

€TQATET', 0VY, 00LY PWTL YaQLLOUEVAL;
By the right hand of the god Hades and the dark beds of not-to-be-uttered Persephone, /| we maidens swear that it's
true even under the earth; that bitter man, / Archilochus, gushed forth many shameful things against our
maidenhood; / and he did not make a fair report of words for our good deeds, and he turned [it] into a polemic
against women. | Muses, daughters of Pieria, why did he turn his outrageous iambs against maidens, / and why are
you pleased with this unholy man?
""" The two epigrams that are preserved in the Greek Anthology, although dubiously ascribed to Archilochus, are for
the most part tame, with subtle hints of irony. Both poems are distichs, whose short length could be referenced in
the "small drops from the Ocean" in the second line of the distich devoted to Archilochus in Meleager's introduction,
but since the ascription to Archilochus is dubious, we cannot say this conclusively. Archilochus AP 6.133 (Alxfin
mhondpov iegny aveédnure xakbmrony / “"Hon, xovedimv evt' éxdonoe yapwv. Alcibia dedicated this holy veil
of locks / to Hera, when she obtained lawful marriage.); Archilochus AP 7.441 ("Yynhovg Meydtipov
AQLotodpomvTd Te NdEou / nlovag, ® peydin yai', bméveeOev éxelg, These highest pillars, Megatimos and
Aristophon of Naxos, / great earth, you hold below.); Gow (1965b: 603n37) says that Meleager is probably thinking
about Archilochus' invectives in his iambs.
5 Archil. fr. 196aW; Rosen 2007a: 25-6.
"6 Archilochus fr. 1, il 8' £y®d Ogpdmwv pev Evvaiiowo dvaxtog / xoi Movotwmv ¢0atov dGQov
é¢motduevog, (I am the one who guards the lord Enyalius, / and the one who knows the lovely gift of the Muses);
Scodel 2003: 258.
"7 Clack (1992: 52) says that this phrase may reference Callimachus' other works, like the Hymns and Hecale, but
he does not explain exactly how.
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ability to produce a certain sweetness, which suggests Callimachus' smooth writing style,'"® yet

119

the plant may also allude to Callimachus' own description of the myrtle at Cyrene. ~ His Hymn
to Apollo highlights the myrtle-hill in Cyrene as Mugtovoong xepatddeog, or horned
Myrtoussas.' Cyrene was Callimachus' birthplace, and it has a central place in four of his
epigrams.'*' Such stress on Callimachus' origin would not be unique, since other authors of
epigram also regularly note Cyrene as Callimachus' native city,'** and scholia quoting Zenodotus
on Apollonius Rhodes 2.1005-6a describe Cyrene itself as "rough," ot0dpehog, the same word

124 as well

that Meleager uses in his elegy.'” The short-leafed nature of one species of the myrtle
as its sweetness and roughness may describe Callimachus' writing style, but one cannot overlook
how Callimachus presents the relationship of the myrtle to Cyrene, and the city's thematic
prevalence in much of his poetry.

If we turn our attention to Meleager, Meleager calls his own epigrams momipo. Aevxoia,
or "early gilliflowers," which are the earliest flowers to appear in bloom in the beginning of

125

winter. = As the commentary states, there is no way to determine whether the adjective mpmiua.,

or the "youthfulness" of the flower describes the poems written when the poet was younger, or

"8 Thphr. HP 3.16.4 & 3.12.2; Gow (1965b: 600) discusses Strab. 12.549 and Diod. 19.94.

"9 Gow (1965b: 600, 151) suggests that Meleager is referring to Callimachus' writing of smooth verses, and the style
as possessing "an astringent economy of words uncommon among Hellenistic epigrammatists;" I agree, but I think
that the reference is even more specifically to Callimachus' relationship to Cyrene, as seen in his epigrams and in
Hymns 2 and 3, to Apollo and Diana, respectively; Hecker says that the phrase is a reference to Callimachus' erotic
epigrams.

120 As both Apollonius Rhodes' Argonautica and an inscription to Apollo on the hill also name it; Mair (1955: 26)
notes, the hill is also so-called Myrtoussas in the Argonautica, A.R.2.505, and in an inscription at the temple of
Apollo at Cyrene which is dedicated to AnoAhwvi MutdO.

"I Thus four epigrams total refer to Cyrene: 32 G-P = AP 7.517,31 G-P = AP 7.524,29 G-P = AP 525,30 G-P = AP
7415.

122 Anonymous AP 7.42; Cat. 116.

123 Apollonius Rhodes 2.1005-6a uses this word to modify a mass of land that is difficult to cultivate, because of the
pains it afflicts on men attempting to achieve daily sustenance See also the relationship between this word and
verbal abuse in Ar. Eq. 537.

124 Thphr. HP 3.12.2; cf. Thphr. HP 3.16 .4

12> Theophr. HP 7.13.9. Gow (1965b: 605n56) also cites Theophr. HP 6.8.1.
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poems written later than the other poems of his anthology.'” Since the flower itself so
frequently seems to coincide with references to the corpus of literature of the named poet, it
seems possible that Aeuxola is Meleager's encapsulation of his own style as an anthologizer and
imitator, as he provides fresh innovation in both roles."”’

Meleager is an anthologizer, and his self-assigned flower emphasizes that his poetry
should be read in relation to that of others.'”® In Meleager's other applications of these AgvxOLa,
or white violets, the flower is mentioned among other flowers, as part of a wreath or garland
related to poetic composition (Meleager 78 G-P = AP 12.256), or in order to emphasize the honor
bestowed upon someone, since a poet is crowned with this flower among others (Meleager 47 G-
P = AP 5.147), or in order to provide contrast among other flowers so as to emphasize the beauty
of a person (Meleager 31 G-P = AP 5.143). The similarity among all of Meleager's uses of
Aevroua, like that in the proemium to his Garland, is the juxtaposition of this type of flower
with others. Thus, with the AevrOia themselves, in addition to the modifying momupa, Meleager
symbolizes his own innovation both as a composer, whose style mimics or innovates upon the
poetic stylistic techniques of others, and as an anthologizer, who provides his own fresh method
of organization.'”

The self-referential phrase "the white violets of my own Muse" distinguishes his own
poems from those of others, and so this phrase seems to be an apology for the inclusion of his

own poems, as the commentary reports.”** With such a humble admission, he may be remarking

126 For Aratus' term momtoyOvougs EMnag, the first-born shoots, scholars suggest that the epigrams were among
Aratus' early work; see Gow 1965b: 605; cf. Gutzwiller 1998a: 17.

127 Abel (1965: 368) opines that the "white violet" ascription reflects Meleager's "spotlessness."

2 On Meleager's penchant for using old words in a new way, and adapting old words to fit in his context of
botanical metaphor, see Giangrande 1967: 131.

12 As Krevins (2007: 140) says, "the overlapping roles of poet and editor are aptly figured." Although Krevins'
comments are in reference to the coronis, 129 G-P = AP 12.257, there is a clear relationship between references in
the coronis and in the proemium of Meleager's Garland, as Van Sickle (1981: 66-67) has shown.

% Gow (1965b: 606) says that Meleager "seems apologetic for including his own works."
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how his own poems provide variation from those of the other authors that he is editing into his
Garland. Since dpo in the previous line gives the sense of togetherness with the previous poets
(tolg), or the sense that he is composing in the same tradition as other poets, but also that the
poems are crafted from his own inspiration, as in Motong xai odetéong.”' The balancing of
the phrases dAAwv T' €@vea TOALG vedyQada with &' dua...0PeTEQNG. .. TEOLUA AeurOLaL,
("the many sprouts newly written," with "and also together with the young gilliflowers of my
own," Meleager 1.55-6 G-P = AP 4.1.55-6) indicates that he incorporates the writing of others
that is made even newer by his own new poems and as part of his own cultivation or organization

of his Garland."**

III. Ivy in the Greek literary tradition

Meleager's choice of ivy to characterize Leonidas is equally significant. The attendant
phrase "blossoming clusters" seems more symbolic of how Meleager as an editor fits Leonidas'
epigrams into his Garland, whereas the ivy itself is how Meleager more directly characterizes
Leonidas' epigrams. In line fifteen of his proemium, Meleager weaves Leonidas' epigrams into
his Garland with the phrase ¢v 0¢ Aewvidem Baiegovs ®x1o00l0 ®xoUovs — "likewise he
wove in the blossoming clusters of ivy of Leonidas." The adjective Bahegovg, "thick," can
mean "blossoming" in reference to plants, as in "the blossoming spring" of Alexander Aetolus
3.7, but the phrase Meleager uses, Oalegovg... roQUuPoug, describes the plant's outgrowth, and

is the direct object of what Meleager is weaving, and so is separate from ivy, which is in the

131 Meleager 99 G-P = AP 12.23; Tardn 1979: 2,98-101; cf. Clack 1992: 55, who says that these "others" are
Meleager's contemporaries; Krevins 2007: 138-40.

132 Abel 1965: 367; Schur (2004: 119) discusses the sense of "newly-written shoots" of Meleager 1.55 GP = AP
4.1.55 as close to the German word Blatt, meaning both leaf and page, and so plant material and written form
become inextricable, and so the hybrid form of "newly-written shoots" exemplifies a poetics of transformation, as
found in Posidippus 6.3 GP = AP 12.98.
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genitive along with Leonidas.'” The figurative presentation of "blossoming clusters"
(BakeQovg... xoQUUPoug) may allude to the large number of poems of Leonidas that are
included in the anthology, the organization of his poems into groups there'** or even the ornate

language of Leonidas' epigrams for which Leonidas was known.'*

Whatever the representation
of the phrase attendant to the plant, it is not equal to the ivy but a part of its symbolism; the ivy
itself, like other plant names, seems to symbolize something closer to, or belonging to, the
product of the composer Leonidas, or the style of his writing. Although ivy may be a highly
productive plant,”® the ivy itself contains other allusions beyond what makes Leonidas "a prolific
epigrammatist" to Meleager."”’

Ivy is a developing metaphorical entity in Greek literature, but its association with a sort
of motion, rooted in the sacred worship of Dionysus, is consistent with most uses, especially in
archaic poetry."® Ivy's association with roaming and clinging is rooted in the sacred worship of
Dionysus as well as the nature of the plant. In Homeric Hymn 26 to Dionysus, there is a
connection made between wandering and ivy. Dionysus is crowned in ivy as he wanders

wooded dwellings (h. Bacch. 26, 8-9), but the ivy seems to be more associated with the god's

mystical power to make things grow; nevertheless, his wandering inspires others to wander as he

133 Although Gow (1965b: 599) says x0QUuBouvg is frequently found in description of ivy's clusters, the description
of "thick clusters of ivy" does not seem to be a technical botanical term; cf. Theophr. (HP 3.18.6) who describes the
fruit of ivy as thick clusters, but only for one particular kind — the "light" kind:

AEVRORAQTIMV HOVOV O HEV AOQOV %Ol TTURVOV RAL OUVESTNUOTA TOV RAQTOV ExeL naBameQel odaioay (.. for
the light one is the only one with fruit, and it has leaves. Again, this one has thick bunches of fruit that is like a ball,
which indeed some call a white-berry...).

1% Krevins (2007: 139) argues that "Meleager's Garland is an elaborately designed work divided thematically into
four books, each featuring interlocking series of poems that are framed and organized into symmetrical arrays;"
Taran (1979: 150-7) identifies a group of coordinating epigrams, which includes Leonidas, Antipater Sidonius, and
Meleager himself, by different authors that Meleager probably organized in this "interlocking way" in his anthology.
' Hansen 1914: 30-65; for Leonidas' ornate style, see Gigante (1971: 15-17) on Geffcken's assessment of Leonidas
(1896), or Gow 1965b: 308; Gutzwiller 1998a: 90, 90n108-9.

13¢ Thphr. HP 3.18.6.

7 Gow 1965b: 307, 599.

¥ This representation of Dionysus is in concordance with the archaeological record as well; see Sherratt 2004: 329-
330.
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leads nymphs in loud revelry. As it twines itself about the mast of a ship in another hymn to

139

Dionysus, Homeric Hymn 7, the movement and the quick growth of the ivy emphasize

Dionysus' power, as the ivy forces the ship to become immobile (dud' iotov &8¢ péhag
eiMooeTo ®000¢ / dvBeoL TnAeOdwv, xapielg &' €m ®aEmOg 0QMEEL, h. Bacch. 7. 40-41).'%
In Greek literature, the ivy symbolizes the divine inspiration of Dionysus and his power
that the chorus honor in their performance. In fragment 341 of Aeschylus, Apollo himself is
"ivied" and called the faxyeiopavtic, "Bacchic prophet.""*' In Sophocles' Trachiniae,'** as the

chorus shout the Dionysiac cry euhoi and "talk about the ivy twisting a Bacchic contest, the ivy

indicates the divine inspiration of Dionysus, and it symbolizes the circular dance itself.""* In fr.

%9 h. Bacch.7.32-44:

"Qg i i0TOV TE RO L0TIOV EAneTO VNOG. /
gumvevoev &' dvepog pécov tottov, apdt 0' do' dmha /
rnotravvoay: téyo 6¢ odiv épaivero Bovuatd oya. /
olvog ugv medTiota Oonv ava vija péhawvay (35) /
Ndvmotog nelduT' eVMING, dhovuto O' OO /
apPoooin: vattag ¢ tddog Aafe mhvtag iddvtag. /
avTira §' drpdtatov mad iotiov éEeTaviotn /
dpmelog EvBa nal EvBa, natengnuvdvto d¢ mollol /
Potoves aud' iotov d¢ péhag eihiooeto nocog (40) /
dvBeol tnheBdwv, xalelg &' Eml namog dpmEL: /
mavteg 0¢ ornalpol otedavoug €xov- ol 08 100vtes /
vil' 101 TOT' Emerta nvPegviiTnV Exéhevoy /

vi) ehGov: /

When he said this he drew up both the mast and sail of the ship./ So the wind blew the middle of the sail, and the
ship's crew stretched tight the tackle on either side;/ and swiftly a mysterious occurrence appeared to them. / First
of all, wine, sweet to drink and good-smelling / gushed up the swift dark ship, and the ambrosial odor was
overpowering, / and amazement seized all the sailors who watched. /| Immediately a vine stretched itself out
beyond the highest point of the sail | here and there, and many grape-clusters hung from it; then the dark ivy
twined itself on either side luxuriant with blossoms, and the beautiful fruit arose; / and all the rowers bore
garlands; and when the crewmen saw all of this / they then immediately ordered the helmsman to steer the ship
toward shore.
10 Gutzwiller (1986: 253) notes that #{ocog occurs only here in Homer, Hesiod, and the Homeric Hymns. G. (1986:
254) also calls the "supernatural speed" of its growing and its "entwining the mast and blooming fruit and flowers" a
"Dionysiac miracle."
LA fr.341: 0 mo0ebg AoV, 6 Baxyeidpavtig; Rutherford (1995: 118-120) discusses the characterization
of the tragic paean and says that the the wearing of ivy by Apollo associates him with Dionysus as well as with
song-dance in honor of "Paian" or himself as healer. Apollo as "Bacheiomantis" shows the affiliation of Apollo and
Dionysus as reflective of the mixing of genres, the dithyramb and the paean. The symbolism of ivy and its stricter
association with Dionysus himself and his powers, is clear in another Homeric Hymn to Dionysus (h. Bacch. 40 ff.);
S. Tr. 205 ff.; Rutherford 1995: 120.
"> Soph. Tr. 205ff.
3 As Rutherford (1995: 120, 134n33) says of Sophocles' chorus.
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75 of Pindar, Dionysus is the "ivy-knowing, loud-sounding god" who receives the gift of song,
sung with circular dancing. Ivy appears in similar contexts associated with song and Dionysus in
comedy, as seen in a call to the Hoophoe, who lurks in the ivy in Aristophanes' Birds (230-43),
and in Bacchic revelry of the choral dance in his Thesmophoriazusae (985-90). In this context,
ivy is associated with both movement and divinely inspired poetry. The action carried out with
ivy is a means of worshiping Dionysus, much like Dionysus' wandering in hymns, and so to
follow the god Dionysus often means to experience mad wandering under the control of
Dionysus, as the ivy itself performs.'**

Physical movement related to Dionysus, although not used to directly describe the ivy, is
often associated with its presence. The plant, however, is often associated with the potential
action of a person, god, or entity due to the power of Dionysus, and so it symbolizes a paradox of
action and inaction. In Sophocles' Oedipus at Colonus (674-5), during their praise of Colonus,
the chorus describe the ivy in reference to the location's association with Dionysus, and they
emphasize the sacredness of the place marked by the growth of the dark ivy. The growth of ivy
there stands in contrast to the otherwise uncultivated & dark nature of the place — not to be
walked on, unsunned, and unaffected by storms.'* The living ivy grows in contrast to the
darkness, and the lifeless nature of the place, through which sacred space living men should not
pass. Similarly in Sophocles' Antigone, in a dirge preceding her death Antigone describes Niobe
in a simile, like the clinging ivy that the gravestone subdues. The motion of the ivy "clinging,"

aTeVvNg, is representative of Niobe's death and her attempts to achieve an immortal state, as she

144 1. Bacch. 7.32-44; h. Bacch. 26; Eur. Bacch. 57, 85-87; Gould 1988: 5-7; Montiglio 2005: 79.

' Note the parallel here between the bearing of ivy and the abaton, or place not-to-be-tread-on; OC 674-5:

TOV Olvemov £xovoa ®Lo/o0v xal Tav dfatov Beod / puALEdA LuELORAQTOV AVIALOV /AVIiVEUOV TE TTAVTWY /
YELWDVQV. V' 6 Panyimn-/tag del Atovvoog éupateter Belawg aupurordv TOnvas. [Ch:] ...[674] it has dark-
colored ivy and [there] is the place belonging to the god, not to be trodden, unsunned with respect to its much fruit-
bearing foliage, and unblasted by any storms; so Dionysus, always frenzied with wine as he watches over [680] with
divine nurses, tramples there.

40



perpetually soaks (Ut dpDOL Tayrhavtolg) the mountain with her tears.'*® Thus, in classical
tragedy and comedy, the qualities of the living, moving ivy often stand in stark contrast to some
aspect of immobile lifelessness or inaction, even if the movement does not refer directly to
Dionysus.

Hellenistic poets often employ this paradoxical aspect of ivy's symbolism, yet its growth
or movement is associated with poetic fame within and without allusion to Dionysus. The
allusions to Dionysus seem to fit within the literary trope of what the god symbolizes; poetic
inspiration, mad wandering, immortal fame, mystical growth."”’ The ivy, once a way of referring
to the divine power of Dionysus, becomes its own paradoxical symbol of immortal, poetic fame,
but by the action associated with the plant, eternal yet clinging to the dead. The plant's
wandering action elicits immortal fame for whomever it clings to, thus it is a fitting symbol in
sepulchral epigrams.

Poetic fame is a means of celebrating the dead and enlivening their poetry, and bearing
the ivy symbolizes inspiration. Dioscorides (23 G-P = AP 7.707) demonstrates through the

1148

mouth of a red-bearded satyr named Scirtus, or "Frisky," ™ who guards the body of Sositheus,

that the poet Sositheus is just as worthy as Sophocles of receiving poetic fame because he "bore

6'S. Ant. 823-33; [Av] fjrovoa 81 huygotdtav 0AéaBar / Tav @ouyiav Eévav/ Tavidlov Suwdhe mog &- /
(825) now, TOV 1000Gg WG Atevig / metpaia PAdota ddpaoev,/ vat viv dpfoot taxopévay / dg GAatig avoarv,
/ yudv T 00dapd heime, (830)/ Téyyer 8' OT dpEUOL Tary- / vhalTolg depddag ¢ pe dai-/ pwv dpoloTdTay
noteVVAaleL, [An.] Indeed I have heard a most mournful thing, how our Phrygian guest, daughter of Tantalus, died
[825] on steep Sipylus, like clinging ivy the growth of a stone subdued her. And the rains, as is said by men, [830]
do not leave her melting form, nor does the snow, under the crags filled with weeping / she soaks the hills. Fate
leads me to a rest [833] most similar to hers.

T Burkert 1985: 412n3; for dithyrambos itself is an ecstatic hymn related to Dionysus' mythological yet mystical
rebirth, and vine clusters and vines embody a source of life given to man by Dionysus, thus singing the dithyramb
celebrates this tradition and Dionysus' chthonian symbolism, see Eur. Bacch. 528-533. Vines in general, ivy,
grapevine, et al., are associated with the intoxicating growth of the god's power, as in HH 7, Pind. fr. 124, Eur.
Bacch.299-327; Plat. Phdr. 244,265b; "mania" is a sort of madness associated with Dionysus, and is a sort of
blessed and divinely inspired mystical escape, to which mantic arts, prophetic powers that are seen as superior to
sanity, are related; Montiglio 2005: 73-76.

¥ Lehnus 1996: 295.
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the ivy" (éx1000¢p0EN0¢) for his choral dances worthy of Phlian Satyrs.'* The satyr notes that
his brother guards a tomb of Sophocles on the Acropolis. Interestingly, this epigram discussing
"Frisky" forms a pair with Dioscorides 22 G-P = AP 7.37, which is a dialogue between the statue
for the tomb of Sophocles and a passerby." In this poem the statue says that he ceased his
dance over the tomb of Sophocles when he died, whereas "Frisky," the satyr that guards
Sositheus' tomb in the other epigram above, discusses the dance of satyrs as more imminent
since Sositheus "bore the ivy." Although the ivy is born by Sositheus in a tomb, the bearing of
the ivy seems to continue with the dance of the satyrs and its virile thythm (23 .4-5 G-P = AP
7.37.4-5). Thus the bearing of the ivy has some relationship to poetic composition and poetry's
ability to flourish after death.""

This relationship between ivy's growth and eternal fame of poetry is upheld in another

epigram of Dioscorides (24 G-P = AP 7.708)."* In the first line (Dioscorides 24 G-P = AP

' Dioscorides 23 G-P = AP 7.707; Kijy® Zwoféov nopéw véxvv, §ooov év dotet / dhhog drt adfaiumv
NUETEQWV Z0PORATV, / ZniQTOg O TVEEOYEVELOG. £XL000DOQN0E YA ®VNQ / dElo Dhaciwy, val ua xoQoig,
Sathowv / #Nug TOV &V nouvoig Tedoapuévov H0eowy HOm / Hyayev eic pviumv mateid' avagyaioag, / nol
méhv elonounoa tov dooeva Aweidt Movon / vBudv, mpds T avdny EAndpevog peydiny / témtd 8¢ pot
¢0owv TOIOGg OVYEQLT nawvoTOpNOEls / TH) Prhorntvdive doovtidl Zwotbéov; 1, too, red-bearded Scirtus the
Satyr, tend to the body of Sositheus as one of my brothers guards Sophocles on the Acropolis. For that man bore the
ivy, indeed with his dances, worthy of Phlian Satyrs, and he led me to grow in fresh ways, as part of the memory
inherited by our ancestors, and I reinvigorated the virile rhythm for the Doric Muse, and drawn to great song, I
practiced it and his impression was freshly cut 7 times by my feet [poL ... oUeQl]?, as by innovative Sositheus.

%% Gow 1965b: 254; Dioscorides 22 G-P = AP 7.37; TOuBog 68' o1, hvOowme, Sopoxrréog, Ov mad Movodv
/1My moeBeainy iegog v Ehayov: / &g pe Tov éx PAodvtog, €Tt Teiolov matéovta, / Eivivoy £¢ yoUoeoV
oyfuo pednoudoato / xol Aemtnv évéduoev ahovpyida- tod d¢ Bavovtog / eVBetov dpyNoThHV THO'
avémavoa moda. —/ ,,OApLog, dg dyadnv Ehayes otdowv: 1 8' évi xeQoi / oVQLUOG €% Toing 1jde
ddaonaling" —/ Eite ool Avtiydvny eimetv dpihov, obx v audgrols, / eite ol Hhéxtoav: dupdtegal yo
dnQov. (a) This, sir, is the tomb of Sophocles, which I obtained by lot to guard on account of a sacred pledge from
the Muses. It was he who transposed me from Phlius, where [ walked the tribulum, a figure made from oak into
gold, as he dressed me in delicate purple. When he died, I ceased from a beautifully-arranged dance where my foot
is here. (b) Blessed are you who obtain by lot such a good station; and so this here in my hands is the mask of a girl
with short hair from which production? (a) Whether you speak of it as Antigone, or even Electra — you would not be
wrong in either case, since both are the best.

Bl cf. Gow (1965b: 256) says that the Greek verb "to bear ivy" itself means "to win success in the theater;" this
translation is far too limiting.

"2 Dioscorides 24 G-P = AP 7.708; T® xoumd0y0dd®, o0pn xovi, ToV Ghdywva / xoc0v DmeQ Tufou
Covro Mdéywvi dpépolg: / ov Yo Exels xundfva morlipmhvtov, dALG TL Téxvng / dElov doyaing Aelpavov
nuotecas. / todto ' 6 mpéafug €pel- .. Kénpomog mol, nal mapd Nelhw / Eotv 81’ év Motoalg doLpy médune
Ovpov. (Paton 1925: 377 trans.) "Light earth, give birth to ivy that loves the stage to flourish on the tomb of Macho,
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7.708.1), the earth is invoked to give birth to ivy (niooov...¢p€polg) that loves poetic contest
(phdryova) and lives (Cdvta) above the tomb of Machon, writer of comedies, since he is what
has remained (Ae{\pavov) of the ancient art. Thus, the growth of the ivy guarantees poetic fame
while the poet is dead, and solicits the recognition of all passing by to see it. Ivy represents
perpetual action, and so perpetual achievement of poetic success at the end of life, although it
clings to tombs.

Ivy represents both immortal fame and a journey toward achieving it in Callimachus 57
G-P = AP 9.565.4." The epigram addresses Bacchus, suggesting that the poet Theaetetus has not
yet received fame, or ivy, because Theaetetus followed a pure path, i.e. a fresh writing style that
is different from poets who have achieved ivy."”* Theaetetus could have traveled the accustomed
route to an ivy crown (¢71L ®LooOV) — but instead he wrote freshly, with wit, and so Hellas will
grant him fame as they praise his immortal wit (éel codinv)."> Callimachus is playing on the
paradoxical meaning of ivy here, since it is symbolic of immortal fame that is the reward for
one's poetry, but also is ironically symbolic of average poetic accomplishment. Ivy is a
commonplace reward for poets who follow a common path, or write in a dull style lacking wit.
Thus, ivy's paradox highlights Theaetetus' original writing style. His "pure path" will always

have wit, while other poets' ivy will be a dead-end.

the writer of comedies. For though holdest no re-dyed drone, but he whom though clothest is a worthy remnant of
ancient art. This shall the old man say: 'O city of Cecrops, sometimes on the banks of the Nile, too, the strong-
scented thyme of poesy grows.""

153 "HAOe Ocaitnrog ®afagnv 686v- i §' &l 11000V / TOV TedV 0VY, ahty, Béxnye, néhevOog dvyel,

Ghov pev uhouxreg € PoayLv olivopa xawpov / ¢pBéyEovtar, xelvov 8' 'EAMAG el codiny. (Theaetetus
walks on an pure path and if /a different path leads to your ivy, Bacchus, / then heralds will profess the name of
others for a brief time, / but of that man Hellas will profess his wit.)

%% Call. Aet. 25-28; Clayman 1980: 51; cf. Cameron 1992: 305; Arat. 783: et} uév »a0aof te...; Callimachus
57 G-P = AP 9.507; the two ideas of what is pure and narrow are clearly linked in Aratus, and in Callimachus'
epitaph for Aratus, this stylistic quality is repeated in honor of Aratus, thus noting that Callimachus has these
attributes of poetry are linked elsewhere.

153 Raines (1946: 90) states that the ivy reference identifies Theaetetus as a comic poet, thus the translation of
oodinv as wit.
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An epigram of Euphorion, 1 G-P = AP 6.279, relies entirely on the symbolism of the ivy
to represent the journey toward manhood and poetic success.'” Ivy becomes the defining quality
of masculinity, as Eudoxos has shed his boyhood with the cutting of his hair, in exchange for del
000G AeEOUEVOG, or "ever growing ivy," i.e. "topical down.""’ Ivy marks the transformation
Eudoxus will undergo, while highlighting the exchange for the dedication to Phoibos. The ivy
represents both the growth that Eudoxus will receive, and also the end of his youth. Considering
that the ivy is forever (del) growing, the capacity of "forever" implies a sort of immortality, like
the fame from poetic success that lives beyond death. The ivy, however, since it replaces the
lock (&vti 8¢ ol mMhorapidog), may be more closely associated with his head, and thus the ivy
crown awarded in a poetic contest may be a factor as well."”® These implications of the ivy
metaphor are not mutually exclusive, and thus the well-famed Eudoxus may be both entering
manhood and embarking on a successful career as a poet. Both metaphorical paths, to either
manhood or poetic success, will hopefully result in beauty that is permanent.

The ivy has more direct associations with sexuality, or more specifically assertive sexual
attraction, with the figure of Priapus in an epigram of Theocritus (19 G-P = AP 9.338)."”

Theocritus describes Priapus as the one who "fastened yellow ivy on his attractive crown"

(HLo00V €Q' LueQT® ®EOTL RAOATTONEVOC), as he pursues Daphnis into a cave, while Daphnis

156 Tomtag ommot' EmeEe nahag EvdoEoc £0eipac, / Poifw mardeiny dracev dyhainy. / avi 8¢ oi
mhorapidog, Exnpole, vdihog énein / dyaovi0ev del noo0g aeEduevos, When Eudoxos cut his beautiful first
locks, /he gave his youth to Phoibos as an adornment. / And for himself, in exchange for the lock, far-darter, may
beauty be present, / since the ivy from Acharnia is ever growing, (Euph. 1 G-P = AP 6.279).

7 White 1979b: 123.

¥ Gow 1965a: 98.

Y Eddeig puhootodTL TEdW, AddVL, 0D e nerpondg / Apmadov: otdhxnes &' dgTumayels av' dom; / dyetel
0¢ tu [Tav nal 6 Tov npoxdevia Ipinmog / #ocov €' ineTd ®QaTl ABATTONEVOS / AVIQOV E0W OTE(XOVTES
opdoboL. dALA TV dedye, / pedye, uebelg Vmvou ndpa Tratayeouevov. You sleep on a leafy bed, Daphnis,
after overworking your body and stopping to rest, when you set the newly-made stake on the hill, / even though Pan
hunts you and with Priapus, who fastened the yellow ivy on his attractive crown, / they both pursue [you] inside the
cave for one purpose. But you should flee, / flee, as you let go the lethargic state of sleep that is overcome,
(Theocritus 19 G-P = AP 9.338).
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sleeps after ending his wandering.'® The phrase stands in the middle of the poem, as if to
provoke the ensuing action, although the ivy itself is fixed. The ivy fastened to the head of
Priapus perhaps alludes to his previous attendance at a symposium, or some form of Bacchic
revelry;'®' the ivy dually emphasizes the motion of the god as well as the potential sexual action
and arousal.'®> Although the ivy itself is not growing, his stationary crown is made desirable by
the ivy, and so solicits action on account of the ivy.'"

Interesting to note is the parallel structure of the two participles in Theocritus' epigram,
ro0amTopevog and natayoouevov; the direct object of the former is the ivy itself, by which his
head is made ipeQT®, or "sexually desirable," while the latter participle modifies the sleeping
state of the unknowing, sexual prey, Daphnis, who will be subdued — the actions are halted in
motion, since the gods are about to pounce and Daphnis' sleep is about to be interrupted.

Priapus' aggressive motion is noted as he invades (€0w otelyovteg) the cave with Pan, and as
the poem charges Daphnis to respond to his pursuers by commanding Daphnis to flee (¢pedye)
from them, since Daphnis' stationary body (c®uo ®exponog aumoboyv) is sleeping yet about to
be aroused (rataypopevov). The sexual nature of the chase is clear, and the crown of ivy rests
on the head of the pursuer, who is by nature armed and ready with an erect phallus. The presence
of the ivy on the head of the moving Priapus contrasts the immobile state of the sleeping
Daphnis.'* Regardless of its sexual connotation, the ivy is used to enhance some potential action

in Theocritus' epigram. If we are to assume that ivy alludes to some association with poetry, this

160

cf. aumadov in S. OC. 1113.

11 AP 9.363 and AP 9.524; neither of these epigrams of book nine, however, are included in Gow's 1965 and 1968
collections from Hellenistic Epigrams or The Garland of Philip.

192 Theocritus 21 G-P = AP 9.433; Raimondi (2000: 136) points out that AP 9.433, in which there is an invitation,
presumably from Priapus for Pan and Daphnis, "standing inside the cave shaggy with hanging greenery," to wake
Pan up with their poems, which seems to be a 'vendetta' in continuation of AP 9.338.

163 ¢f. Gow 1965b: 535 who fails to mention the sexual connotation of ®aToryQOuEvoV, and so he provides a dagger;
cf. Paton (1925: 183) prints o TaQOUEVOV.

164 Cf. also an anonymous epigram (36 G-P = AP 5.200), where the ivy crown of a hetaera is also sexually alluring,
as she dedicates to Priapus; Gow 1965b: 578.
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epigram may imply that poetry is given in an exchange for sexual favor, but ivy provides a
symbol of exchange between pursuer and pursued.

Ivy appears inseparable from its symbolism, and among its many applications, it
symbolizes a sort of paradox between action and inaction. Meleager pushes the limits in his own
use of the metaphor outside of the proemium to the Garland in order to emphasize his own
yearning to produce poetry. Although his use is resonant of the classical incorporation of the
plant to reference Dionysus as patron god of poetic contests, the paradoxical nature of the god's
symbolism is still present.'® In AP 9.363,'° ivy is the clustering bloom with which men crown
their heads in celebration of Dionysus, who is giver of the grape, pepeotadpiw; growth and

production characterize both ivy and grapevine, and both are associated with the dance of

19> Meleager considers paradox as part of the nature of Dionysus, as in Mel. 127 G-P = API. 9.331, where Bacchus
metaphorically refers to paradox of water and fire and their respective properties as related to his birth from fire and
the nymphs response of bathing him, as well as to the mixing of water and wine and the fire passion that results if
wine is not mixed with water; Ai Noudor tov Banyov, 6t' éx muoog fHiato nobog, / viyav vmeo tédong dott
nvhopevov. / totvera ovv NUpparg Boouog dpihog: f)v 0€ viv elpyng / ployeoBat, 8¢EN b €t xadpevoy,
The Nymphs washed Bacchus when as a boy he rose out of the fire, above the ashes exactly where he was rolling.
Therefore, for that reason, Bromios is a friend to the Nymphs, but if you prevent them from mingling, you will
receive fire that is still burning. (Mel. 127 G-P = API. 9.331).

' Meleager APL. 9.363: Xei{patog Nvepdevtog ' aiféog oixopévolo/ moedpueén peldnoe peoavOiog slagog
Wom. / yaia 8¢ nwvavén yhoeonv éotéyato moinv / wat putd Bnifjoavta véolg éxdunoe metirols. / ol '
amolv mivovteg deEipitov dpdc0ov "Hobg / Aeypudves yehomatv dvoryopuévolo 96doto. / yaipeL nai auyyt
vouevg év 8peoot Ayalvav, / nal mohols éoidolg Emrtégmetal aimdrog aiy@v. / 10m 0¢ mhwovaoy € eVpéa
noporto vobtol / vol) ampdvto Zepov Aiva nolnnoavieg. /110m 6' evdlovol pepeotadpvip Atoviow /
dvOei Potovodevtog epepduevol totya nocod. / Egya Ot Texvievta fonyevéeoot pehlooats / xald péhet, nol
olpPrw edpruevor ¢oyatovtar / Aevrd moAVTENTOLO vedEEUTA RAMAED ®NEOD. / TTAVTY O' 0pVIBWV Yeven
Myvdwvov deldet, / dAnvdveg meol ndpaL, xeldoves apdl péhaboa., / whuvog €' 8xBatoty motapod xol VI
dhoog andmv. / €l 0¢ putdv yalpovol ropon ol yoio T€0nhev, / ovollel 08 vouevg rval TéQmeTal ehxoua
pfra / nol vadtor TAovot, Aldvvoog 8¢ yopetel / nal péhmel meteetva val ddivouot péhiaoal, / T ov ¥oM)
2nOl A0LOOV €V glagL nalov dgloan; When windy winter goes away from the sky, and the purple day of flower-
bearing spring smiles, then dark blue earth encircles herself with verdant foliage, and the blossoming plants sprout
new leaves. The fields drinking tender dew of plant-nourishing Dawn laugh when the rose opens. The shepherd
singing in the hills enjoys his pipe, and the goatherd delights in the grey kids. Then sailors sail over the broad
waves, filling their sails with the misery-free wind of Zephyr. Then, immediately, as they crown their heads with the
blossom of clustering ivy, they shout "euhoe" to Dionysus bearing bunches of grapes. Then, the bees born of ox tend
to their skillful deeds, as they, sitting in their beehive, work on the white, fresh-flowing beauty of the porous
beeswax. Everywhere [each] variation of bird sings sweetly, the kingfishers around the sea, the swallows on each
side of the house, the swan by the banks of the river, the nightingale by the grove. If the leaves of plants rejoice and
the earth blooms, and the shepherd plays his pipes and delights in his well-fleeced flock, and sailors sail, so
Dionysus dances and winged creatures sing, and bees work hard, how is it not necessary for a poet also to sing
beautifully in the spring?
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Dionysus, as well as reward for poetic production. The negative rhetorical question at the close
of the poem, however, not only notes the author's desire to produce poetry alongside all of this
burgeoning production of spring, but also suggests that this action is frustrated by some
challenge; he asks "how is it not necessary for a poet too to sing beautifully in springtime," much
like the Chorus in Euripides' Bacchae ask "I sing the euhoe for Bacchus; who is in the way, who
is in the way? Who is in his halls? Let him get out of the way, let everyone keep his mouth
pure, for I will sing of immortal Dionysus and his practices!" (...B&x-ylov evalouéva. tig
00, Tig 00ML; Tig / pehdBools; Extomog €0Tw, / oTONA T VPOV dmas €Eootovobw: / Td
vouoBévra yo aiel / Atovuoov Uuvnow. E. Bacch. 64-70). The questions expect the
response — "noone is in the way," as the Chorus announce that they will honor Dionysus with
song. The ivy is a symbol of growth and poetic production, and the transitional nature of the
beginning of spring, and the transgressive character of Dionysiac ritual itself. Spring as a
transitional season marks the end of winter with the beginning of warmer weather, as the growth
of ivy shows. This poem begs that beautiful poetic production is a natural response to the new
growth of spring, yet the frustration expressed with the rhetorical question demonstrates the

idleness and lack of inspiration that once was.

IV. Ivy as wandering in Leonidas and Meleager
In the following epigram by Leonidas of Tarentum himself (Leon. 97 G-P = AP 6.154),

the paradoxical nature of ivy is clearly emphasized.'”’

Avyoovoup téde Tlavi xai ebootijor Avain
meéoPug nai Nopparg Agrag £€0mue Blitwv:

"7 Gow (1965a: 136-8) includes this poem under those uncertainly ascribed to Leonidas, although he states (1965b:
393) that the alternative ascription in the manuscript to Gaetulicus does not seem to deserve credence.
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IMavi pev dotitorov yipagov ovpmaiotogo untedg'®,

w0000 d¢ Boopuion ®Adva molvmhavéog,
NOppoaig 8¢ ontegiic evmoinihov dvBog 0mmEng

PUALOL TE TETTAUEVOV OLUOTOEVTO QOOWV.
ave' ®v edhudgov, Noudpal, 16de ddpa yégovtog

avEete: [1av, yhayegov: Barye, molvotddurov.
Old man Biton the Arcadian dedicated these things to rustic Pan / and to Lyaeus who cries Bacchanal, and
to the Nymphs; / firstly to Pan he dedicated this newborn he-goat, playmate of his mother, / secondly to
Bromios this stem of much-wandering ivy, / then to the Nymphs, a variegeted flower of summery shade /
and the blood-red blossoms of budding roses. / For these things, increase this house of an old man with

water, Nymphs, / and you, Pan, milk, and you, Bacchus, many clusters.
(Leon. 97 G-P=AP 6.154)

Leonidas directly describes the action of the ivy as much-wandering, nokvn)»avéog,wg as
a rustic old man Biton dedicates twigs of the plant to Dionysus in exchange for a grape harvest.
The cultic names Bromios combined with the ivy allude to cultic ritual associated with the

170

god; " Bromios and Lyaeus (loosener) note the boisterous nature of Dionysus, his association
with death,'”" yet also worthy of note is the name's association with rustic life."””

The ivy here, although it is an inanimate object being dedicated, symbolizes growth, as
does its much-wandering, much like the ivy for beard in the epigram of Euphorion above.'” The
exchange of the ivy for grapes closely associates the vine of either plant, ivy or grapevine, with
the properties of Dionysus. Leonidas emphasizes ivy's active growth as he stresses its wandering
nature, but ivy still remains paradoxical. Because the ®xA@va, or twig, is the actual portion of the

ivy that is being dedicated, the adjective "much-wandering" ironically suggests the opposite,

since the dedicator has literally picked off the growth of the ivy-plant in exchange for the growth

"% Gow (1965a: 138n3) changes the Doric form potog preserved in codex P and Suidas to untoog without
explanation.

1% Gow (1965a: 136-138) includes this poem under those uncertainly ascribed to Leonidas, although he states
(1965b: 393) that the alternative ascription in the manuscript to Gaetulicus does not seem to deserve credence.
' Burkert 1985: 166; The chorus in Ar. Nu. 311 use the name to celebrate festivity.

"' In E. HF. 893 the staff of Bromios (Boopiov) is described as waving along with the crash of cymbals and
dancing, to accompany the vengeance that plunges Heracles into madness, as he seeks the death of his children.
172 A. Eum. 24; Detienne 1989: 45.

'3 See discussion of Euphorion 1 G-P = AP 6.279 above.
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of grapes.'” In line 8, the mohvotddpulov, "rich in grapes" stands in the same position as
moAvmhavéog, "much-wandering" in line 4, and the exchange suggests that a seemingly fruitless
item or activity may be fruitful. Both vines are traditionally closely associated with Dionysus, to
whom the branch is dedicated, thus the exchange is naturally understandable.'” Ivy in Leonidas'
epigram is once again a paradoxical symbol of growth and lack thereof, wandering and
immobility.

The rusticity of the dedication both characterizes the dedicator as such a rustic, and also
suggests ivy's association with rustic life, a recurring theme in Leonidas' epigrams. The fourth
line of this epigram of Leonidas is directly quoted by the Suda to define 100010V, or the ivy-
carved, wooden drinking cup used by the Cyclops (Od. 9.346) and Eumaeus (Od. 14.78 and
16.52), and this usage is seen in other Hellenistic poets as well.'’® This drinking cup, in its
wooden nature, is a symbol of rusticity; since Leonidas' epigrams, like this one, often discuss
rustic men and women, the Suda seems to be quoting him to reference the cup's association with
country life."”

Motion, or wandering, is not completely absent from this association between ivy and
rusticity. Both are also typical characteristics of the god Dionysus, whom ivy commonly
represents, yet the Suda's quotation of this poem in defining a tool used in the Odyssey is curious
and so suggests of a literary quality to the plant. Because Theocritus also mentions the ivy cup

in Idyll 1, this reference in the Suda to Leonidas may show a relationship between how these

'™ The xM@va. references a lifeless part of a plant, as is clear in the differentiation between branch broken off and
branch connected to tree in S. Ant. 712-4 ¥A®vog...a0TOmEeV' and in Theophr. CP 1.3.1, which says that the
nh®va is a part that is not entirely life-producing.

' Brown (1969: 168-170) stresses how both vines are related to Dionysus's thyrsos, which is linguistically similar
to Hebraic vocabulary associated with vines; E. Ba. 706-711; in mythology, Dionysus first gave the grapevine to
Oineus, as exemplified in Apollod. 1.8.1; Hyg. 129, etc.

16 e.g. Call. Aetia fr. 178.12; Posidippus A-B 122 4.

"7 For further confirmation, see Athenaeus' Deipnosophistae (Ath. 11.53), which states "so the ivied-cup, he says, is
always spoken of when rustics get together" (10 Y@ ®L.000BLOV, PpNot, Aéyetol € ovvOdoU Aygouri|g, EvOa
mpoonxel pdhota 1o EVALVOV motfiolov); Dale 1952: 131.

49



authors of southern Italy represent rusticity and Dionysus. In an article that discusses the
relationship between such an ivy cup in Theocritus Idyll 1.27-31 and Homeric Hymn 7.40-41 to
Dionysus, Gutzwiller notes how Theocritus stresses the importance of the motion that is
suggested in the description of the ivy, as in the Homeric Hymn to Dionysus.'”™ The character
Thyrsis'” in Idyll 1 also seems to be a joint allusion to ivy and Dionysus, thus the ivy cup in
Theocritus seems to allude to the rustic nature of bucolic characters involved, as well as
Dionysus as god of wine. Nevertheless, "ivy-wood" seems to be a material common to wine-
cups, such as Heracles holds in Euripides' Alcestis 756."*

In Leonidas' epigram, the symbolism of the ivy goes beyond simple rusticity. In the
fourth line it is described as molvmhavéog, "much-wandering," a rarely used adjective that
stresses the plant's nature as burgeoning and actively mobile, and also unkempt, and set in a
rustic setting."®' This adjective provides a link between the ivy, or epigrams of Leonidas, and the
epigrams of later poets in the Greek Anthology as well. In AP 9.669, Marianus Scholasticus, an
author of the 5" or 6" century CE, applies this same adjective, mohvmhavéog, to describe a
weary traveler, who is bidden to recline on riverbanks that are engarlanded with ivy."® Since the
adjective modifying the ivy in Leonidas' epigram and modifying the traveler in Marianus
Scholasticus is so rare, and since Leonidas' epigrams are called ivy in the introduction to
Meleager's Garland, perhaps Marianus' poem recalls the itinerant description of Leonidas' ivy in

Leon. 97 G-P = AP 6.154. The rare Leonidean use of this particular compound adjective

'8 Gutzwiller 1986: 253-254.

' Buripides refers to the thyrsos as the ivy-knotted bolt; Eur. Ba. 25; 00gcov te dovg ¢ yeloa, nioowov Bélog.
"% Was it in drinking from the ivy cup that Heracles is able to bring the dead to life, so further perpetuating ivy's
paradoxical representation? Heracles's insulting behavior to his hosts is caused by his drunkenness, and his
embarrassment about his drunken behavior incites him to bring Alcestis back from the dead.

'8! There are only four uses of the same compound form of the word before or contemporary to Leonidas; Hecataeus.
FGrH, 12a3; Eur. Hel. 203; P1. Plt. 288; Man. Hist. FHG 78. There are only one-hundred and ten total uses of this
word in all of Greek literature.

82 Marianus Scholasticus AP 9.669.
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influences its use in later epigram, and this sort of refashioning is a common feature in the
composition of epigrammatic poetry in general, particularly among anthologies.

An epigram of Antipater Sidonius (52 G-P = AP 6.287) uses the same adjective to
describe the river Maeander, and the much-wandering Maeander refashions an epigram of
Leonidas on the same theme, and perhaps uses the adjective to recognize Leonidas as its
inspiration. '*> Antipater's epigram that describes the river as ToAvmhavéog directly mimics an
epigram of Leonidas (Leon. 40 G-P = AP 6.286)'* that does not use the same adjective for
"much-wandering," and wherein the Maeander references a pattern that one embroiders, the
wandering motion of the river, and the maidens themselves as they weave."®’ In Leonidas'
epigram, the Maeander pattern of the maidens lives on as an ekphrasis of the three girls rivaling
each other in weaving; the pattern represents the weavers themselves, and the positions of their

names simulate the zig-zag like the motion of the Maeander river.'® In Antipater's epigram, the

'3 Cf. Gow 1965a: 28nLVIL4: yo mahpmhavéog C supr.for mohmhavEog;
‘Agtept, ool TahTav, umdebeve, TOTVA Yuvaxr®V,

Tov plov ai Torooal TECav Vonvaueda.
not Butin pev taode yopolaréag ndpue xovag

MoEA te Mawdivdpov getbpa molvmhavéog:
EavOa 8" Avtidvelpa TOV ayy60L phoato ndbouov

OGS AOL(L TTOTAUOD REXAMUEVOV AayOVL
TOV O¢ VU 9eELTEQMV VAOUDV TEAAS LIOOTAAULGTOV

tovTov ém omBopnv Bittiov vicaro.
Artemis, for you, fair maiden, queen of women, we three wove this border. Bitie wove the dancing girls and the
crooked stream of much-wandering Maeander. Blonde Antianeira decorated the pattern that lies on the left side of
the river, and Bittion that on the right, measuring a span and a palm, (Antip. Sid. 52 G-P = AP 6.287); this
description of the river Maeander as "much-wandering" occurs also in Orph. Argonautica 154, which is undatable.
¥ TR mETNG T pev dxga T deELd péyoL TOAALOTAS
not ombopic obAng Bittiov gigydoato:
Batepa &' Avtidivelpa TQOoNEUO0E: TOV 08 PeToED
Matavdgov xat Tag modevinag Buin.
noVQAV naAAioTn Aldg, AQTep, TODTO TO Vijua
OGS YPuyfic Being, TNy ToLmdvnTOV EQUV.
Bittion worked the embroidery on the right side as far as / a measure and a palm of wool, / and Antaneira attached
another portion, and in the middle [of them] / Bitia [attached] the Maeander and the maidens./ Artemis, most holy
here is this thread for the favor of your divine breath in [their] thrice-toiled competition. (Leon. 40 G-P = AP
6.286).
185 Gow 1965b: 349; cf. Gow 1965b: 76-77 and Paton 1927: 453.
'8 Maeander is also noted as having three bends; see n108 for Leonidas 40 in which the name Bittion is in the
second line the lead dactyl of the second hemistich, Antianeira is a dactyl trochee before the weak trochaic caesura,
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girls' names are written in a diagonal pattern, rather than a zig-zag."®” Thus Leonidas' epigram
that describes the pattern paradoxically brings divine life to the yarn cut for Artemis and to the
girls who have spun it into a pattern that, in its thrice-fold divisions, perpetually portrays their
rivalry in weaving, as well as the wandering direction of the river.'® The seemingly aimless
motion of the river becomes the purposeful direction of the maidens' design and dedication to
Artemis. Although Leonidas' epigram lacks the adjective for much-wandering, the much-
wandering nature of the river is still present, and so Antipater's epigram seems to reflect
Leonidas' theme with the addition of the adjective and denotation of the river itself.

Although Philip 58 G-P = AP 11.33 is a later epigram not in Meleager's Garland, but in
Philip's Garland, and although it does not use the same adjective for "much-wandering," the
epigram makes similar use of ivy and the cult name Bromios for Dionysus. Philip's epigram
personifies ivy as wandering furtively, as it chokes a grape-vine, and the ivy is addressed as

'8 Here,

M&BoLov, stealthy, Egmnotn|v, creeping, and with a oxohdv mdda, wandering foot.
however, the name Bromios is used metonymically for wine in the last line of Philip's epigram,

which wittily remarks, "so, [ivy,] you do not bind me, but you destroy yourself; for who should

Maeander comprises the first three long syllables of the fourth line, then is followed later in the line with Bitie short
short long, an inversion of the rhythm of Bittion, then in the fifth line, like in the second, the name of Artemis in the
vocative mirrors the position and dactyl of Bittion, although Artemi is in the line of hexameter and Bittion in
pentameter. Cf. Leonidas 42 G-P =AP 6.289.,in which three weavers are listed next to each other in the first line,
then the positions of the articles representing them as "the first", "the second," and "the third" - & pev...a
0¢...q...0¢, at the beginning of the second, third, and fourth lines of the eight line poem respectively. Compare also
Leonidas 41 G-P = AP 6.288 where the tools are also listed next to each other, rather than in some other pattern.

"7 The girls mentioned in the epigram of Antipater Sidonius are Bitie, who is in the first foot of the third line, while
Antianeira comprises jointly the entire second foot and beginning trochee before the trochaic caesura of the third
foot in the fifth line, and Bittion begins the second half of the pentameter in the eigth line.

'8 This epigram alludes to the cult of Artemis Leukophryene at Magnesia, where a local cult had been established
for her. There are a number of inscriptions regarding an epiphany of the goddess in 221 BC, and a temple that was
established for her, although not until the early second century BC, along with a festival in 208 BC. See Sumi 2004:
86.

"% Interestingly, in an epigram (36 G-P = AP 6.300 — see later in this paper below) where Leonidas names himself as
both wanderer (€« TAAVLOG... Aewvidew) and giving a dedication, Leonidas addresses a "Lathrian goddess"
(A0Bgin) who is commonly accepted as Aphrodite.
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take ivy on his temples without first mixing wine?"'® Thus, the wandering nature of ivy, as
Leonidas describes it above, is a characteristic of the plant's allusion adapted by Philip as well,
perhaps in following Leonidas' model. Perhaps Meleager reflects on these allusions to the
"much-wandering" trope as reference to Leonidas' epigrams in other authors, like Antipater
Sidonius, and perhaps this symbolism of ivy for Leonidas' literary wandering permeates in
epigrams that later authors, like Philip, incorporate.

In his prooemium to the Garland, Meleager does not directly mimic Leonidas' epigram
(Leon. 97 G-P = AP 6.154) in his ascription of the ivy to Leonidas, so far as I can see, but he
may perhaps be referencing it. Unlike Leonidas, Meleager describes only the blossoming
clusters of the ivy plant. He does, however, use the term xA@®va, for the stem of plants in his
ascription of the laurel to Samius (Meleager 1.14 G-P = AP 4.1.14) one line previous to his
discussion of Leonidas' ivy; Meleager also uses the same word for "stem" in reference to Plato's
golden bough (Meleager 1.14,48 — AP 4.1.14,48). Considering the variation that Meleager often

"!'it would not be surprising if he is transferring the use of xA@va

employs in the prooemium,
from its allusion to ivy in Leonidas' poem, to Samius' dark-leaved laurel branch in the line
previous; xA®va, however, is not generally an attribute specific to ivy, and so we cannot
conclusively say that he has Leonidas' use in epigram Leon. 92 G-P = AP 6.154 in mind.

There are other differences between Leonidas' and Meleager's applications of ivy, thus it

is not clear that Meleager, in his prooemium, is directly referring to Leonidas' description of the

ivy, but the coincidence of the references is curious. Meleager applies the epic genitive singular

' Gow 1968a: 337.

I Gow (1965b: 596) remarks how Meleager transfers epithets for variation from poet to plant and plant to poet "by
attaching to the former an epithet applicable to the latter, or vice versa." Although Argentieri (2007: 153) says that
"the order of the poets seems random," he goes on to suggest that certain poets accompany others in the proemium's
organization of names, and so "it may be no coincidence that among the first eight poets five are women, or that
Posidippus, Hedylus, and Asclepiades, friends, operating in the Alexandrian court, occur side by side."
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ending, whereas Leonidas uses the Ionic ending; the choice of dialect is consistent throughout
each respective poem. The OaleQovg...x0QUuPoug, "thick" or "blossoming clusters" in
Meleager 1.15 = AP 4.1.15 is a phrase completely absent from Leon. 97 G-P = AP 6.154, and, as
mentioned, is more likely a reference to Leonidas' ornate style, the number of his epigrams in
Meleager's collection, or that Meleager has edited his Garland to include "clusters" of Leonidas'
epigrams. As discussed, the phrases that modify plants in the prooemium regularly have the
capacity to reflect Meleager's editing of his collection, whereas the plant itself seems specifically
reflect the mark that each individual poet has made on the Greek literary tradition. Considering
that the ivy is described as much-wandering in Leonidas, the ivy itself seems then to be a
symbolic reference to how this theme occurs in many of the poems of Leonidas.'”> Meleager is
reusing this symbol and its parts, or the "blossoming clusters of ivy" to remark on both his
editing of the many epigrams of Leonidas he incorporates and a frequent theme in Leonidas'
epigrams.

Associations with ivy as representative of death, wandering, rusticity, and poetic fame
seem to be natural references to principal themes in Leonidas' epigrams which Meleager captures
in the preface to his Garland. Meleager, through his description of ivy and ascription of this
plant to Leonidas in his Garland, highlights these important themes in Leonidas' work and points
to the need for an examination of these themes in the rest of the collection and in the literary
persona of Leonidas of Tarentum.

Chief among these themes is "wandering," which is a paradoxical conflation of stillness

and movement. In no place in Leonidas' epigrams is the paradox of wandering more evident

92 See Tueller (2008: 205) on the keen sensitivity to semiotic issues within Hellenistic sepulchral epigrams, in their
tendency to blend old elements of the genre with the invention of new characters.
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than in Leon. 93 G-P = AP 7.715, his "autobiographical" epitaph.'®’

IToAlov &t Trahing xelpon x0ovog € te Thoavtog
7dTENG, TOUTO 8¢ poL TnEdTEQOV BavdTov.
toloUtog mhavimv dfLog Blog, ahhd ue Motoon
€otepEav, Auyo@v O’ AvTL HelQOV €Y,

oVvopa &’ ovn fuuoe Aewvidou: avtd pe ddoa
unovooer Mouvoéwv mdvtog ' Neliovg.

Far from the land of Italy I lie, and far from Tarentum, / [my] homeland, and this thing itself is more
bitter to me than death, / such is the lifeless life of those who wander, but the Muses loved me, / and 1
have something honey-sweet instead of gloomy things. So the name of Leonidas did not perish; these

gifts of the Muses proclaim me for all days.
(Leon. 93 G-P = AP 7.715)

In line 3 of Leon. 93 G-P = AP 7.715, the paradoxical nature of wandering is clear in the
description of wanderers as a sort of living dead, &fpLog Piog, like the paradoxical nature of ivy,
forever growing, but still clinging and attached to what is immobile. The term mhaviwv, like
moAvmhavéog that describes ivy in Leon. 97 G-P = AP 6.154 above, implies a path that is
apparently fruitless, but rewarded in the end. We find out these rewards in lines five and six,
when the gifts of the Muses, or perhaps the poetry inspired by the Muses, behave like public
heralds as they announce («noUooe€l) the name of Leonidas. Like the ivy that is paradoxically
both much-wandering and broken off for the dedicatory epigram the ivy (moAvmAavéog, Leon.
97 G-P = AP 6.154), the fame of his epitaph will jointly grow, yet persist without change through
the sepulchral epigram, which petrifies Leonidas' name. In context, this public announcing of

"me" (ue), or Leonidas, refers to the reading aloud of his name as a stationary part of an epigram

'3 The epigam was probably included in Meleager's Garland, according to Gow (1965b: 390-391), whether the
epigram is "by Leonidas of Tarentum or not, it is in a Meleagrian context;" I disagree with his following statement,
however, which says that it is from this epitaph that we can glean biographical information about Leonidas of
Tarentum. Since there is nothing to support factual representation of Leonidas, the context of this epitaph may have
been an entirely fictional representation; Gigante 1971: 20; In terms of the authenticity of the poem's ascription to
Leonidas of Tarentum, see also Gutzwiller (1998: 108), who, after discussing the tradition of denying the
authenticity of this epigram, follows Gigante's argument against such doubts of Leonidas' authorship.
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on a tombstone heralded permanently, for all time (stévrog € Highiovg)."™ Distance,
wandering, and a living voice now lost are all emphasized, but made to appear lifeless, like a
stationary epitaph.

Leonidas echoes a line from Aristophanes' Frogs here," and in doing so he forms a
significant relationship between wandering and performing, as well as the paradox of being
remembered, or continuing to live in memory after death within the stillness of epigram. In their
ode in Arist. Ran. 228, the chorus of frogs ironically address Dionysus as ® TOAO TQATTWV,
"performer of many things," after he has accused them of doing nothing other than "koaxing,"
and as he travels to the underworld to retrieve a tragic poet; the chorus then contrast themselves
with Dionysus in line 229 (¢ue Yo €otepEav pev evivgoi te Motooaw) saying that the Muses
skilled in the lyre love them. Although he varies the particles and word order, Leonidas mimics
this line with the repetition of pe Moboouw £€otepEav (also in the aorist). The exclusion of the
adjective eVAvol, which describes the Muses as "skilled in the lyre" in the Frogs seems
purposeful, as Leonidas distinguishes his own poetic skill by suggesting that he instead has
something honey-sweet instead of gloomy things (\uyQ®V &' AvTi pelyQov €yw), as if he is
noting both his borrowing, but also distinguishing his own didactic style from poetry that
accompanies the lyre."”® The Muses loved Leonidas, and his wandering, and so Leonidas draws
the comparison to the Frogs to note that poetic skill perpetuates within and without one's journey
in the underworld.

In the third line of his epitaph Leonidas' use of mhaviwv as a noun is a hapax, and so

"% Tueller (2008: 16) discusses how the addressee is presumed to be the passerby, or reader of the epigram in
sepulchral epigrams.

% Gow 1965b: 391.

196 As pehypotarov, Callimachus 56 G-P = AP 9.507, in describing style of Aratus; see Volk (2010: 199-200) in
discussion of "honey-sweetness" and didactic poetry of the Hellenistic era; much like scholars have addressed in
Aratus, rather than formally didactic, Leonidas describes larger themes that concern the relationship of man to the
universe, such as man's nature as wandering until death; see also dnAavéag, "fixed wanderers" (or planets) in Leon.
101 G-P = 4P 9.25, an epigram on Aratus' Phaenomena.
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considering its formation from the verb mhavém, "to wander," the textual voice seems to be an
innovation on the participle pdttwv, "performing," in Ran. 228 from above. Leonidas is both
the performer in the underworld like Dionysus, and loved by the Muses like the chorus, on
account of his wandering. The epigram emphasizes that wandering is like performing, since both
are commemorated in the underworld. Thus, according to the chorus, the performances of
Dionysus, performer of many things, pale in comparison to the beautiful lyric poetry for which
the chorus of frogs is praised, even if their song seems like meaningless "koaxing." Likewise,
for Leonidas, the Muses not only loved him, but their gifts herald his name in praise for all days
(mwévtag € Neliovg). This sort of innovation on older models by replacing a line of classical
poetry with the vocabulary that Leonidas himself invents and repeats, strongly suggests that
Leonidas emphasizes wandering as a prevalent, thematic element resonant throughout his
collection.

The theme of wandering is worked into many of Leonidas' epigrams whether the poems
are reflections of his own poetic persona, or of the lives, dedications, or epitaphs of others. In
addition to Leonidas' own description of the ivy as wandering, his epigrams present life in
general as a wandering, terminal pursuit. The ivy represents something beyond what makes
Leonidas "a prolific epigrammatist" to Meleager.'”’ In the next chapter, we will discuss more
thoroughly how Leonidas stresses a paradoxical idea of wandering in many of his epigrams,
aside from that above that describes the ivy. Leonidas' paradoxical expression of wandering and
its relationship to life is a theme that Leonidas emphasizes throughout much of his collection.
We will treat the theme of wandering in Leonidas' collection, and offer a more thorough

discussion of this theme's implications in the following chapter.

T Gow 1965b: 307, 599.
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(1) Meleager 1 G-P=AP 4.1

Motoo piha, Tivi TavdE el mdryragmov dotdav (1)
1] Tl 0 ol TevEag VuvobeTav oTéEDHavoV;

dvvoe pev Meléaypog: aolldhm 0& Atorel
pvapudovvoy tavtoy EEemoOvnoe Aoty

qoda pev EpmhéEag Avitng xoiva, tohha 8¢ Mowpodg (5)
Aelora, nol Zompotg fowd pév, ahia 90da,

varioowv te Top®v Mehavumidov €yrvov Dpvwy,
%ol VEOV 0lvavOng xAfpo Zipwvidem:

ovv §' dvapiE méEag pueodmvouy eVdvOENOV ToLY
Noooidog, g déAtolg «nov EtnEev "Eowg: (10)

T &' dipa xai chppuyov dd' Hdvmvoolo Puavod,
xal YAvrdv Holvvng magBevoyowta xgdnov,

Alratov te MdAnBoov v uvomohotg axivhov,

®nol Zopiov dadvng vA@va pehapuTETohov:

év 8¢ Aewvidew Balegovg xioooio xogUpfovg, (15)
Mvoodinou te ®opag OEVTOQOL TUTVOG:

PAratonv te mhatdviotov améboioe Ilaudpihov otung,
ovpmhextov naing €oveot [ayrpdreog,

ToOpved T ebmétorov Aehuny, xhoedv Te olovpuPoov
Nuwxiov, Evpnpov T appdtoodov mdoarov: (20)

év §' dpa Aapdynrov, tov péhav, Nd0 te pogTov
Kohhipdyov, otupehod peotov del péiitog,

Myvida T Evdopiwvog id' Fév Movonowy dumpovy,
0g ALOg éx noUQWV E0yeV EmmVuuiny.

thot &' dp' Hynoutnov évémhexe, pouvada fotouv, (25)
IT¢goov t' e0®ON oY Otvov AUNOGuUEVOGS,

ovv O' Gua ol YAuropmhov & axpendvov Alotipov,
%ol Qouig dvln mpdto Meverpdteog,

pveoaiovg te ®Addovg Nirawvétov, Nde Paévvou
téouvBov, frwBonyv T dyodda Ziuiew- (30)

€v 08 nal én Aeludvog dpmuftolo oéhva,
Powa dromviCwv dvBea, [Tapbevidog,

Aelypovd T eVr0QITEDVTA pEAMOTARTWY A0 Movoéwv,
EavBovg éx nahdung Baxyviidew otdyvogc:

év &' do' Avaxgeiovta, TO pev yhuud neivo péhopa (35)
VEXTAQOG, &€V O' EAéyoug domoQov avOEéov:

év ¢ nal én pooPils oxoloTELYXOG dvBog AxrdvOng
AQYIhOYOV, lUXQAS OTEAYYOS ATt OdXEAVOD:

Tolg &' G AleEGvdgoro véoug Spmmurag Ehaing
noe IMolvxrheltov moodueénv xvapov. (40)

&v 8' 8o audoaxrov Nre Iokbotpatov, &vlog doddv,
Doivioodv e vény nhmov ar' Aviindtoou:

val uny zol Zvelov otoyvotoryo Bfrato vadov

OpvoBétav ‘Eouod ddeov dedopevov.

év 8¢ [Mooeldutmov te xal ‘Hdblov, Gyl doiong, (45)
Zumehided T dvépolg dvBea puouevor

val uny xol xovoewov del Beioto TTAdtwvog
nAOVAL, TOV €€ AQETHG TAVTOOL AapTTOpEVOY.

dotowv T (dowy Agatov opod BdAev, 00QOVOUAREVS
doivinog relpag mpwToydvoug EMrag, (50)

A0TOV T evyaitny Xopfuovog, £v royl uiEog
Ddadipov, Avrayogov T ebotgopov dupa fods,

Tév te PLhdnontov Oeodweidew veodalf
g€omulhov, xudvov T dvieo Paview,

MoV T €gvea oA vedypada- Toig ' dua Motong (55)
%ol 0PeTEQNG £TL TOV QLKA AeVHRALAL. —

AaMAa piloig pev epotol pépw ydov: 0Tl O¢ photoug
%«OWVOG 0 TV Movoémv NOvemg 0Tédovoc.
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Lovely Muse, for whom do you bring this abundantly fruitful song,
Or who is it that constructed this poets' garland?
On the one hand Meleager accomplished [this task], and so for famous Diocles
he worked out this charming memorial,
So he inwove the many white lilies of Anyte, and many narcissus blossoms of Moira, (5)
and even a few roses from Sappho,
And the full-bloom of the clear hymns of Melanippides' narcissuses,
And a young wine-twig of the first shoot of a grapevine from Simonides,
And promiscuously weaving an iris breathing sweet unguents
From Nossis, whose wax for the writing-tablets Eros melted; (10)
And so together with her [he wove in] marjoram from the fragrant Rhianus,
then the sweet maidenly-colored crocus of Erinna,
and, from Alcaeus, a hyacinth talkative among poets,
[weaving in] both dark-leaved sprays of the Daphne of Samos.
And the blossoming clusters of ivy of Leonidas, (15)
And [the] fir of the prickly pine of Mnasalces,
But he cut off the crooked plane-tree of the vine of Pamphilus
Gathered together with the shoots of walnut-wooded Pankrates,
And [the] leafy poplar from Tymnes, and [the] greenish-yellow mint
Of Nicias, and [the] sandy root of [the] seaweed of Euphemus. (20)
Likewise into Damagetus, a dark violet, and in the middle,
the sweet myrtle of Callimachus, ever full of rough and honey [sweetness],
And rose campions of Euphorion, Tblameless'*® among the Muses T
Who had an eponym from the maidens of Zeus.
Together with whom he wove Hegesippus, intoxicating cluster of grapes, (25)
sweet-smelling with respect to the mown ginger grass of Perses,
and together with the sweet-apple from the branches of Diotimus,
and the first blossom of the pomegranate of Menecrates
and the myrrh branches of Nikainetos, the terebinth of Phaennos,
and the tall wild pear of Simias; (30)
and in it also the celery from the flawless meadow
separating the paltry blossoms of Parthenis,
and the fruitful relics from the honey-dropping Muses,
the saffron-colored ears of grain from the stalk of Bachylides,
and among those of Anacreon, the sweet song
of nectar, and the honeysuckle that cannot be sown into his elegies, (35)
and among these a few drops from the ocean of the curly flower of thistle
from the pasture of Archilochus,
and together with the young saplings of the olive tree of Alexander,
this blue bean of Polykleites.
And he then wove the marjoram in, from the flower of the songs of Polystrates, (40)
And the young Phoenician henna by Antipater.
And indeed he put in the Syrian wit [that is the] spikenard,
Lyric poet who is sung as a gift of Hermes,
And he put both Posidippus and Hedylus, the wildflowers of the field, (45)
And the blossoms produced by the windflowers (poppies) of Sikelides.
And yes indeed, the forever golden bow of divine Plato,
Lit in every way by virtue,
And in the same place he cast skillful Aratus,
Who cut the first-born tendrils of twisty date-palm, high as heaven, (50)
And the lotus with beautiful leaves of Chairemon, mixing in the phlox
Of Phaidimus, and Antagoras' well-twisted ox-eye
And Theodoridas' newly-blossomed thyme, fond of wine,
And the blossoms of blue-cornflowers of Phanias,
And the many young sprouts of others, and together with those of the Muse (55)
And of my still early white violets.
But, on the one hand, I bring a favor for my friends; and on the other hand
For the initiates a sweet-voiced garland of the Muses shared by all of them.

"% Gow 1965b: 601; I choose Heyne's emendation here, so &v Motonow duopov = "blameless" among Muses, instead of Gow's év Motonow
Adpuewvov.
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.Chapter 2: Wandering and Meagerness — Theme and Style in Leonidas' Epigrams

Leonidas of Tarentum has often been viewed as an epigrammatist of low poetry since his
poetic subjects are often ordinary, poor, humble men and women, and his language grandiose.'”
While it is true that he often makes these the subject of his poems, the poetry itself is highly
conscious of its diction, style, and place within Greek literature. Leonidas has taken such "low"
subjects and imbued them with his own literary style, which is identified by its innovation on the
sparseness of epigram. This minimalism is expressed through a vocabulary built upon the olig-
root, and both expresses the poverty and powerlessness of humanity among his subjects, and also
self-referentially describes the medium with which he writes about them. The meagerness is
directly parallel to the genre in which he is working, one which is diminutive and humble in
comparison to others,” such as epic. From this sense of meagerness emerges the theme of
wandering, which coordinates with his subject matter to unify the many poems under the aegis of

Leonidas' own stylistic technique.

I. Dedication and Introduction to Theme and Style
In his autobiographical epigrams, wandering and suffering go hand in hand, and a
component of this suffering is poverty, similar to that of the wandering Odysseus. In the first

lines of Leon. 36 G-P = AP 6.300,”" the epigram provides parallels among wandering

202 203

(mhéivng), ™ poverty (mevéotew), and the name Leonidas (Aewvidew).

"% In the first monograph on Leonidas, Geffcken (1896: 139, 149) considered such a study to be a "distasteful duty."
Wilamowitz (1924: 143) wrote Leonidas off entirely and considered him no poet at all, while Lesky (1966: 439)
considered Leonidas' style as one of "baroque extravagance."

20 According to Bing (2009: 148-151), epigram is a "humble" literary medium composed for a public space of some
sort, as an inscription or a book is meant for a certain community of readers.

"' Leon. 36 G-P = AP 6.300.

22 Beckby (1965: ad loc.) has éx mhdviog, Paton (1927: 460) éx mhaviov; Clack (1999: 138) suggests that the
relationship between mhdivng and vouoov is unclearly relevant to Aphrodite, and so he daggers mAdvng. Although
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AaBin, éx ThavngT TadTNY AaoLv €n Te MeVEaTED
«NE dhynoutvou 0¢Eo Aewvidew

Palotd te mnevro xol evinoavoov éhainv

%®0l TODTO YAWEOV GVHOV ATORQAdLOV

%nevolvov otaduriic &y dmoomdda mevIdoomyov,
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v 8¢ W' ydg €x voloou dvelpiom, mde xal £x00fg
¢ meving oo 8£Eo ypangofiTny. 2

Lathrian goddess, receive this gift from a wanderer and from a poor man, / and from a man with little corn,
Leonidas, / take some fat barley cakes and precious oil, / and this yellowish-green fig plucked from a fig
tree / and take this cluster torn from a wine-rich bunch, / mistress, and this drink offering at the bottom of
the vessel, / so if, just as you drew me up from disease, you likewise protect me from poverty that is
hateful, / you will receive a sacrificial goat.

(Leon. 36 G-P = AP 6.300)

In addition, in line two of the epigram the name Leonidas is modified by the adjective

OMynoutbov, "with meager breadbasket."” Since the term "with meager breadbasket" modifies

206

the poet and is part of a dedication from the self-named poet,”™ the rare compound rings of

poetic production, or seems to be a figurative symbol related to the tools he uses to create poetry.

207

The rich cakes (Yowotd te mAevta),”’ and precious oil (VO oaVEOV Ehainy),”” and

Leonidas is playing with a figurative role of Aphrodite, we must read the dedication within Leonidas' context.
Considering wandering is a major theme, it is important to retain wAévng, and its relationship to the Lathrian
goddess to whom the epigram is dedicated.

23 T agree with Gutzwiller (1998a: 110) that this epigram probably served as the introductory poem to his collection.
%4 Since yuuanoO0 TNV is a hapax ("natiirlich leonideisch" acc. to Geffcken 1896: 121), the symbolism here may be
relevant to some literary element as well.

205 Gutzwiller (1998a: 111) suggests that the word reflects the collection as a whole, but argues that the motif
suggests "the Cynic ambience of the epigram book" and as a "coherent statement of class ideology founded on
Cynic principles. (114)" Cynic thought may be present here, but more relevant is Leonidas' response to the stylistic
discussions of poets and the literary tradition surrounding him. Gutzwiller does not provide of a study of OAiy- as a
term related to stylistic technique, but instead limits interpretation to the realm of Cynic philosophy, and so places
Leonidas outside of the context of the Greek literary tradition and discussions of it that he is striving to show his
stake in. Thus, I agree with Gutzwiller that his motifs are programmatic, yet that program goes beyond Cynicism to
the greater context of discussions of poetic art. If we limit Leonidas' poetry to an entirely Cynic program, then we
may overlook some of the finer literary allusions and poetic techniques he is adapting as a display of his part within
the same literary tradition, much like Gigante (1971: 45-65), who also insisted on the ubiquity of Cynic philosophy
in Leonidas' collection placed Leonidas outside of the Hellenistic poetic tradition.

%6 Gutzwiller (1998a: 109-110) has argued that this poem sat at the opening of Leonidas' collection.

7 The juxtaposition of the term "rich" (mufjevta), a rare form of the adjective, with a comedic term for cakes
(Youotd) is ironically jarring. The Suda 1568.1, while citing this line, defines ufevta as "flowery" (vOnead) or
"fat" (MmoQd); compare Posidippus A-B113. 12 (eirdva &' uetéony éTvnmoato miove A0ydmt), where the
ornately-wrought image of the Ptolemies is in "rich white marble," part of an epigram calling attention to its artful
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green/fresh fruit (todTo YAwEOV oD%0V), plucked from a fig tree (drrorQddLov, a hapax) are
commonly rustic food items, yet partly representative of rich delicacy through their compounded

forms and infrequent use.*”’

The ironic richness of the common fruit shows the poem's self-
awareness of its poetic irony, and reveals Leonidas' dedication as highly manipulated, and so a
fictional, stylized representation of everyday items. Such a stress on OAy- rooted terms appears
elsewhere in Leonidas, and so the repetition is suggestive of a stylistic trait. On account of the
frequent rarity and grandiosity of his word choices, "with meager breadbasket seems symbolic of
his poetic diction. Such meager quality could also refer to the short length of epigram,
Leonidas' chosen genre, or the sort of common subject matter that he describes. The term
oMynouvov is made parallel to TAGvVNG, TevéoTem, and Aewvidew, and so seems to conflate
wandering with poverty of both poetic genre and subject as the tools of Leonidas' poetic
production.

The sickness from which he has been freed in line seven relates to his role as the
wanderer and dedicator; the dedicator is first named with the prepositional phrase €% mAdvng in
the second and third feet, and in the second and third feet in the second to last line €% voUcoov
expresses of what the dedicator once before wished to be relieved. Thus, the disease is related

to his own role as a wandering poet, not to that of lovesickness or other illness, although the

epigram is most likely dedicated to Aphrodite.”'° The association of the Lathrian goddess

pretense at seeming to be real inscriptions; Austin 2002: 136-137; for Youwotd compare also Herodas Mim 4.92,
Aristophanes PI. 138, 1115.

*% The ebOfoavgov élainy, literally means "well-stored oil," but the e00Hoavgov derives from Ofjoavog, a
treasury that keeps valuables, such as that for silver at Laureion, A. Pers. 238, a granary as in P.Oxy.2119, whose
meaning later becomes treasury of words, or thesaurus in English.

299 Philips (1972: 112-115) discusses the use of the rare epic command 8¢€0, which is commanded from the mouth
of a divine being in Homeric poetry.

10 Geffcken 1896: 120; cf. Gow 1965b: 346. Gutzwiller (1998a: 110-111) suggests that Leonidas' dedication to
Aphrodite is comparable to her use in Philodemus 17 G-P = AP 11.41, "in which he asks the Muses to draw a
coronis (convoluted sign that marks the end of a book) upon his love madness since he has decided to devote
himself to a life of wisdom." With a dedication as prayer to Aphrodite to help Leonidas avoid sickness, Leonidas is
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(A0Bgin) with Aphrodite is supported by epigrams of Gaetulicus AP 6.190 and Longus AP
6.191, who address her as KvOngoudic and KvmoLg respectively, while directly mimicking the
dedicatory epigram of Leonidas. Yet the epithet AaBgin is more aptly associated with her role
as a rural goddess,”"" although the title perhaps denotes some sort of healing role also.*'”
Gutzwiller shows how Asclepiades and Nossis, and maybe Posidippus use Aphrodite as patron
deity of their epigram collections, yet their approach to the goddess is reflective of their own
individual style.”"’ In Asclepiades 16 G-P = AP 12.50, which, as Gutzwiller has argued, provides

closure and so may have been the sphragis of Asclepiades' collection,”

the poet names himself
as an addressee, one taken captive by Cypris, as the epigram's speaker behaves as a companion
from a symposium, who soothes Asclepiades' affliction. Likewise, in Asclepiades 15 G-P = AP

12.46 the poet's use of Eros is also a sort of sickness — a madness, yet this madness is certainly

related to sexual desire, which is metaphorically representative of his stylistic signature of erotic

not simply exhorting his readers to become self-sufficient with his collection that discusses class, he is providing an
ex-urban setting for his readers as he and they wander through his collection.
21" AaBoia also related to Adtuov in Theocritus Id. 20.39, mostly about Cypris, but the adjective modifies a valley
— thus, Lathrian goddess seems most reflective of her association to the countryside.
12 Gow 1965b: 346-347.
213 Nossis 1 G-P = AP 5.170; Posidippus 1 G-P = AP 5.134; Gutzwiller 1998a: 110; Hoschele (2007: 360) takes this
argument further by showing Nossis' (Nossis 4.1-2 G-P = AP 9.332) use of the temple of Aphrodite and the many
famous paintings in it as symbolic of her collection and the many epigrams within it. Such a use provides an image
of a three-dimensional setting for the two-dimensional medium that attempts to pretend it exists in a space outside of
the papyrus upon which it actually sits.
214 Gutzwiller 1998a; 147-148;
ITiv', Aoxinmadn. ti td ddroua tadta; T Taoyels;

ov o¢ povov yohem) Kvmoig éhnioaro,
oVd' &mi ool poUve ratednEato TOEa nal iovg

ux0gs "Eowg. ti Thv v omodif) tibeoa;
nivopev Baxyov Cweov oo ddnturog dog.

1 WA xoyoTay Ay vov idelv uévouev;
frlvopev: o YO0 E0wg T PLeTd TOL XQOVOV OURETL TTOVADY,

OYETME, TNV LOXQEOY VOrT' dvamavodueda.
Drink, Asclepiades, what's up with these tears? What's your affliction? / Hard Cypris hasn't plundered you alone, /
nor has nasty Eros sharpened his bow and arrows for you alone. / Why do you put yourself in a heap of ashes while
you live? / Let's drink a pure draft of Bacchus! It is only a finger's breadth until morning! / Or, should we hang out
to see the bed-lamp back again! / Let's drink; for desire is a non-entity; there is no longer much time for you, / you
wretch, let's close out this long night. (Asclep. 16 G-P = AP 12.50).
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poetry.”"” It should then be considered that Leonidas also plays with an epigrammatic trope to
suit the themes of wandering and poverty in his own collection.

Could it be that Leonidas, a wandering self-ostracized poet, is following suit with a
popular Hellenistic trend in his introduction to his own collection?*'® Why shouldn't his
dedication to Aphrodite be a response to discussions of her as metonymy for poetic technique?
Leonidas has his own style, with a different type of figurative language, and so he has a different
Aphrodite as dedicatee, just as he has varying means of manipulating traditional genres. Much
like Asclepiades uses KUmoLg for Aphrodite in order to stress the significance of erotic love in
his poetic style, Leonidas may use AaBpin to assert his own poetic style. The term combines
both the commonness of vulgar, and often rustic — bordering on bucolic — subject matter, with
the certain uniqueness of high language on account of its infrequency in Greek literature. In
Leonidas, Aphrodite is worthy of his dedication since she is often in epigram, but here in his
dedication, she is part of the rustic sphere as his response to the contest, or discussion, of poetic
form. Through the epithet Lathrian, Leonidas figuratively refers to his incorporation of
everyday subjects of the rustic sphere, perhaps as a reference to bucolic poetry, into epigram, a
genre which often uses Aphrodite as the goddess most typically worthy of receiving dedication.

By locating his dedication within a rustic domain, Leonidas may be alluding to other

literary influences, such as mime or bucolic poetry, originating within such a compass and

15 As in a poem thought to be an introduction to his own epigram collection:
HdV Bgovg dSLpdVTL YLV TOTOV, OV d¢ varhtaug

€ YELUDVOG L0€TY eloQLvOV ZTédavov:
Notov &', 6mdTav neYN pio Tovg PpLhéovrag

yhaivo zal aivijton KOmoug v appotégmv,
Snow-cooled water is a sweet drink for someone thirsting for summer, it is sweet for sailors to see a springtime
garland after winter's storm; and it is sweeter, whenever one cloak hides lovers and Cypris is praised by both,
(Asclepiades 1 G-P = AP 5.169); Catullus 68.57-65; Gow 1965b: 114-119; Clack 1999: 31; see Gutzwiller (1998a:
120-150) on Asclepiades as "undisputed founder of erotic-sympotic epigram."
16 Gutzwiller (1998a: 110-111) and others have argued that this epigram is a fitting introduction to his epigram
collection.
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containing more vulgar content. The lifelikeness of the birth of Aphrodite in Leonidas 23 G-P =
API 182" an epigram of Apelles' painting of Aphrodite Anadyomene, does not set Aphrodite
within a rustic setting,'® but it is an ecphrastic epigram, similar to the metapoetic use of art
common to many Hellenistic contemporary epigrammatists.”'” Although Apelles' painting of
Aphrodite is not mentioned in Herodas Mimiamb 4, the epigram's description of artwork
purported to be in the Temple of Asclepius at Cos and the humanlike emotional reaction of the
gods to its lifelike beauty shows Leonidas' attempts at achieving literary realism similar to
Herodas' description of Phile's reaction of crying out at the sight of Apelles' ferocious ox.””’ The
failure of judgment of the gods at the end of the epigram, alludes to poetic tradition surrounding
the Trojan war with a humorous effect commonly sought in mime, just like the comic effect of
stitching Homeric poetry into the realism of bucolic poetry.*' Leonidas' use of epigram and
Herodas' use of mime similarly show a conceptual link between art and literature.

Leonidas' Aphrodite is at the foundation of the bucolic poetry of Theocritus. In Theoc.

1d. 20.39, Theocritus uses Adtuov, cognate with AaOgin, to prove the occurrence of love in the

T Tav énpuyodoay potog ex ®OMTwv £t (1)

ado® te poguuvpovoay gvieyh Kivmouv

{6', g Amelhiic nGAhog ipegmdTaTov

oV yoartov, AL Eupuyov éEepdEarto.

eV Uev Yo dnoaug yeolv ExOMPBeL nOpY, (5)

eV §' dupdTmv yolvog éxddumel to0og,

nol pagog, arpng dyyehog, xudwvid:

avtd &' ABdAva nal ALOg ouvVEVVETIS

dpaoovowy- ,,Q Zed, hewtdopecda i xoioeL."

Apelles saw her who escaped from the bosom of her mother, Cypris who brings wedded bliss, murmering up from
the foam, / and she received a beauty that is as attractive as possible, / [so beauty] that is not painted, but animate.
/ For on the one hand, he pressed her hair with the top of his hands, / but on the other hand tranquil desire of her
eyes sparkles, / and her breast, herald of her prime, swells like a quince./ Athena herself, and the wife of Zeus / say,
"Zeus, we fall short in the judgment," (Leon.23 G-P = API 182).

8 Leon. 23 G-P is not as thematically influential or relevant to the entire collection as his dedication to Aphrodite
Leon. 36 G-P = AP 6.300, and so the Aphrodite in 23 G-P is more an exhibition of Leonidas' use of ecphrastic
epigram.

¥ E.g. Theoc. Id. 15; Posidipp. A-B 62; Call. Iambus 6, fr. 136; Gutzwiller 2007: 202-213, esp. 203-204.

220 Webster 1964: 94-95.

I Theoc. Id. 1.64ff. doyete Povrolxag, Moloan dpilat, Goyet' Gowddag; Theoc. Id. 1.27-56 bucolic rendition of
11. 18.478-680; Gutzwiller 2007: 88.

65



bucolic sphere. As the shepherd speaker bemoans that his rustic existence has caused his
beloved Eunica to mock him and reject him, he asks, "Evduuiwv 8¢ tic 1v; o0 fovrdrog; &v
ve Sehdva fovrhéovra dpihaoev, dr QDM pmw 8¢ pohotoa Adtov &v vamog Nh0e, xal
eig Opa woudl xaBevde. Who was Endymion, if not a shepherd? Did not Selena love him even
though he was a shepherd, and didn't she come from Olympus to the Latmian glade, and sleep
with her lover-boy there? The "Latmian glade" locates the properties of Aphrodite, namely love,
within an area associated with the goddess. Leonidas, however, focuses his use of Lathrian to
mark only rustic location.

The relationship between laughing and this epithet for Aphrodite, as found in other
poems of both Theocritus and Leonidas, hints at Aphrodite's use as a dedicatee to show
Leonidas' incorporation of comic elements rooted in vulgar genres. Crane®* discusses
Theocritus' use of the adjective Lathrian in Theoc. Id. 1.95-96, where Aphrodite is named as
laughing Cypris, Lathrian (secretly?) laughing Cypris, who has heavy anger (& KUmmoug
veldoiwoa, / AaBen pev yeldoloa, Paguv &' ava Bupov €yolwoa). Crane points out the oddity
of the juxtaposed emotions, since the goddess simultaneously reveals intense emotion while
hiding her laugh. Just as the scholiasts on this poem think that the laughter is open yet the anger
concealed, Crane argues that Aphrodite's laughter is visible, and so mocking, while Oupov
connotes grief, and so this line sets the stage for a shift toward the healing role of Aphrodite, as
she tries to keep Daphnis alive. Considering that Leonidas once looked to Aphrodite to be cured
of illness in epigram Leon. 36 G-P, the scene in Theocritus offers support for the role of this
rustic Aphrodite as a healer, as well as a symbolic influence of bucolic poetry on Leonidas.

It seems that Leonidas also plays up the mocking effect of Aphrodite's traditional epithet

222 Crane 1987: 161-184. Gow (1965d: 21-22) insists that Aphrodite shows her anger; cf. Dover (1971: 88), who
says the goddess laughs but is hiding her malignance. Hunter (1999: 94-95) thinks that the lines are corrupt.
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as laughing with the name "Lathrian" goddess, since she is presented as laughing elsewhere in
his collection (GtahOv yehdoor, Leon. 24 G-P = AP 9.320), and in Greek literature.”” The
phrase for laughing here in Leon. 24 G-P is copied directly from qmalov yeldoow of Od.
14.465, in which context Odysseus - in disguise, and making a trial of Eumaeus the swineherd in
order to obtain a cloak from Eumaeus - announces that wine, as it makes a man laugh softly, has
encouraged him to tell a tale about Odysseus scheming at Troy. Leonidas so shows a playful
relationship to Aphrodite, a mocking goddess who is harmful to Leonidas (mg auiv xd 0gog
OAOOQEL, to me, the god bears arms, Leon. 24.6 G-P), perhaps even more so, as Gutzwiller
suggests,”* because of Leonidas' attempts to embrace Cynicism, and so avoid love. With this
renunciation of Aphrodite and her harmful nature, Leonidas shows his favoritism toward a more
rustic sort of poetry that embraces Odyssean themes, perhaps with comic elements, and so he
rejects erotic-sympotic poetry, that so many other epigrammatists of his day favored.

Leonidas is not interested in love poetry, but he uses the traditional dedicatory format in
order to introduce his theme of a vulgar, rustic sort of poetry, as a play on traditional genres. The
themes he explores display his own artistic technique in reinventing literary themes, and are not
simply a means of representing Cynic philosophy, although such philosophy is influential.
Leonidas' renunciation of love hints at his own ascetic lifestyle and at a relationship to other
poems that involve Cynics, but overall the appearance of Aphrodite in his poetry is Leonidas'

response and refashioning of her more erotic role portrayed in other Hellenistic poetry.”” Since

* For the more common epithet Gprhoppeldng, see Od. 8.362, Hes. Th. 989, or for general description of playful
Aphrodite, Sapph. Fr. 1.

*** Gutzwiller 1998a: 108, 110-111.

*» In comparing the dedication to Aphrodite in Leon.36 G-P = AP 6.300, with Leon. 92 G-P = AP 5.188 (where
Leonidas insists that he is entitled to escape the torment of love) and Leon. 54 G-P = AP 6.293 (where a phony
Cynic is ensnared by a boy-love), Gutzwiller (1998a: 110-111) suggests that Leonidas prays to Aphrodite because
his renunciation of love is due to the Cynic themes that he discusses in his collection. Although Cynic philosophy
influences Leonidas, let us not overlook his role as a poet, who refashions traditional themes in literary epigram in
his response to the literary tradition.
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wandering is a significant part of the assumed poverty of Leonidas from which he wishes to be
saved,” his presence in the countryside, wandering far from an urban center shows that the
epithet provides a setting and reinforces his role as traveler, as introduced in the first line of his
dedication. Poverty and wandering are paired in his position as poet, and so in his poetic
technique. Leonidas' epigrams intertwine these two themes as the figurative tools of his

ironically "meager breadbasket."

II. The Ironic, Meager Breadbasket as Comment on Poetic Style

Thematic wandering resonates among the epigrams about poor or common beings, often
overlooked for their insignificance, and upon which Leonidas focuses. Poetic composition is a
craft, much like that in which many other craftsmen and women in Leonidas's epigrams
participate.”’ His focus on meager craftsmen in much of his collection seems to be an essential
part of his literary persona and literary style - the style of to oligon.”®® Through the subjects he
describes, and by his technique of paradoxically applying epic, grandiose language to their
characterization, Leonidas participates in the conversation on literary style of the Hellenistic age.
His style is to oligon, since he discusses meager subject matter, or ordinary, small, poor,
common, vulgar, or powerless beings — proved to be so by their aimless wandering - in shorter
verse, i.e. epigram. Since his language is so very not-common or meager in his discussion of

lesser subject matter, the paradox suggests of self-awareness, equivalent to that of other

**Leon. 36 G-P = AP 6.300.

7 Poor craftsmen are wrought with anxiety, much like Leonidas and the sickness (vo0oog) that Aphrodite once
cured, although he continues to wander as a poor man and make poetry in Leon. 33 G-P = AP 6.300; Compare
Theoc. Id. 21.1-5, which Gow (1965c: 153) translates as "It is poverty alone, Diophantus, that awakes the crafts; she
it is from whom men learn to toil, for carking cares forbid the laboring man even to sleep, and if for some fraction of
the night (OA{yov vuntdc) he close his eyes, anxieties beset him on a sudden and disturb his rest;" for relationship
between Theoc. Id. 21 and Leonidas as character, see Kirstein 2007: 168; cf. Rossi 2001: 33.

8T use this term to refer to another paradoxical poetic technique of Leonidas. Like wandering, a sort of paralyzed
motion, to oligon is the conflation of ornate, rich diction with subjects who are poor, small, or powerless in some
way, and with poetic form of his genre that is short, and so limits the rich narrative constructed throughout the poem.
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Hellenistic authors who discuss stylistic merit of poetic tradition, form, content, genre, and meter
in other authors. By this particular stylistic technique, Leonidas adapts aspects of the Greek
literary tradition to suit his own poetry.

It is well known that Callimachus overtly focuses his attention on stylistic presentation,’”’
and so shows that concern with such a topic was au courant for authors of epigram, and
Hellenistic poets in general. In the first lines of his Aetia, Callimachus presents his argument for
shorter, non-epic verse-composition. Although Callimachus' elegiac poem is in fragmentary
form, some dominant terminology in this passage emphasizes his own poetic, stylistic
principles,” such as with £€rog &' £mi TvTOOV éM[{oow (the tale I roll is toward a small
measure), 0% OMYY ([the tale is] not meager), but it is [OA]LyO0TL(OC (meager in lines), ai
r0TO AETTTOV (verses that are slender). The diction on the surface is in response to accusations
from the Telchines that Callimachus' poetry is immature, like a child, but he also argues that he
is not meager, or immature (00 OA{yn) in terms of age, but instead perhaps his poetry is

immature in terms of size, since he has been taught by the slender verses themselves - aui xota

% Asper 1997: 20.
20 ....Jupou Telyiveg emroiTovow ¢ owdf),

vide g ot Molong oUx éyévovto ¢ihot,
elvene v ovy €v delopo dunvereg 1) faocth[h

...... Jag év molhaig vvoa LALdoly
1 .....].oug flowag, €mog 0' € TuTHOV EA[{o0W (5)

mols Gt,e, TV O' ETEWV 1) 0erdCy OVX OAIYT.
ceeee) [ ] Te[A]xlowv €ym T00e 'pDAOV Of

....... ] thx[ew] Nap dmotduevov,
...... ].. peny [OAJuyOoTL(OG AAAGL HOOEN HEL

<o TTOJAD TNV pOoxEnV Sumvia Oeopopooolc: (10)
totv 0¢] dvoiv Mipveppog 8tL yAurie, ol notda Aemtdv

...... 1M peydin 6' ovx €8(dake yuv...

The Telchines mutter at my song, / they- who are ignorant, not friends of the Muse, / not into one continuous song,
and not of kings, did I complete in many thousands [of lines] / or on [...] heroes, but because the tale I roll is small,
/ like a child, although not small (0Alyn) is the count of my years, / and so I say this to the Telchines:
"tribe.. knowing how to waste away your liver.. few-lined...but the law-giving goddess of grain drags the long one
down far./ With these two the slender verses — not the fat lady - taught how Mimnermus is sweet ...
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AeTtToV /......] N peydn &' ovx £didate, like those in the elegiac poet Mimnermus.”' Thus,
OA{yn for Callimachus is related to notions of stylistic brevity in his poetry and there is a certain
subtle, lean, succinctness - %0t AerttOV- that goes along with this brevity.”* Considering that
his verses are comparable to Mimnermus, the allusion to elegy, and so to a type of distich shorter
than dactylic by one foot, seems evident within what is shorter as well as length of the poem in
general.

Nonetheless the OAly- rooted terms allude to stylistic form. As we will examine critically
below, Leonidas includes OA{y- rooted terms with repetitions so prominent, that he too, with the
so very common or low subject matter, uses the term metonymically for a particular sort of style,
where meager, common, or ordinary subjects are the focus. Overall, the high vocabulary of
Leonidas with the everyday subject matter creates a patina of affected simplicity and realism,

which reinforces a sort of fictional quality. Selden argues™”

that 'the fundamental appearance of
Callimachus' poetry is not its fictionality, but its detachment from everyday reality, it's non-
everydayness.">* He sees the ass in Aet. 1.21-22,26-27,29-30, as that in Cratinus fr. 52,
Aristophanes Nub. 1273, Crates fr. 38 Kock — as "traditional metonymy for the desires, foibles,
and shortcomings of the common man," and so representative of Callimachus' detachment from

everyday Alexandria. Perhaps Leonidas is one of the Telchines, against whom Callimachus is

arguing,” but we do not have the strong biographical tradition for Leonidas that surrounds

1 Acosta-Hughes (2002b: 241) shows Callimachus' emphasis here is on being "childlike," in terms of age (opposite
to the old Telchines) and "creative aethetics" (opposite to the uninspired Telchines).

P2 Call. Aet. fr. 178 and 43; Cameron (1995: 136-137) argues that these fragments are a speech of Callimachus,
rather than narrative, and so 0A{yw, describing the ®i.oovfBie (11-12) forces the Homeric usage to misdescribe the
kissybion to signal the purity-in-smallness, like dAlyr in Hymn to Apollo 112. Cameron shows that the exaggerated
antithesis highlights the meaning.

3 Selden 1998: 303.

% As Acosta-Hughes (2002b) and Stephens have shown for aesthetic pursuit of Callimachus.

3 Who are the Telchines? Apollonius? Asclepiades? Praxiphanes? Perhaps biographers' eagerness to establish
connections between famous poets skews our understanding of their identity; see Lefkowitz (1981: 124-128), who
suggests that the Telchines are probably not any poets in particular, as the biographical tradition suggests, but
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Callimachus, and so could never sustain such an argument.

If Selden's argument is accurate, Leonidas may be commenting on this detachment of his
Hellenistic contemporaries, and so showing the capabilities of incorporating the everyday into
art, but with a grand attempt at creating fictionality. Leonidas also uses themes of wandering to
show a seemingly realized detachment from the community. He — like Callimachus - is not,
however, directly criticizing his contemporaries, but is instead offering a different means of
discussing stylistics in epigram.”® The ornate language of Leonidas with its "obsolete forms"
and "obscure vocabulary" like that of Callimachus,>” also shows that the intended audience is the
same literate non-everyday reader, well-trained in the Classical cannon of texts, and the same as
that of Callimachus. Neither Callimachus nor Leonidas is inventing these practices, nor each
respective use of imagery as metaphors for poetry, but each poet is using traditional language
and imagery in his own unique way.”® Let us not assume that just because Leonidas' poetry

differs markedly from Callimachus', that Leonidas is not also commenting on his own stylistic

perhaps an expression of the competitive discussion of poetic style during the Alexandrian age; cf. Cameron 1995:
185-194. T agree with Asper (1997: 209-217), who says that Callimachus is instead just trying to suggest that his
poetry is good, and that of the Telchines is bad, and other Hellenistic poets are not implicated. Regardless of the
identity of the Telchines, Callimachus shows that discussion of poetic stylistics is in vogue; see also Philips (1972:
151-153), who suggests, that Leonidas mimics the epic language with a particularly Homeric meaning in order to
obliquely criticize Apollonius. Philips stops short of any formal argument about such a rivalry, but it is worth
considering that Leonidas is more involved in the conversation of Hellenistic authors than scholars have given him
credit for.

236 Asper 1997: 216-217; cf. Philips 1972: 152.

7 Selden 1998: 302-303; Gutzwiller (1998a: 104) argues that Leonidas' literary sophistication is not "in dissonance
with his professed poverty and simplicity...but goes on to question whether "we his epigrams reflect historical
realities or whether we are dealing with mere literary affectation, a poetic pose;" cf. Radice (1965: 157) argues that
the persona of Leonidas as an everyday pauper is his denial of his actual wealth, as his language shows; I argue that
Leonidas, either rich or poor, is committed to following a poetic tradition, but then to asserting his own poetic style
as a response to the literature and stylistic tenets that precede him.

3% Cf. Cameron (1995: 76-84) notes that Anyte and Leonidas are the earliest practitioners who "expanded tradition
of authentic funerary and dedicatory epigram," whereas Callimachus and Posidippus united funerary and dedicatory
with traditions of sympotic elegy with "a combination of allusiveness, conciseness, and wit that was to become the
hallmark of the genre." I argue that Leonidas was not outside of such stylistic trends in combining tradition and
innovation for the sake of unique allusiveness and wit. This "diversification of the genre" of epigram that "made
possible the publication of entire books of epigrams" is something Leonidas also strove to achieve. The "ultimate
yardstick was always Homer" for Hellenistic poets who were insistent on varying themes present in Greek literature;
Asper (1997: 24-26) details Callimachus' use of traditional epic and lyric metaphors for poetic composition, and
shows that Callimachus is following suit with the Greek literary tradition overall.
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endeavor. Leonidas' regularly overstrained use of OA{y- terms concerns a sense of meagerness
that is anything short of his allusion to a stylistic medium. Perhaps Leonidas is communicating
with what Callimachus states outright — and through imagery - with a sort of recusatio in the
opening of the Aetia. Leonidas' repetitions are forced, and so reflect stylistic purpose.
Callimachus and Leonidas also similarly apply imagery associated with travel to refer to
poetic technique.”” In his Aitia 25-28, Callimachus claims he was addressed by the Lycian
Apollo to drive on untrodden paths (xehe'00vg / dtoimrovg, Call. Aet. 28). Callimachus insists
that his "path," or perhaps way of poetry, is narrower and more difficult, but the more correct
path, or the more proper way to compose poetry.”* Leonidas' untrodden paths are of a different
sort,although his paths may also have roots in lyric poetry,**' as in Leon. 79 G-P = Stob. 4.52.28,

in which the good spirit (¢00vpog) mimics that in Pindar Olympian 5.22 >*

EbBvpog @v Egecoe v &' Awdog
ATOQTMOV £QIWV- OV YAQ €0TL OVOPaTOC
00d¢ oxaANVOg 0V’ Evimhelog TAAVNG,
i0gia &' 1) pAMoTA %Ol ROTORMVIG
dmooa unn pepurnodTOV 6dgvETAL.

Being cheerful, row to Hades / as you move slowly along this path; for it is not impassable, nor
uneven, / nor full of wandering, / by which there is a very straight course, all sloping

downward / and it is even traversed by those who have shut their eyes.
(Leon. 79 G-P = Stob. 4.52.28)

In Leon. 79 G-P, the epigram exhorts one to arrive at Hades with good temper since the
arrived will be free from wandering. Leonidas here shows that a more direct path is more

beneficial and worthy of good cheer, just as wandering is frequently equated to suffering in his

29 Call. Aet. 25-28; Clayman 1980: 51.

0 Although Asper (1998: 94-100) resolves that the "path" metaphor is purposefully obscure, the metaphor
undoubtedly alludes to poetic style that Callimachus is incorporating to be his own pure, straight, and narrow style.
1 Asper (1998: 26-39) shows the influence of Pindar's lyric on Callimachus' composition.

2 P.01.5.22-23: gbOvpov ¢ Televtdy / vidv, Padw, maguotauévov. Uyievra 8' &l Tig / OABov dodet, /
¢Eaprémv ntedteoot xal evhoylav / mpootbeic, pui) potehon Beog yevéaBau (trans. Svarlien 1990: ad loc.), "and
that you, Psaumis the Olympic victor, delighting in the horses of Poseidon, may carry on to the end a pleasurable
old age with your sons standing beside you. If a man cultivates both prosperity and health, being generous with his

possessions and winning praise as well, let him not seek to become a god."
Leon. 79 G-P is ascribed to Aewvida in Geffcken (96) 1896: 41; Gow 1965b: 383.
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other epigrams. Considering that this epigram is one of the few composed in iambic trimeter, it
seems that the short, direct distance to Hades is mimicked by the short form and shorter metrical
line. His longer poems often suggest in their own longer form the frustration of wandering.**’
Wandering in Leonidas is not just travel, but perhaps also a poetic technique of composition in
his incorporation of many genres, many allusions, in the wandering, aimless motion of his
characters, who are meager, yet richly described.

The paths in Leonidas, like in Callimachus,***

also have eschatological significance, as
Callimachus' allusion about his poetic technique. In Leon. 74 G-P = AP 7.480, the entombed
complains that the carts travel over his head, opening a previously untrodden road (itn)v 680v),
and the voice insists that the travelers go a different way (éxtog it' dtoamrton). Since those
traveling them frequently communicate with the-dead, the travelers have been led closer to them
in wandering. Like Leonidas, the reader, wandering through his collection, has read multiple
sepulchral epigrams, and so communicated with those in the world beyond; through poetry,
Leonidas brings the living closer to the dead so that they share a common path that perhaps leads
to the same place. This is emphasized by grotesque examples of the meaninglessness of
materiality, the brevity and so insignificance of life — a meager destiny awaits.**’

Just as OALY- rooted terms are a stylistic marker, Leonidas also values poetry that is
stylistically Aemey). This term may recall Callimachus' means of composing poetry xotc.

Aerttov, but it first and foremost recalls Aratus' acrostic in Phaenomena 783-787.2*¢ Callimachus

56 G-P = AP 9.507 shows that Callimachus also associates Aratus' poetry with the same stylistic

3 E.g. the long length (16 lines), repetitions, and epanadiplosis (for this see Murgatroyd 1982: 247) in Leon.76-77
G-P = AP 7.472a-b, stress the implied frustration of life and fruitlessness of its matter. Gutzwiller (1998a: 107)
finds 77 G-P to be particularly similar to philosophical lectures, as opposed to inscribed epigrams, although she
states that the ambience of the graveyard is present.

4 As Asper (1997: 72-99) argues of Callimachus's paths.

** Like in Leon. 76-77 G-P = AP 7.472a-b.

26 Bing 1990: 281-285; Cameron 1995: 323; Klooster 2011: 159n36.
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principle. Leonidas comments on the Aesrtt) of Aratus' poetry in Leon. 101 G-P = AP 9.25 for
Aratus, and he shows he has read the Phaenomena, and is conversant in the stylistic commentary

frequently found in Hellenistic poetry.

Fobppa 168" Agftolo dafuovog &g mote Aemrf
PpoovtidL dnvarovg dotépag épodoato

amhavéag T dudm xol AAMuovag olow Evayng
IMOLEVOS RURAOLG 0VQOVOG EVOEDETAL:

aiveloBm 8¢ napumv EQyov péya, nol Adg elval
0eltegog OoTig €O’ dotpa GpaevoTeQa.

This is the writing of skilled Aratus, who / once with a keen (Aentf}) / mind observed the ancient
stars, both fixed and wandering, and by which / visible heaven weaving in circles is bound in;
and let him be praised for toiling over this great work, and he is second to Zeus, who made the
stars brighter.

(Leon. 101 G-P = AP 9.25)

‘How6dou 16 T' detopa xai 0 ToOTog: 0 TOV AoddV
g€oyatov, AMA' OnvEm Ui TO pelyQdTaTOV

TOV EMEOV O Zohevg AmeudEato. yalpete, Aemrol
onoteg, Agftouv odpPorov dygumving,

His song®*’ and his narrative mode®*® are from Hesiod; / not the most extreme of poets, but I do

not doubt that / native of Soli modeled himself on the most honey-sweet of those words. Hello /
slender verses, the symbol of Aratus' wakefulness.
(Callimachus 56 G-P = AP 9.50)

Leonidas describes Aratus' thought and theme, mirrored in his writing, with Aestty, but
his use is not exactly congruous with that in the epigram of Callimachus on Aratus. The
epigrams on Aratus by Callimachus and Leonidas seem to respond to each other nevertheless,
even though Leonidas' version maintains the format of a traditionally dedicatory epigram, and
Callimachus' is more overtly a discussion of style. Callimachus notes Aratus' power of
perception with the description of Aratus as "watchful," and that his perception is tied to refined
literary composition, on account of Aratus' own clever use of Aemtai, in lines 3-4 of his epigram
that read yoilpete, hemral / ONfoteg, Apftov ovuPfolov dyQumving, greetings narrow verses,

symbol of Aratus' wakefulness. Leonidas compliments Aratus' keen mind and artful writing in

27 Gow (1965b: 208) translates this as "theme."
8 Gow (1965: 208) translates this as "style."
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the first two lines of his epigram - Fodppo 168" Agfjtolo danpovog, 8g mote Aemei

/ $poovTidL dnvaovg aotépags pEAcaTO, this is the writing of skilled Aratus, who with keen
mind, observed the ancient stars. As Clack points out, the first long alpha and Ionic eta for the
second alpha in Aratus' name in the first line may refer to the pun of Aratus' own name in the
first line and a half of Phaen. 1-2 (Ex Awdg doydueaba, tov o0dEmot' dvdeg EDuev /

24 1_eonidas'

doonrov:, let us begin from Zeus, which we men never allow to be unspoken).
epigram is overall complimentary to Aratus, and so the translation of slender, or even refined, for
Aegei), as the modifier of mind or thought, would be unsuitable.”” Thus, a translation for ¥ ndll
in Leonidas's epigram as "keen" is more fitting. The similarity in the poets' admiration of Aratus'
observation shows that Leonidas' epigram is either a variation of or is varied by Callimachus in
his epigram, which compliments the keenly scientific style of Aratus as well.”' The admiration
of both Callimachus and Leonidas for the refined or keen style of Aratus shows that both have an
interest in contemporary poetic style and close reading, but each in his own way.

Yet Leonidas distinguishes his own careful reading of Aratus' keenness, through
deference to Aratus' discussion of theme, like that in both fixed and wandering stars, dmAavEéag
T dudw ral ddjuovag in the first line of the central third distich of epigram Leon. 101 G-P =
AP 9.25. The balanced pairing of opposites in Leonidas' epigram elicits the phrase's irony, and

so highlights Leonidas' emphasis on wandering. According to Leonidas, the stars of Aratus in

lines two and three of the epigram are both fixed and wandering - dotépag épodooto

** Clack 1999: 183-184.

**Too often, scholars have tried to fit Aeztf) of this epigram of Leonidas into Callimachean ideal of Aemttdng,
whereas Leonidas seems to have offered his own philosophical nuance to the term; cf. Ar. Nub. 229, 740; cf. Kaibel
1894: 122, who thinks Leonidas has not read Phaenomena at all and took over the praise directly from Callimachus;
cf. Gow 1965b: 396; although Cameron (1995: 322-323) shows how the term is associated with Callimachus first,
not that Aratus is referencing the opening of the Aetia as Bing suggests, he does not assume that Leonidas offers a
different definition; cf. Klooster 2011: 159.

! See De Stefani (2005: 179-184) on stylistic comparison of Leonidas and Callimachus, yet the proviso of caution
that one should assume when attempting to show how one author predates another based solely on the authors'
stylistic relationship.
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amhavéas T aupm nol aAnpovac... The alpha privative dmhavéag — "not wandering,"
contains a form of "wandering" frequently used by Leonidas,”” which is sharpened by
alnuovag, or "wandering". Since Aratus specifically says that he is only going to discuss the
"not wandering" (qmhavéac) constellations in Arat. Phaen. 454-461, why does Leonidas pair the
adjectives to emphasize the paradox?”’ Wandering is a major theme in Leonidas' epigrams, so
he is pointing out that wandering within Aratus does occur, with the rarity of the vocabulary he
uses; men are all wanderers, doing what they can within their limited means, and so like
Eumaeus says in the Odyssey, all are invited to share in the same feast.”*

The rare Greek form for wandering (GAf)povacg), appears only in Homer Od. 17.376, here
in Leonidas' epigram, and in Arat. Phaen. 1101, which describes the nature of mankind as
wandering sufferers who seek occupation variably, like the shepherds in context of the
passage.” Aratus associates wandering with some form of lower class much like in Antinous'
rebuke of Eumaeus in the Odyssey,”® or Odysseus' definition of wanderers and beggars in his

257

rebuke of Melantho for excluding them.”’ Aratus Phaen. 1101 with the phrase "dAnpoveg
aAhoOev ahlol (some wandering here and there)" shows how he is a keen reader, or has a keen

mind Aertf) poovtidt (Leon. 101.1-2) in reading Homer Od. 17.376, 1) oVy, &g ey

2 Of the forty-three uses in the Greek Anthology, Leonidas uses a compounded form of mAav- for wandering five
times Leon. 97 G-P = AP 6.154 .4, Leon. 36 G-P = AP 6.300.1, Leon. 93 G-P = AP 7.715.3, Leon. 33 G-P = AP
7.736.1, Leon. 101 G-P = AP 9.25.3, three of which uses he applies in describing himself; cf. Clack (1999: 184)
translates the alpha primitive term (dmAovéag) as planets, and so limits the term to only the celestial body, rather
than the action of wandering, or not wandering, that Leonidas indicates with the term.

3 Other scholars have argued that Leonidas' epigram is an inaccurate reading of Arat. Phaen. 454-461; Klooster
2011: 161; Gow 1965b: 1II ad loc.; Kaibel 1894: 122.

»40d. 17.386, oUtoL Yo xAToi ye BeotdV & dmeigova yoiov:

3 Arat. Phaen. 1101 ff. Obto ydQ poyegol xai dAfpoveg GAobev dldou/ Thopev dvOommor td 8¢ i ool
hvteg Etolpot / oNpat myvavol xai ¢g avtina mothoacBar./ AQvAaot UEV xeludVag £TeEXUNQOVTO Voufjes /
€5 vopov 0mtmote pdhhov Emerydpevol tpoyomaty..., For thus we sufferers and wanderers make our livelihood
here and there; but all are prepared to recognize signs at our feet and to procure them for ourselves for what is
immediately necessary. Like when shepherds conjecture about storms from their lambs when they run to pasture
while hurrying more.

»6.0d. 17.376 ...7 ovy, Mg Ny GAApoveég eiot zol dALOL, / TTwyol &vinQol, SaTdV ATOMHAVTAQES. .., Are
there not crowds of wanderers and other annoying beggars that are destroyers of our feasts?!

»70d. 19.74, Tol00TOL TTWYOL ®ak AANpoveS Bvdeg EaoL. Such men as these are beggars and wanderers.
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alMuovég giol xai ahhow (wanderers are not apart from us). The assonance and alliterative
repetition of liquids in Odyssey 17.376, is likewise apparent in Aratus, who says that all men are
wanderers although each performs his own task: aAfjuovég adroOev dahhot. Aratus goes on to
say that men are not apart, since they all live while interpreting signs and adopting them for the
moment.””® Leonidas seems to be remarking on this reuse of wandering in Homer by Aratus, and
so complimenting Aratus' attention to wanderers, as Aratus recognizes that all mankind is a lot of
suffering wanderers, and insignificant in comparison to the universe.

So Leonidas shows the reader that he has his own stylistic bent when it comes to judging
the merits of Hellenistic poetry, and it is different from Callimachus, since he incorporates a
slightly different sort of T0 OAlyov. This sort of TO dAiyov focuses on the wandering nature of
mankind in short-versed composition, with attention to epic diction. Although Leonidas might
have criticized Callimachus' fat lady — as Callimachus does - for her wealth (Call. Aer. 11-12, 1
peydin &' ovn €0idake yuvi)), and read her as a symbol of epic-length, he would not have
criticized her symbolism as epic meter and diction, since both are integral element in Leonidas'
epigrams. The overlapping definition of OAly- terms in Callimachus and Leonidas is a sort of
smallness in size of their poems, since both focus on writing non-epic poetry in elegy or epigram.
Leonidas, however, presents poetic T0 0OA{yov (which I will continue to refer to as to oligon)
with different themes — like that of wandering and meager subject matter, and emphasizes it with
allusively epic vernacular. Leonidas proves himself to be a keen reader, conversant in

contemporary trends, and so a Hellenistic poet with his own stylistic formatting and poetic

28 _eonidas also provides a link between Aratus (Leon. 101 G-P = AP 9.25) and Homer (Leon. 30 G-P = AP 9.24)
in epigrams on the two authors, whom Leonidas notes as brilliant in their description of astronomical objects.
Leonidas presents a relationship between the two poems in the last word of the first line of both poems. The term
AertriyL is the last word of the first line of the epigram on Aratus, which compliments Aratus' clever application of
Aeqrtn) as an acrostic in Phaenomena 783-787 to describe the moon. Zehfjvng, or moon, is the last word of the first
line in the epigram on Homer 30 G-P = AP 9.24. Callimachus 56 G-P = AP 9.507 compliments Aratus' form as
borrowed from Hesiod, but Leonidas grants that Aratus' writing of the stars is akin to the other sort of epic as well.
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technique.

III. Focus on the Ordinary, the Wandering: themes at the bequest of the Odyssey

The insignificant characters and subject matter fit within the theme of wandering, as both
style and theme prove to be a play on other Greek poetry. In Leonidas, the theme of wandering
is an innovation upon wandering in larger narratives in Greek literature, particularly that found in
the Odyssey. Leonidas' interest in the Odyssey, as shown above in his epigram for Aratus, is
emphasized throughout his collection. Often the Homeric epic is reflected in his diction —
particularly the dis legomena of Leonidas and Homer, where a Homeric word or phrase is reused
to enhance the context of Leonidas' epigram, but Leonidas also alludes to the Homeric context to
emphasize the theme of his epigram. Allusions to the Odyssey and Odyssean language show, as

** that this feature was deliberately contrived.” This

in many other Hellenistic authors,
refashioning of the theme to fit the limitations of epigram provides irony, since the genre is
challenged by its brevity, stylistic or necessary. Analyzing the intertextual conversation between
Homeric philology and contexts and Leonidas' epigrams adds a significant dimension to
understanding Leonidas' poetic technique.

Odysseus, like many of the characters in Leonidas' epigrams, becomes the poor, suffering
wanderer. The sort of suffering that derives from wandering is an essential part of Leonidas'
poetic style, along with the Homeric language that he draws upon. Although Odysseus of the

Odyssey is a suffering wanderer, the portrayal of Odysseus differs immensely from what is

typical in the Iliad. Thus, Leonidas borrows the theme most often from the Odyssey, although he

9 Gigante (1971: 77-89) notes that Leonidas is most definitely proved a Hellenistic poet, contemporary to
Callimachus and Apollonius Rhodes on account of active restructuring of elements of Homeric epic.

%0 See Philips 1972: 321; e.g. as in Bion of Borysthenes, although he might have known the Iliad better than the
Odyssey — see Kindstrand 1976: 35; for Homericisms in Aratus, see Kidd 2004: 25; Sistakou 2007: 391-408.
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refashions the language of both epics.’ The point of conflict for heroes in the Iliad is their
involvement with and separation from other heroes at Troy, whereas in the Odyssey, the hero
Odysseus is portrayed as a wanderer, defined by his separation from home and kin, and the

"23 mirrors the sort of

conflict in returning.*** Leonidas, with the "lifeless life of wanderers,
suffering, and feeling of insignificance rooted in the Odyssey.

Odysseus' identity is related to the hero's endurance and suffering in getting home as well
as to his identity as a stranger in foreign lands. The author introduces Odysseus as "turning
many ways," much-traveled, or even wily (Gvdoa...mohtoomov), and the following phrase
epexegetically emphasizes wandering as part of his trials and his craftiness, which is independent
of his companions at overcoming them (0¢ PAA0L TTOALGL. .. TTAGyO1)... TOMAAL 8' & ' €V TOVT®
éBev dhyea OV rotd OVUOV, who wandered in very many ways. .. and who, on sea, suffered
toil in his heart, Od. 1.1-5)*** Overall, Odysseus' characterization as a suffering wanderer, in
both language and context, resonates throughout Greek literature,”* and so Leonidas adopts
aspects of Odyssean wandering resonant in Greek literature for his own epigrams.

Because of Odysseus' wandering state in most of the Odyssey, he is without the class and

legacy that often identifies him,”*® and he is also without fame;**” when he tells the story of his

*%1 Philips (1972: 5-134, 347-353) has catalogued the many epic forms, and how above all Leonidas proves to be
most interested in epic diction. Although his uses of epic diction may mimic those of his Hellenistic contemporaries
at times, Philips argues, these uses are for some ironic effect or play on heroic contexts, unspecified by Philips.
Philips' cataloguing is wonderfully useful for understanding Leonidas' application of Homericisms, yet he seems to
be responding too much to scholars' negative, and not always valid, views about Leonidas as a "poor poet" in more
ways than one.

262 Jebb (1896: 138-139) explains well how particular diction emphasizes these differences between the Homeric
epics.

% Maviov dpog log, Leon. 93.3 G-P = AP 7.715 3.

%4 Forms of moltoomog and mhG.Cw are frequently related in characterizing Odysseus, as opposed to his
characterization by epithets in the in the Iliad as molbuntig and diog; Coleman-Norton 1927: 74.

265 Montiglio (2005: 7-11) sees wandering as contiguously representative of humanity throughout Greek literature,
and so wandering Homeric heroes are a reflection of ancient thought about the topic; Hunter (2003: 5) discusses
how Hellenistic poets were well-versed in communicating geography of the past, and how geography was closely
associated with famous poetic figures, and how such concepts were inherited from Homeric poetry and its reception.
%6 As among the characters Priam and Helen in the /1. 3. 200-224.
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journey, he becomes the wandering poet, and so his fame, identity, and legacy are then
revealed.”® When Odysseus arrives in Phaeacia, Nausicaa declares to her handmaidens that
Odysseus is not to be feared since he is an "unlucky wanderer," (d00TNVOg AAOUEVOG); she then
asserts that strangers and beggars are all "a meager and dear gift in the eyes of Zeus" (&AL’ 00¢
TLg OVOTNVOS AAMduUEVOG EvOAd' indvel / ...mOG YOO ALdg eiotv dmavteg / Eglvol te rwyol
te, 00015 &' OMYN TE GIAN TE, but this man who comes here is some unlucky wanderer.. for all
strangers and beggars are both a meager and dear gift in the eyes of Zeus, Od. 6.206-209). This
same phrase is repeated later in Od. 14.56-61, when Odysseus wears the identity of a wandering
stranger, although he is in the hut of Eumaeus his swineherd:

Eelv', o0 pou B¢ €ot', 00d' el naxiwv 0éBev ELBot, /
Eelvov atpioormeog yaQ ALog giotv dmovteg /
Eelvol te ool te- 9601 ' ONiyN Te Ppihn Te /
vlyvetal Huetéon: 1 yao dpnwv dixy éotiv /

aiel deldldTwv, Ot EmnQatémoly dvanteg /

oL véoL...

Stranger, it is not right for me to dishonor a stranger, not even if one more evil than you
came, for all strangers and beggars are from Zeus, and it is both a meager and dear gift
that becomes ours; for this is always the plight of slaves, always fearing when new
masters come into power.

(0d. 14.56-61)

It is customary for a wanderer to have little and to be thought of as little, so the stranger is
like the beggar. A dearth of possessions, lack of identity, and unfamiliar kinship establish a sort
of value in the suffering wanderer, although the wanderer has little of what marks him as a
member of humanity. The term for little, or meager (OAlyr) is paired with what is dear (piAn),
and so the paradoxical pairing emphasizes the treasurable quality of strangers who have traveled.

In the immediate context, Eumaeus expresses that it is right to honor guests, since they are gifts

7 As Scodel (2007: 46-47) argues, perhaps his famelessness reflects a general sentiment of estrangement
surrounding heroes within epic.

% 0d. 9.37 by Antinoos, but Odysseus is also called a poet by Antinoos in Od. 11.368 and Eumaeos in Od. 17.518-
521; Schein (1995: 19) compares well how, with the same verb (évveme) directed by the poet to the Muses in Od.
1.4-5, Odysseus likens himself to singer of his own heroic epic.
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from Zeus, so there is a certain righteousness in valuing wanderers. The language of a
wandering stranger is equated with the language of suffering and meagerness, yet there is a
certain value, or dearness to their company. Leonidas describes suffering, meager, wandering
characters with ornate language,”® and so he too, like Nausicaa and Eumaeus explain, pairs
simplicity with dearness in his poetry's careful attention to precise diction within his poetic form,
i.e. short epigram and seemingly paltry content, and his style, composed of his epic diction.

Poetic craft and wandering are equivalent since they are both dear and meager conveyors
of the treasurable aspects of humanity. Later, Eumaeus identifies wanderers by type, while
responding to Antinous' haughty rebukes.””” Wanderers' fame is as itinerant as they are on
account of their craft; they are dnogoyot, public actors, such as prophets, doctors, builders, or
bards.*"! Odysseus is not only a wanderer, but he is also an articulate bard,””* clever, and loved
by Athena,*” and so Odysseus is an exemplum of poetic production himself. Thus, the Odyssey
identifies wanderers as of a certain sector of society that is intertwined with poetic production,
and it is upon this type of poetic production that Leonidas focuses his attention with the theme of
wandering and the characters and subject matter he describes.

Since Homeric poetry is "the archetype for both serious and comic spirit in Greek

29 The discussion of Leonidas' "dear" or "ornate" language is well-known in scholarship, although commonly
overlooked or understudied, perhaps on the intricate nature of his diction. See Gutzwiller (1998a: 90) on both yet
Wilamowitz' (1924: 143) epithet for Leonidas as "affected, careless in phrasing, and padded," Reitzenstein (1893:
145-150), who said that Leonidas employed "splendid, choice, or better-adorned language"; Philips (1972: 5 ff.) has
shown how Leonidas' "bold neologisms" and "odd technical terms" are not merely for ornamentation, or to complete
a particular verse, but for ironic effect.

72 0d. 17.381-395.

! Gigante (1971: 78) points out Homer's interest in economic class in using this phrase, yet my aim is its
incorporations within the poetic style of Leonidas.

20d. 9.19-20, 11.368; 17.518-21; see Segal (1996: 202-205) for Odysseus' skill at storytelling as value of heroic
kleos.

7 As in the most frequently repeated epithet in the Odyssey, mohbuntic Odvooeie, Od. 13.297-311; Slatkin 1995:
236-237 shows how this epithet, and metis in general, is his "preeminent attribute, which Athene, the daughter of
Metis, enthusiastically endorses and claims as the source of both of their unity and their kleos."
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poetry ’n274

refashioning Homeric poetry is a regular occurrence in Hellenistic poetry, just as
much as Homeric characters and themes resonate in Hellenistic poetry. Each reappropriation
provides a lens through which a reader may see each author's own poetic technique, themes,
emphases, and interpretation, in what of Homeric poetry the Hellenistic author has focused on
and adapted for his own verse. The Odyssey was particularly a favorite source of poetic themes
and language for Hellenistic poets. Philitas of Cos, for example, wrote a dictionary of difficult
words that was used by Hellenistic poets, of which P.Oxy. 2258 perhaps contains a fragment,
which also shares the same rare word for bow with Callimachus fi. 236. *”* Philitas' Hermes
describes Odysseus as seducer of daughters of Aiolus in his parodied versions of the Odyssey.
Philitas' parody of Odysseus might have influenced descriptions in Callimachus' Hecale and
other Hellenistic arts that show the popularity of everyday craftsmen as artistic subjects,”’® and
Leonidas' interest in Homeric diction and innovation on the Odyssey seems akin to that of
Philitas. Apollonios has the same fondness for rare, Homeric words that fit well his choice
genre of epic; his diction fits thematically to the journey of the Argo, and yet his allusions to the
Odyssey often occur in sections of his poem that describe the beginning of the workday.””” Bion,
an author of diatribes, is so-called in a section of the Life of Bion by Diogenes Laertius
moAbTeOomog, ™ an adjective other Cynics have translated allegorically, and Kindstrand cites as

transferred from Odysseus who is the "patron saint" of the Cynic school, to the Cynic

274 Arist. Pol. 4.1448b34-1449a6; Brink 1972: 548; Cameron 1995: 273.

713 Webster 1964: 40-41.

76 Webster 1964: 41, 70; Fowler (1989: 5-22) focuses on the "craft and elegance" that jointly appear in Hellenistic
poetry and art.

217 Apollonius 4.109; Od. 12.439; Webster 1964: 70.

8D.L. Vit. 4.47: Kol v dg dGAn0dg 6 Biowv ta pév diha mohiteomog #ol 6odLotng motrihog #ol mheiotog
adopuag 0edwrmg toig fovhouévols xobmmdleobor prhocodiag:
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philosopher Bion.””” In philosophy, art, and poetry, the incorporation of the Odyssey is part of the
Hellenistic aesthetic. In the Hellenistic age, poets and artists sought to show off the "technical
virtuosity" of their craft,”® both by their own methods of allusion to the Odyssey and with their
own innovation on these allusions in their description of everyday, ordinary life. Leonidas
responds to such a trend with his own particular poetic technique.

Leonidas' epigrams often reinvent Homeric diction and contexts in order to suit his own
narrative, but also reveal an allusive layer in the poems. Such literary allusion indicates a highly
stylized presentation of realism, and so bares the fictional quality of the narrative. Leonidas 19
G-P = AP 7.657 presents a pastoral setting for a tombstone begging for shepherds and goats to
pass by and offer a libation of milk to the entombed.

ITowéveg ot tarhtnv 6peog QdyLv oiomoieite
atyog xeveipovg ufotéovreg dig,

Khertayodoen, mpog I'fig, OAlyny ydotv, dhia mpoonvi)
tivoute xBoving eivera Pepoedhovne.

PANyNoawvt' OLég pot, €' dE€otoLo ¢ oLV
TETENG ovEiCoL menéa fooropévalg:

elaol 08 TP TW Aelpumviov dviog apépgag
Y wolTNg otedhéTm TOUPov Euov oteddve,

210l TIG AT EVAQVOLO ROTOYQAIVOLTO YAAAKRTL
010G, AUOAYOlOV LAOTOV AVAOYOUEVOC,

1N’ Vygaivewv émrvuflov. giol Bavovrwy,
elolv apoPaiol ®av GOLpEVOLS Y AQLTES.

You shepherds who wander this ridge of a mountain / leading to pasture goats and fleecy sheep, /
for Cleitagoras, calling to the earth, would that you repay this small but pleasing favor / for the
sake of chthonian Persephone. / Would that sheep bleat to me, and would that the gentle shepherd
/ pipe from his rough rock to those sheep grazing; / and in the first spring after plucking a
meadow's blossom/ may a rustic inhabitant enwreath my tomb with a garland, / and may someone
from [a stock] rich in sheep, sprinkle [it] with milk of an ewe, while holding up her udder ready to
milk / dampening the edge of the tomb. They are favors from the dead, / in exchange for favors
for those that are decaying.

(Leon. 19 G-P = AP 7.657)

On a basic level, the epigram describes a rustic, everyday context in sepulchral epigram,

7 Antisthenes in Porphyrius Schol. ad Od. 1.1 = fr. 51 (see Caizzi 1964: 74ff.): ¢motduevol 8¢ moAovg TedTOUG
Moywv el Tod avtod modhTomoL &v eiev; Kindstrand (1976: 134-135) on Buffiére 1956: 367 and Pépin 1958:
108.

0 Fowler 1989: 22.
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yet the high language and vivid imagery provoke a deeper reading that elucidates the parodic
play on the mythology associated with the Cyclops. The epigram builds in allusion to the
Odyssey, Euripides' Cyclops, Aristophanes' Plutus, which is similar to Theocritus' Polyphemus in
Id. 11. The rare verb (oiomoleite) expresses that wandering is done apart from others, like
otomohog, the Homeric adjective that is its precedent.”®' The only other use of this verb for
wandering is in Euripides' Cyclops 74, which Rosen has shown to be a parodic comment on the
Cyclops of the Odyssey.”* In response to Silenus' speech, the Chorus of Satyrs in Euripides'
Cyclops 74 stress the absence of Dionysus; the Dionysian element in Euripides' Cyclops brings
about the most important changes to the story of Polyphemus from the Homeric account in the
Odyssey.” The garland enwreathing the tomb (xwQi{tng otePETm TOUPOV EUOV OTEGEVY), the
bleating sheep (PAnyNoouwvt' diég pot, like the parody of the Cyclops in Aristophanes' Plutus
292-295), and whistling shepherd (ovgiCot, like the Cyclops in Od. 9.316, and then in Theoc. /d.
11.38) are all called upon by the voice of the entombed, and so allude to the world of poetic
performance surrounding the Cyclops. The absence of the mythological figure, however,
restrains the imagery to everyday life. Through the beckoning voice of a dead man, Leonidas
ironically enlivens, and so fictionalizes an everyday occurrence of shepherds wandering by a
tombstone in a pastoral landscape. The context of the epigram that is riddled with literary
allusion to wandering and poetic performance in a very real, living, pastoral landscape, unites the
craft of sepulchral epigram together with the craft of the shepherds into an imagined setting

where the living and the dead meet through the dialogue poetry creates, and the request for "a

21 Gow (1965b: 328) states olomoleite is as olomdLog — solitary — as in I1. 13.473, but I say that Od.11.574 (Tovg
aUTOG naTEMEPVEVY €V OloTOAOLOLY OQeOOL) bears more similarity to the context, where the vocabulary is more
akin to the first line of Leonidas 19 G-P; the contexts are also similar; perhaps the man's voice is emphasized as
dead through the allusion to Odysseus in the underworld.

2 Rosen 2007: 143 n58 may show this reuse 'parasitic', in that Leonidas' epigram, like Euripides' Cyclops could not
exist in its current form without a specific antecedent.

%3 Konstan 1990: 208.
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small favor" (OAiynV ydotv, Leon. 19.3 G-P) of pastoral song.

In P.Mil.Vogl. VIII 309, Col. I11.28-41, as shown by David Petrain,” "mythological
figures and abstruse vocabulary" present two identities for the Cyclops that allow "Theocritus
and Homer to communicate with each other." Like in Leon. 19 G-P above, the context of the
epigram subverts the allusively literary frame and shows Posidippus®’ marking his own literary
appropriations as unique to his own style. Both Posidippus and Leonidas are aware of past and
contemporary literary allusions to the Odyssey, and express their own technique through the
conversation with contemporary trends and with poetry of the past.

The focus on wandering, everyday characters is perhaps reflective of Leonidas' own role
as a biographical wandering poet, but Leonidas certainly reiterates wandering and the everyday,
ordinary figure as two essential, interconnected elements apparent throughout his collection of
epigrams. These chief themes are introduced and joined within the characterization of his own
persona, as we saw in the analysis of his autobiographical epigrams above. The application of
thematic wandering that involves ordinary rustic characters and craftsmen has its roots in the
Odyssey, and so shows how these interconnected themes as a poetic pattern within a narrative

have a meta-literary function in Leonidas' epigrams.

IV. Wandering and Weaving in Leonidas
Weaving fits within the same stylistic frame and shows the overlap of weaving,

wandering, and to oligon, frequent in Leonidas. The relationship between weaving and poetic

%4 Petrain 2003: 359-388, esp. 360.
%5 Bastianini-Gallazzi 2001 have verified that Posidippus is the author of the New Posidippus because two epigrams
(II. 39-111.7 = 20 Page, X.30-33 = 18 Page) attributed to him are also found on the Milan Papyrus.
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composition is well-known.”® Scholars have shown the unique relationship between weaving
and poetic design particularly prevalent in the Odyssey, where Athena, goddess of weaving,

performs both "handicraft and the more metaphorical devising of plots,"**’

especially as she
weaves the plot that allows Odysseus to succeed as hero of his own nostos.*** Penelope's
weaving parallels that of Odysseus' wandering journey, since it is through weaving and
unweaving Laertes' shroud that she schemes to avoid marriage with the suitors, and protects the
fame of his homecoming.®® The weaving so paradoxically narrates Odysseus' wandering
journey, while Penelope is fixed to the loom.

In Leonidas' epigrams, weaving, continual motion while fixed at the loom, and so
simultaneously moving and still, is like the paradoxical motion of wandering of ordinary
craftswomen; weavers' composition is ironically 7o oligon, like their fated, insignificant lives —
brief, although their weaving, and woven art, persists. Their continual weaving, when compared
to the brevity of the epigram in which it is described, establishes a paradox in their immobilized
movement, as the elaborate narration of their movement remains trapped in a short, finite piece
of art. Female weavers are tied to their craft by necessity of sustaining their livelihood, much
like Leonidas wanders for his livelihood in his autobiographical epigrams. The description of
their weaving self-sustainment, however, is trapped within the short epigram, an embodiment of
their short-lived fate.

In the following epigram (41 G-P = AP 6.288), multiple variations of words rooted in

OMy- emphasize the relationship between weaving, poetry, poverty, and paltriness, which

6 e.g.0d. 5.59-62; Arist. Pol. 1253b 37. The relationship between weaving and poetry, or song, in Leonidas is
similar to that of archaic poets discussed in Snyder 1981: 193-196, and so Leonidas fits within this trend in Greek
poetry.

*In Od. 13.291-302, Odysseus is known for his deceits and tricky words although Athena calls him the best of men
Od. 13.303, where Odysseus "weaves a plot with Athena" as he reaches Ithaca, after which (Od. 13.331-335) she
compliments his courtesy, wit, and prudence; Cohen 1995: 64.

*%0d.1.5,1.77,1.87,1.326,13.297-299; Schein 1996: 11.

%9 As Penelope herself reveals in Od. 19.123-163.
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Leonidas presents as a signature stylistic trait of his epigrams.

Ai Avrophdevg matdeg, ABnva xol Melitela

not Drvto T'invic 0', ai prhoegydtatal,

g€oywv éx dexdrtog motl i o TOv e TEdaEQYOV

GTEOXTOV %Ol TOV ATOLO RQLVOUEVOY

neQrida, TOV LoTAOV LOATATION, KAl TO TQOYOLA

movio TreQTaoTag ToU0dE ToTLEEOYENST

nol omdBag evPoLbeis Tmohudoyvoa thg d¢t meviyoal

¢E OMywv OAlyov poigav amayoueda.

TV xéoag aiév, ABGva, émmhfoalo pev icwg,

Being d' evoumhovug €€ dMynoLTLWV.

We daughters of Lykomedes, Atheno and Meliteia / and Phinto, and Glanis, who love most to
work, / offer a tithe of things agreeable [to you] from our work and on top of that a / spindle and a
shuttle that distinguishes among the threads, / and is singer of looms, and the spinning / bobbins, %
these stitching winders & and blades laden with fine yarn & and so rich in silver %, although we are
poor [girls] / who offer this meager lot (notoav) from our meager [supplies]. / On the one hand,
Athena, would that you always fill our hands equally, / and would that you make full breadbaskets
out of these meagerly-supplied breadbaskets.

(Leon. 41 G-P = AP 6.288)

The subject matter that Leonidas treats here is defined by to oligon although his diction is full of
intricately-designed, elaborate compounds, which establish a parallel between poetic form and
subject. The epigram describes the dedicators' prayer for escape from a simple livelihood and
limited lot (¢§ OAlywv OAlyav potoav). Through the chiasmatic repetition of phrases that
jointly relate to meagerness and then to stocks that sustain life (OAlywv...0A{yov
potoav...evoLmhovs €€ OAynoTbmv), the poem culminates into homeoteleuton, which
epigrammatically ironizes their prayer for release. The poem is a dedication and prayer for
escape (araQyopeda) toward the impossible, what is not fated, since their lot is decidedly
meager. The phrase OAlyav polgav rings of double meaning, as it relates both to their
combined poverty and scant supplies, as well as to their short-lived fate.

The characters here are weavers, tied to their craft. They are poor, and although they pray
for a well-supplied breadbasket, the stress on words related to poverty shows that they cannot
escape their poverty and their weaving, thus rendering them paralyzed. Such paralysis is similar

to the way the wandering poet identifies himself, as one who also seeks to escape meager
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breadbaskets (¢€ OAynoutvwv, Leon. 36.1-2 = AP 6.300.1-2) with his art. This focus on short-
lived, poor, or simple people with original, compounded forms, lends to the strained effort of the
weavers to compete with their fate, and the ironic fate of all humankind — the meager lot that
they are.™ The reader is expected to interpret the self-awareness lacking®' in the meager
characters as they are richly described through the paradoxical art of the o oligon of Leonidas of
Tarentum. Wandering is the verbal embodiment of the paradox that Leonidas employs, and
within which his humble subjects fit.

The craftsmen and craftswomen within Leonidas' epigrams present a seemingly realistic
foreground. The language of heroes and the literary allusions in the background, however, offset
the categorizing of these epigrams as an attempt at accurately depicting reality. Instead the rich
descriptions are part of an ironic mold, as the everyday struggles of humankind are an immediate
context, yet with a subtext which comments on the wandering nature of humankind. In the
elegy below (Leon. 72 G-P = AP 7.726),” Platthis, a weaver and old maid, approaches death
while performing her craft with constant, revolving movement.

‘Eoméglov xNQov andoato mtorhdnig Hrvov

1 yonug mevinv IMhatoig dpvvouévn,

2ol TL TEOG NAARATNY 1ol TOV oVVEQLOOV ATQAXTOV
feloev mohoD yNeaog ayyibveog

2ol TL TOELOTIOL0G dLveVpEVT Ay oLg T oG

xelvov ABnvaing ovv Xdgiowv d6hyov,

1] 0Lnvi) Ouevod mepl yoivartog doxlov ioT®

YELQL 0TQOYYUALOUC' ineQdEcoa RQOUN V.
oydwrovtaétis 8' Ayepotolov niryaoev HOwE

1 ®adn voddg IThatOic VHnvausvy.

In the evening and during daybreak, she often thrusts away sleep / the old woman Platthis as she
averted poverty, / and she sang something to her distaff and to her fellow-worker [the] spindle /

[while she was] on the threshold of gray old age / and at the loom moving herself to and fro until
dawn / [along] that long measure accompanied by the Graces of Athena, / or shriveled with cold

% Philips 1972: 278 lists a number of simple, original nouns and adjectives that create such irony, and lists (290-
334) compounded forms, which show how Leonidas manipulates many of the compounded forms from other Greek
literature.

! See Montiglio 2005: 64 for the lack of self-awareness as a trait of wandering men in Od. 17.483-87, Hes. W&D
252-255 and Th. 759-66.

2 Clack (1999: 164) calls this an elegy.
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around her shriveled knee sufficient for the web / she is charming as she twirls the yarn with her
hand; / this eighty-year old saw the water of Acheron / Platthis goodly weaving good things.
(Leon. 72 G-P = AP 7.726)

Platthis averts poverty by weaving, but her continual motion shows that her livelihood competes
with her fated death, as if she barely escapes poverty. The whirling of the spindle (dtvevpuévn

> "whirling until daybreak") is a wandering motion to and fro, repetitive during

dyots €' novg,
the day and night, and with little progression; the only eventual progression made is in the time
approaching Platthis' death. This verb (dtvelm), here as a participle, is often used as a repetitive
whirling motion, as one paralyzed in a journey, and in this context the verb also implies walking
a set path (dtvevpévn...80hyov).** The tautological phrases emphasize the repetitive quality
of her arduous task as she accompanies the loom in position, xai Tt TQOG NAOKRATNV ... %Al TL
naELotiolog (and how nearby her distaff...and nearby the loom, 3-5), 1} gunvi) OLevod mel
yoUvatog (shriveled around her shriveled knee, T), | 0\ ®OADS (goodly...good, 10),
TAELOTIOOC. .. LOTD (next to the loom... the loom, 5-7). Time is like a long course that she
travels, Gyl & Nodg...d0Ayov,” while performing her daily routine of weaving. Much like

in Leonidas' epitaph for Homer,”* the whirling, here of a spindle, perpetuates time as the sun

rises and sets, until at last she — the goodly-weaving Platthis, both weaver and creator of poetic

23 Leon. 30 G-P = AP 9.24, like the sun whirling round his chariot, Leon. 62 GP = AP 7.273, like the sailor half-
eaten by a fish, wandering at sea; Arat. Phaen. 454-455 discusses the basic circular motion through the Zodiac
ordered by its wanderings; see Sch. in Arat. 454.17, 6 8¢ LOyog: ol 8¢ dhhoL mévte mAavnTeg (Emul divevovton
avti tod dvopeprypévor), ovx dvteg dpoLol Tolg meoetenuévolg Amhavéat did Tdv LB’ Twdiwv mhavdvron, the
gist of the line is the other five planets (whirl mixedly instead of being all mixed up), are not the same as those
aforementioned that are fixed when they wander through the twelve signs of the zodiac; Od. 16.63-64 ¢moi ¢
oALA BootdV €7t dotea divnOfvor / mhalopevog, they say that he is whirled through many cities of men,
wandering.

% For this verb as part of paralyzing stopover during an epic journey see £8tvedue0a in Od. 9.153; for the equation
of weaving and journeying see Pind. P. 9.17-18 ...& pev o0’ iot@v mohpPapovg épthnoev 680Vg, ...she didn't
like the paths of the loom that go to and fro; Gow 1965b: 376.

% ¢f. Clack 1999: 165: "all-consuming."

¥ Leon. 30 G-P = AP 9.24; Aot pgv Nuadowoe xai iegd x0xho oedivng / GEova duivioag Eumueog HEMog /
Dpvordhovs &' dyeAndov dmnudiduvey ‘Ounoog / hapmdtatov Movomv ¢Eéyyos dvaoyduevog.

The stars and the sacred/luminous disks of the moon grew dim, / and the burning sun whirled round his chariot, / and
Homer brought to naught the much-sung [heroes] in herds / as he held up the brightest light of the Muses.
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song as she sings, illuminates the water of death with her art. The description of her in the aorist
(dmwoarto, fiewoev, nUyaoev) suggests that this elegy as epigram is sepulchral, as each verb
reaches toward her final embracing of the completion of her life, with a journey to the water of
the underworld.

The singing of Platthis suggests a relationship between weaving and poetry, in that both
control the fate of their heroes, yet despite being the singer, she is also the heroine of this
epigram. She predicts her fate that is forever tied to the spindle as she sings, much like the
Achaian women sing in Theocr. Id. 24.77; Teiresias predicts how the women will praise in their
singing of Alcmena, mother of Heracles, as they guide with their hand the soft wool strewn about
their knees.”’ Platthis, like Helen or Calypso, weaves her web 8ox1ov ioTd. .. 1) %01 ®OADS
IMhotOic Vpnvauévn;>® the fate of Platthis is somewhat nobly heroic, but results in her
wandering within her poor, laborious life, until she meets inevitable death. She fights off
poverty (1] Yyonug mevinv IThatbig auuvouévn), as she thrusts away sleep (dmdooto) from
herself in heroic fashion with epic language,”” yet her shriveled old age catches up with her.

Overall, the passage is jointly mock-heroic and mock-romantic, since she, like Helen, is
charming ipepdeooa. But Platthis is also emphatically shriveled (1) ouvi) Ouevod mept
yoUvortog), like the shriveled feet of the aged nurse Polyxo of the Lemnian Hypsipyle in

Apollonius.” She is like the young lover embarking on paraclausithyron, as she serenades her

*7 Theocr. 24.5-8, vai Y&Q ¢udv yAurd Gpéyyog dmouyduevoy kot 660wV, / Tohhai Ayauddwv polaxov meol
yobvatt vijpa / xelQl xatotiypovoly axgéomegov deldoloal / Alrphvay dvopaoti, oéfag &' €on Agyeloot,
yes indeed my sweet light is far in the distance from these great things, that many women of the Achaians on
approach of evening as they guide the soft wool about their knees with their hand — they will sing of Alkmene by
name, and then the Argives will hold you in honor; Gow 1965b: 376.

8 11.3.125, péyav iotov Voouve, [Helen] was composing a great web; Od. 5.61-62 i0TOV o opévn yQuoein
neQuld' Vowvev, [Calypso] went up and down the web as she wove with a golden shuttle.

* Asin Leon. 78 G-P = AP 7.731; e.g. I1. 16301 (dg Aavaol viidv pev drwoduevol dMiov de, as the Danaans
thrust away the blazing fire from the ships; Od.9.305, yeoolv ammoacot AMOov dfoLuov, so they could thrust the
heavy stone away from the cave with their hands, etc.

0 AR. 1.669 avtag Emerta dikn 1odpog deto MoAvE®. / yhoai 81 guevoiow Emondfovoa mOdeooLy
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spindle and distaff, but she was ironically just outside the door of her own gray old age, so
childless and barren.”®" She is not a hero trapped in youth after dying young, but rather she is an
old woman who wandered her way through life while moving back and forth at the loom. The
spinning movement, her competition with time and poverty, and the mock-heroic tone are
markers of the limited fate she has spun — yet she is content with it. The romantic tone set upon
the realistic scene suggests that she, like Helen or Calypso, does control fate with her weaving,
except it is her own fate that the weaving sets in place by causing her death, in a morbidly wry
parody of ecphrasis and paraclausithyron. The epigram neither extols nor denigrates the
woman's work, but proves to be a high form of poetry about meager subject trapped moving in
motionless epigram text. Thus, the fo oligon is here a paradox of paralyzed movement that is
frequently apparent in epigrams of Leonidas similar to this.*®* The spinning of the yarn was
Platthis' livelihood, but also a paradoxical symbol of the fate to which she is tied.

In other weaving dedications, the spindles are whirling, or forever whirling, although the
weavers themselves are struggling with poverty and their short-lived lives. The phrase dAiyov
potoav amaQyoueda, [we] who offer this meager lot (uoioav) from our meager [supplies], in
Leon. 41.8 G-P = AP 6.288.8," shows the weaving-women-dedicators' claim to have escaped
their poor fate, but there is dualism here: they have both escaped a small fate of poverty from
performing tasks of the poor, but they are also of a fate that is probably shortlived. In the
dedication Leon. 42.3 G-P = AP 5.206.3, the spindle is ever-whirling (¢deldivntov), yet the

women dedicate the tools upon retiring from their trade, or stopping (mavoduevar) in Leon. 42.8

%! This romantic paraclausithyron turned morbid is not without precedent. See Theocr. Id. 23; Copley 1940: 52-61
02 of. Gutzwiller 1998a: 93-94; This poem may thematically be similar to "the virtue of contentment with little" as
in the fragment from a third-century Cynic philosopher quoted in Stob. Flor. 3.198, but it is linguistically a play on
earlier Greek poetry, thus it seems to be a literary play on traditional literature to reinforce themes of wandering, and
the oligos within it; to limit the poem to the Cynic frame would overlook the intricately interwoven allusions that
Leonidas is applying.

%3 See above for text of Leon. 41 G-P = AP 6.288 in its entirety.
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G-P= AP 5.206.8, and thus they cease to live.*™ Also in 42 G-P, the Doricizing of the epithet for
Athena as ITavitiol (7), bobbin-spinner, signals a relationship to the Doricizing of Penelope
(ITavelomog, 8), the wool weaver, whose bed the shuttle guards in this epigram,* and so
emphasizes a similarity in the etymologies of their names. The three women weavers in both
Leon. 41 and 42 G-P allude to the three Fates, yet the fate they control is their own. Such a
paradox of continual movement and humans' attachment to their limitations, like wandering, or
paralyzed movement, fate, or poverty, with rich allusions to literary tradition, emphasize that all
characters of poetry, be they men, heroes, or gods, are meager on account of their limitations.
The labor of the women, like the epigrams of Leonidas, is ironically over-wrought since the
workers' lives, like those of all humankind, are of a meager length.

The stylistic techniques of Leonidas prove to be self-aware of their fictional realism.
Although meager, everyday men are the focus of his epigrams, the repetitions and literary
allusions display Leonidas' highly stylistic poetic form. Through his weavers, Leonidas shows
the combined poetic form in their lowly craft with his high style and emphasis on wandering.
The weavers, like Leonidas' belabored limitation of his own high diction in description of
meager subjects, are trapped in their wandering. Such thematic scope and poetic method respond

to literary trends which Leonidas manipulates and to which Leonidas responds. Through olige,

304 Avtovopa, Mehitewa, Botoxiov, ai ®ihohddew

not Nuwotg Kofjooal toeig, Eéve, Buyatépec,

A Uev TOV TdEQYOV AeLdivnTtov dTQaRTOV,

a 0¢ TOV 0pdvitav eigornduov Tédhagov,

A 0' Guo TOV AeTTOV VATQLOV £QYATLY, LOTOV

neQulda, Tav heyéwv Ioavehdmog pUiana,

d®ov ABavaig ITavitidL Tdd' Evi vad

Ofjnav, ABavaiog TavoGuevol ®opdTmy.

Autonoma, Meliteia, Boiskion, the / three Cretan daughters of Philolaides and Niko, dedicated [these things]:/ the
first one dedicated her yarn-making ever-revolving spindle, / and the second, her basket of dark garment worked in
wool, / and the third her well-woven work and shuttle of finely-wrought webs /, the female-guardian of the
marriage-beds of Penelope. Together they dedicated these as a gift in this temple / to Athena the weaver, / when
they ceased from toils of Athena. (Leon.42.3 G-P =AP 6.289).

05 neouida, Tov Aeytwv IMavehdmog pvhaxa, Leon. 42.8 G-P = AP 6.289.8.
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literary allusion, and the theme of wandering, Leonidas presents his own sphragis as a response

to his part in the Greek literary tradition.>*

V. The ironic repetition of OA'IT- in Leonidas' epigrams

Like epigrams that intertwine weaving with poetic technique, fo oligon is emphatically
resonant in the diction of many of his epigrams. Leonidas repeats different forms of words with
the OALy- root often in the same epigram, or emphasizes the term in some other way, most often
ironically. The "meager breadbasket" so proves to be more than representative of poverty, but
actually an ironic reference to the aesthetic richness of the methodological performance his own
craft. In the following poems, the OAiy-rooted words prove their metaphorically poetical might,
and allude to the meagerness of humanity.

An example is the first line in Leon. 18.1 G-P = AP 7.656.1, Tnjv OA{ynv PdAov xai
to0T' OMyNoLOV (meager clod of earth and this meager burial mound), as the small clod of earth
hidden under a bramble and thicket litters around and obscures the tomb of the war hero

Alkimenes.

Thv OAlynv BdLoV xal ToDT' OMYNQLOV, DVEQ,

ofjua motidhOeyEor Thdpovog Alxnipévevg,

el nol AV kénpurrtal VI 6Eelng ToMoQOoV.

%0l BATOV MV TOT' £y OOV AMrLpévg.

This meager clod of earth and this meager burial mound, sir, / is the tomb called by the name of stout-
hearted Alkimenes, / although it has been entirely covered under wooden thicket / and bramble, I

Alkimenes once waged war here.
(Leon. 18 G-P = AP 7.656)

The reader is left to seek and answer the adjective of the first line, "why meager?" The smallness

of the tomb is the most direct implication, and this may be on account of the poverty of the

% Leonidas' contemporaries also had seals related to their own personae, as in Posidipp. 118; Lloyd-Jones 1963: 73-
99; on seals and poetic authority in Theognis see Edmunds 1997: 29-48.
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buried hero, who reveals himself as such in the last line. The short four lines confronting the
reader, and repetitive phrases within it, however, are symbolically like the thicket crowding the
tomb. The thicket masks his boldness mentioned in the third line (tTAGpovog), and so the
significance of the tomb marker seems to be the short four-line length and cluttering the name
with pleonasm and shrubbery. The ironic reference to the generic short form of the poem with
thick words mirror the cluttering of thicket around the subject, thus suggests that the character's

307

boldness as a hero is insignificant.”™" The boldness, however, is the dissonant irony in the

combination of diction, form, and subject.

In Leon. 87 G-P = AP 6.226,”® Todt' dOMiyov Kheltwvog émahhov (this meager camp
of Cleiton), OMyadAa§ (having a meager plot of arable land), OAry0EvLOV (meager shrubby
area), in the repetition of OA{y- root in the first line also emphasizes small size as a means of

delineating the brief four-lined poem.

Todt' oAiyov Kheltwvog emotiov 1] T OAMyadAag
omelpeaBout Mtog 0' 0 oyedov dumelenrv

T00TO TE ToW TOULEVT OMYOEVAOV- AAA' €Ml TOUTOLS
Kheltwv 0ydmrovt' éEeméono’ Etea.

This is the meager camp of Cleiton and his little plot of land, / simple vineyard nearby for sowing, / and
this is his for cuting down the little bit of wood; but next to these / Kleiton passed through for eighty

years.

(Leon. 87 G-P = AP 6.226)

The small plot of land and sparseness of the place is set in contrast to the long life (eighty

%7 Compare Leon. 17 G-P = AP 8.655, which uses the word pux1 similarly to OM{y- rooted terms, as if to suggest
that a small poem is enough for the meager man entombed within the small burial mound. The poem also suggests
of the meaninglessness of materiality:

Apnel pou yaing puxet ®ovig: 1) 8¢ meQLoo)

drhov ¢mOAMPoL Thotola keXAUEVOVY

OTNAN, TO OUANEOV vere®V PAgoc. el ue Bavovta

yvooovt', AAxavdop tobto ti Kalltéhevc.

This small bit of land is sufficient for me [I have enough!], and the superfluous / monument — would that it press
upon some other opulently buried; it's an unpleasant weight for dead bodies. If they think this is for Alexander son
of Kalliteles, what's the difference? (Leon. 17 G-P = AP 8.655)

% It makes sense to include Qwmedewy here, since it had precedent in Leon. 39 = AP 6.355, and also in Suda lexicon
entry 577 line 1; cf. Gow 1965a: 135; Page 1975: ad loc.
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years!) of the subject Cleiton, so the last phrase also implies a sort of incongruity that begs of the
attention of the reader. The last two lines ironize the wandering existence of the old man,
passing through both time and his small plot for eighty years, with the term 0AryOEVAOV, meager
vineyard. The repetitive diction certainly recalls Leonidas "of meager breadbasket,"
(6Mynoutvov) in Leon. 36 G-P = AP 6.300 symbolic of Leonidas "of meager diction," i.e.
diction describing simple subject matter with ironically complex language. The simultaneous
monotony and simplicity of the repetitive motion of men's modest lives — no matter how long —
reinforced by the repetition of to oligon throughout the collection in form, diction, and content of
Leonidas' epigrams.

Leonidas' wandering in the poetic tradition, then, seems to be a sort of entrapment within
the confines of elaborate diction, few words, and application of traditional themes. In Leon.19
G-P = AP 7.657.3, dMiyny ydowv (meager favor), is an ironic request of an entombed man to
receive the bleating of sheep, whistling of shepherds, and milk from passing goats, sheep, and
shepherds. The favor suggests that the epigram is dedicatory in form, yet the speaker is the
entombed, and so the epigram conflates dedicatory with sepulchral epigram. The request also
conflates two spheres — the rustic, or pastoral, and the chthonian — in a grotesque transgression of
generic boundaries, which highlights the fictionalization in this epigram. As the epigram
ironically points out — "there are reciprocal favors even from those who are decaying," the
implication of the small favor is also a request for a short song from shepherds, while they are
passing by, in exchange for the twelve-lined epigram sung by the entombed. The combination of
motion and speech,’'’ alludes to creative play on both genre and the theme of wandering through

the rustic lens of fo oligon, with its rich language and meager poetic form and subject.

% For Leon. 19 G-P = AP 7.657.3, see pages 84 above; cf. Theoc. Id. 18.39.
19 Tueller 2008: 68n9.
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As in the epigram above, repetitions of OA{y- forms are not always insistent of grim

poverty, as scatological humor is also evident in the word and style of 7o oligon in Leonidas.

Avtob €¢' alpaoiaiol Tov dyoumvodvta Iginmov
g€otnoev hayxdvov Agwvopévng ¢Olanra:

Al og éviétapol, dme, EuPrene. 'ToDTO' O' QTS
"TOV OMywV My avorv givexra; TOV OMywV.

Beside his boundary walls Deinomenes set up this watchful Priapus / guard of garden production; / but look
how I have stretched myself out, robber. So 'is this [statue]' you may ask, / 'set up for the sake of these few
vegetables?' [Indeed, it is] for the sake of these few things.

(Leon. 83 G-P = A.PI. 236)
In Leon. 83 G-P = A.PI. 236, a Priapus addresses passersby with the question that enhances the
imposing nature of the statue, and the meagerness of the garden and the fruits in it, ,,Tovt0," 8'
£0WTAG, / ,, TV OLlYywV hayavav eivera;" TV OMywvV, (you may ask, "is this [statue here] on
account of only a few vegetables" [Indeed,] it is on account of [only] a few.). The repetition of
Aayavav ("simple vegetables or herbs") once again suggests the author is "of meager words";
the meagerness here is a form of commonness, or vulgarity that he stresses, i.e. the related word
choices most often occur in vulgar genres,”'' and his repeated use of rare words. The ironic
incongruity of smallness or fewness of items in the garden enhances the implied, well-endowed
physical form of this god of fertility, as well as his threat to thieves.

The overuse of combined ornate compounds and focused diction, and his special
attention to the subject matter that is common, yet often overlooked subjects, mirrors the paradox
of wandering, a paralyzed motion. The resulting irony stresses the insignificance of mankind's
pursuits, as well as a stylistic argument that engages the discussion of boundaries within the

literary tradition by simultaneously participating in such a tradition, while transgressing its

' The word AayGvav is frequent in Aesop (Fab. 32,96, 121), and almost limited to its appearance in comic plays
(e.g. Crat. frs. 49, 191, 313; Epicharmus fr. 159; Ar. Th. 456, Lys. 557, fr. 908, Theopompus fr. 13.2, Eubulus frs. 1,
54, Alexis frs. 46, 15, 162, etc.; Hegesippus fr. 1.9) and scientific or philosophical texts, mostly medical (Bion fr.
17.8; Hippocrates De Morbis 2.50.28, De mulierum affectibus 66.17; Diocles 200.3,209.4; Theoph. HP 3.6, 6.1,
7.2,etc.).
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traditional limits. Perhaps wandering as a theme in Leonidas mirrors the paradoxical
combination of Leonidas' constraints as a poet, as he is tightfisted in his devotion to both
Homeric vocabulary and high, epic language, and to ordinary subject matter. His treatment of
meager subject matter with ornate language does not show sentimentalism or sensitivity toward
the hard work that a working class puts forth, but is an ornate display of irony remarking
parodically on the repetitious nature of human life. Repetition of diction, theme, and frequent
allusion to poetic technique provide a sphragis for Leonidas' poetry introduced by the epigrams

related to his own autobiographical persona.
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Chapter 3: Leonidas' Sea-Faring and Fishing Epigrams

In this chapter, I will offer a conspectus of the theme of wandering in the nautical
epigrams of Leonidas of Tarentum. I will then examine a few of these epigrams in detail in
order to show how Leonidas applies the theme of wandering to suit his collection and its sense of
realism. The theme of wandering resonates in multiple epigrams related to the sea, some that
directly describe travel on the sea, others that suggest a relationship between repetitive crafts
related to the sea, and others that more directly imply that life is like wandering, as water travel
regularly symbolizes man's final approach toward death. Leonidas' epigrams reflect the literary
culture surrounding him. Though other Hellenistic epigrams describe shipwrecks and the lives
of fishermen, the stress on suffering wanderers in Leonidas' poetry comparatively highlights his
own original mark on the theme.’'? Intricate literary allusions to Homeric poetry, and sea-
wandering in the Odyssey in particular, show that Leonidas' epigrams provoke an engaged
reader, a book reader, ready to interpret the many layers of allusion. These literary allusions and
the poet's coordination of multiple epigrams through the theme of wandering prove the very

bookishness of Leonidas' epigrams and his original, organizational techniques.

I. A conspectus of sea-related wandering in Leonidas' epigrams
Although only three of Leonidas' sea-themed epigrams appear among the thirty epigrams

in the two series of sea-themed epigrams in the Greek Anthology,””” many more of Leonidas'

12 Through his epigrams' similarities to other Hellenistic poetry, through his thematic allusions to wandering in
other poetry and repetition of his own poetic wandering, Leonidas distances himself from "well-trodden path of
inscriptions," i.e. context of inscribed epigrams, and proves his epigrams' part in the context of the literary world, or
"untrodden path," through repetition of this theme of wandering that plays on the context of inscribed epigram. For
the distance between allusion in inscribed and literary epigrams, Bing 2009: 174.

AP 7.263-279, 282-294.
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epigrams contain sea-related elements.”'* Among the large number of sea-themed epigrams,
wandering is implied by the epigrams' discussion of continuous sea travel, often forced by the
sea, or with an occupation related to the sea. Men are marked as "sea-roaming fishermen" in
Leon. 52 G-P = AP 6.4 (GMTAQYy®TOV. .. OixTUBOL®V), although the dedication of the
fisherman in this epigram is upon his retirement from sea-roaming. The voice of the entombed
often bemoans men's frustrating persistence in sailing,’'” although they are simply following their
fates..’'® Men continuously rove in the sea or on shore to practice their everyday occupation or
habits,’"” and the wandering of men is compared with movements similar to animals.’"* They
undergo long journeys through distance and/or time, as they are "driven by a storm,"

"3 The movement of the

continuously "whirling on the sea" and "suffering far from the shore.
sea-related wandering of men is often repetitive, passive, and paralyzing, although the
description is always intricately overwrought with rare diction and patterns that are frequently

variations of epic vocabulary, or hapax legomena, or variations of Leonidas' own usage .’

Leonidas' perfunctory diction mirrors the wandering movement of the characters, skilled in

4 There are twelve epigrams that discuss directly or allude to elements of the sea, although there are 17 epigrams
that incorporate elements of sea occupations (fishing, hunting on sea-shore, sailing), water-travel, or proximity to the
sea as either primary importance to the context of the epigram, or as a passing reference in the epigram. Gutzwiller
1998: 102 suggests that there are eight total epigrams on shipwreck, yet, since many epigrams allude to sea-themes,
we cannot formally conclude which epigrams relate to which section because of some overlap with other themes.
B Nownyod 1adog eipt Atoxdéog, ol 8' dvayovral, "I am the tomb of shipwrecked Diocles, yet they set sail!" in
Leon. 61 G-P = AP 7.266; "it is the right time...to set sail for the whole sea-trade journey" mhd0g MQAIOG... MG
mAmoLg ooy éumoginv, Leon. 85 G-P = AP 10.1

31 TTodhopévn)...Mine xvhvddpevog... vijuat' dvamhfoag émpoigia, Leon. 66 G-P = AP 7.504.

17 givaliwv...8U ovov, "of the sea...through the shores", Leon. 46 G-P = AP 6.13.

*18 "swimming more than a shearwater gull," TOv aifving mheiova vnEduevov, L. 20 G-P = AP 7.295; man flops
about on land like a fish, wandering to stay alive in Leon. 66 G-P = AP 7.504

" Long journeys: Leon. 14 G-P = AP 7.665; 61 G-P = AP 7.266, 62 G-P= AP 7.273,63 G-P = AP 7.283; 64 G-P =
AP 7.503. Driven by a storm: xewufvaoa, Leon. 15 G-P = AP 7.652. "Whirling on the sea": movto divetpevog,
Leon. 62 G-P = AP 7.273. Suffering far from shore: TnA00' &m0 Yikfjg Emtvoog Novog, Leon. 63 G-P = AP 7.283;
Ouvog émeotnhopévov dyboc... hatham yonoduevov," burden set up as a column upon...shore, after suffering a
storm", Leon. 64 G-P = AP 7.503.

20 As Philips (1972: 277-347) has shown, Leonidas' epigrams apply a large number of compounds of which many
are unique because of the rare nature of one of the compounded elements, and the other is often a Homeric term.
E.g. (316), although dAmAdyxntwv in Leon. 60 G-P = AP 7.264 is borrowed from Sophocles (A4j. 295), Leonidas
creates two new compounds from the first component dht-, GACwog and aApOOQog in Leon. 16 G-P = AP 7.655.
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sailing, fishing, or journeying by sea, yet paralyzed in their repetitve tasks, and in his epigrams.
Instead of solely elevating or celebrating the simple characters,””' the diction focuses readers'
attention on the intricate poetic quality of the theme of wandering in relation to characters of a
common lot.

Although poverty is often a component or proponent of sea-travel or fishing, and the
characters may lead a "simple" existence, the thematics of sea-wandering do not depend on these
descriptions. Instead of celebrating the simple life, the confluence of the wandering theme and
focus on simple characters offers a statement about the paralysis of the human condition.*”
Often, sailors are identified with "not a large ship";’* the litotes used to describe the small ship
highlights the sailors' regular helplessness amidst the dangers of the sea.” The small ship also
occasionally suggests the sailors' vulnerability to solitude in one's wandering struggle, as in 16
G-P where the entombed is mourned only by gulls, or even in Leon. 20 G-P where the
protagonist does not die of storm but instead of old-age, alone in his hut. In the case of Theris,
the protagonist of Leon. 20 G-P, the poetry of the first eight lines mirrors his vigorous movement
with technical diction for the habitual skill applied in devotion to his trade; his "automatic" death

(t® poxpd oPecdeic v ypove dutopatoc) and the small size of the ship coalesce to show his

ironic struggles alone in life until death.”* The small ship accentuates the characters' frustration

21 Cf. Gutzwiller 1998a: 88-114; Gigante 1971.

22 Poverty is not directly mentioned in any of the epigrams that discuss the sea or occupations related to the sea,
although wandering is. We run the risk of overlooking larger poetic constructs if we evaluate paradoxical themes in
Leonidas based simply on notions of class, as seen in Gigante (1971: 66-67) or Gutzwiller (1998: 94-96, 102), who
suggests that the sea-themed poems offer a "celebration of fishing" and "praise of the fisherman," yet such a
suggestion does not fit simply within "rich-poor" thematics. Analyzing thematics of rich/poor in poetry may present
an antithesis based on perceptions that are often convoluted by modern social constructs, and so are far too limiting.
2 Mfjte poxgf) Oagotwv vavtidheo uite Badein / vii, Leon.14 G-P = AP 7.665; o0 moAAfj VN, Leon. 15 G-P =
AP 7.652, ¢ Kol £ug mAdovta ovv ovK edmiovt pdpte, Leon. 16 G-P = AP 7.655; ol l TOMIGRAAULOV TADOTOQO
vavTihing, Leon. 20 G-P = AP 7.295.

% As in Leon. 15 G-P, the sailor's ship is driven by a storm, or in Leon. 16 G-P = AP 7.652, where the entombed is
mourned pitifully by gulls, after pirates ransack his small ship.

3 The sense of movement is diagrammed well by Guidorizzi (1977: 69-76), yet I suggest that wandering is not
specific to one class or another, but the epigram uses wandering as a means of achieving realism, which impresses
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and vulnerability in wandering, as well as the meagerness of human life.
Like Leonidas' rustic epigrams set on land, his sea-themed epigrams are quasi-bucolic,”
and their emphasis on the theme of wandering elucidates this aspect. In their frequently Doric

dialect,*”’

they describe rustic characters engaged in sea-related crafts, or who are set on the
fringe of society through their wandering sea-travel or habitual devotion to their craft. Leonidas'
nautical epigrams are ironically aware of a sort of locus amoenus, since his epigrams consistently
describe the danger of the marine setting. In Leon. 63 G-P = AP 7.283, a sailor who suffered a
storm bemoans how the sea spit him out far from shore. In Leon. 65 G-P = AP 7.506, while
reaching out to be saved by his fellow sailing crew, half of a sailor is devoured by sea-monster
and left to wander in the sea, while the other half is buried on land, leaving no real hope for
comfort. In Leon. 66 G-P = AP 7.504, "the steadfast fisherman" ironically flounders back and
forth to his death, killed by swallowing a fish while fishing from the shore, and in Leon. 85 G-P
= AP 10.1, Priapus announces the beautiful comforts of spring on land, yet ironically commands
sailors to set sail for trade. Although Leonidas' epigrams distance themselves from Theocritus in

328

their absence of erotic themes,** they respond to his work and to that of other Hellenistic

epigrammatists,’ in many ways.-’ Leonidas' epigrams are not based simply on thematics of

upon his readers the shared lot of humanity, which is to wander and struggle alone in order to suffer the common lot
of death. The epigram does not celebrate the achievement of Theris, but instead shows Theris as an archetype for
the common struggles and wandering of man, in which wandering occupation his coterie of fishermen
(ovvepyartivng iy OupoOLwV Blaoog) are implied to share in their commemoration of him in the last two lines. They
are neither rich nor poor, but fellow fishermen casting the woven, fated nets of their occupation.

326 Arland 1937: 31; for other definitions of "bucolicity" compare Stanzel 2007: 335; Rossi 2001: 29-64.

7 Bernsdorff (2001: 127-138) argues for a relationship between the Doric dialect and the bucolic.

28 Stanzel (2007: 346-351) stresses how erotic themes distinguish Theocritus' bucolic style.

329 Cf. Stanzel (2007: 346-351), citing Gutzwiller (1998a: 100-108) and Gigante (1971: 45-51) argues that Leonidas,
comparatively holds interest in simpletons unlike Theocritus, Callimachus, and Herodas, since he "celebrates the
ideal of modesty under the influence of Cynicism." The tone of wandering and the admonitory notion of man's
wandering toward fate, shows that Leonidas is still interested in stylistics and poetic technique like these other
Hellenistic poets, regardless of the influence of Cynicism.

30 Leonidas marks his role in the rustic sphere, as discussed in the previous chapter, in the epigram which probably
stood as dedication of his collection with AaBoin, rustic epithet for Lathrian Aphrodite in Leon.36 G-P = AP 6.300,
is cognate with Adtwov in Theocritus /d. 20.39. Gutzwiller shows how Asclepiades and Nossis, and maybe
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rich and poor, but overall contrast with the literary milieu surrounding him.

Although the narrative contexts described in his epigrams are not always set on the sea,
epigrams that discuss fishermen show a sense of wandering through the repetitive reference to
their craft. Fishermen are portrayed according to their regular practices of movement, and use of
appropriate tools, which show their devotion to the skill of their craft, as much as their habitual
performance of it.”*' The frequent litotes, baroque description, and ironic implications
concerning fishermen's or sailors' skills, tools, or vehicles traversing the sea, often provide an
equivocal comment about man's ability, as the characters struggle, sometimes nobly, sometimes
ridiculously, to escape inevitable death or live out their short, brutish lives. The characters'
occupations on sea and otherwise prove to be aimless, wandering pursuits, of which suffering
forced upon them is a component part.

Nevertheless the description of craft in showing their toil against the difficulty of labor
adds an element of realism to the theme of wandering. The wandering is shown as part of a
common, everyday routine (as to the wandering performed by fishermen everyday in Leon. 52
G-P = AP 6.4) or is sometimes clearly fictional (as the very skilled fisherman who dies wriggling
like a fish in Leon. 66 G-P = AP 7.504).** The everyday pursuits and irregular happenstance

described in well-crafted language become a highly stylized reflection of reality through their

Posidippus use Aphrodite as patron deity of their epigram collections, yet their approach to the goddess is reflective
of their own individual style. Nossis 1 G-P = AP 5.170; Posidippus 1 G-P = AP 5.134; Gutzwiller 1998a: 110;
Hoschele (2007: 360) takes this argument further by showing Nossis' (Nossis 4.1-2 G-P = AP 9.332) use of the
temple of Aphrodite and the many famous paintings in it as symbolic of her collection and the many epigrams
within it. Such a use provides an image of a three-dimensional setting for the two-dimensional medium that
attempts to pretend it exists in a space outside of the papyrus upon which it actually sits. See also Leonidas 19 G-P =
AP 7.657 wherein Leonidas alludes to the world of the Cyclops in a bucolic setting, much like Posidippus
P.Mil.Vogl. VIII 309, Col. I11.28-41; for this argument, see Petrain 2003: 359-388, esp. 360.

P E.g. 1exvao0évta... téyvag... texvooivag, "cunningly contrived...crafts...mastery of crafts", GMmAdyrT@V
ebpepo duTuPOAMV, "nets of sea-roaming fishermen," Leon. 52 G-P = AP 6.4; 1oV aifving mhelova vnEdpevov,
"swimming more than a shearwater gull," Leon. 20 G-P = AP 7.295; ¢maxtaiog »alouevtig, "reaper on shore",
dnog nal riyAng xal ondoov iyOvpPoievs "utmost harpooner of both wrasse and parrot-wrasse" Leon. 66 G-P =
AP 7.504.

32 The absence of mythological reference and high poetry that describe suffering at sea lend to the realism within
his poetic style, see Gigante 1971: 105-122.
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elevated language and theme of wandering.

All sea-themed epigrams, like many other epigrams of the collection, suggest that
humankind is a humble, suffering race vulnerable to its wandering until death. An element of
sea travel occurs when a character in the epigrams meets his/her ultimate end in wandering, with
a final sail across Acheron into Hades (as in 7tovtomooo ... g €ué, tolg Aidew mpoomehdon
MUEOL, ...for a man traveling by sea...as with me, if a gale should bring him to the harbors of
Hades,Leon. 60 G-P = AP 7.264). Of course, this metaphor resonates in literature from Homer
on,” yet the sea-themed epigrams and those that discuss sailing to Hades coordinate
thematically with other epigrams of Leonidas' corpus. Epigrams sometimes describe a scenario
where water becomes a defacto trip to Hades. In Leon. 59 G-P = AP 7.67, Charon is identified
by boat travel, as his boat is full of all those dying by means of the nautical passage that they
take (AOPOLPEVOV... vauoTOAEWV). A sociable man who sails to Acheron is described in
Leon. 10 G-P = AP 7.440 (dmémeev gig Axéoovta). Leon. 79 G-P = Stob. 4.52.28 exhorts one
to row to Hades since traveling there is without struggle (€gecoe... ATaQmOV €MV, OV YAQ
¢otL OUoPaTOC... %N PEPVROTWV OOEVETAL row. .. as you move slowly along this path, for it is
not impassable... it is even traversed by those who have shut their eyes). Leonidas
metaphorically presents life as a grim voyage that is inevitably brought to anchor (Xeluéolov
Conv Vadeeo veto O' éc OQUOV, escape this stormy voyage of life and bring yourself to
anchor,Leon. 77 G-P = AP 7.472b). Many of the sea-themed epigrams imply the senselessness

of men's frustrated pursuits on the sea, through the humbling fate met by the entombed, or

3 E.g. as Teiresias tells Odysseus that Death will come from the sea by men who know nothing of the sea in Od.
11.120-138; Circe describes of Odysseus' journey to the Underworld in Od. 10.501-516, or Pi. Pyth. 11.21 of
Agamemnon's and Cassandra's souls to Acheron, or in Alc. 38A 2,8, where in the speaker repeats crossing into
Acheron to emphasize foolish hopes for rebirth, thus to convince Melanippus to drink and be merry; for relationship
between water and poetry in Pi. Nem. 4.1-5; see Segal 1974: 20-38, esp. 25-26 on water as metaphor symbolizing
ford between death and rebirth in Greek literature, but specifically in Theocritus Id. 1.139-141.
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because they contain warnings of the dangers of sea travel (Leon. 60 G-P = AP 7.264; 61 G-P =
AP 7.266; 76 G-P = AP 7.472b). Thus, the theme of wandering stresses the struggles of human
existence and the inevitability of wandering in life, as one's approach to death is an unavoidable
passage. Death is the only definitively achievable goal in wandering.

The sea-voyage theme fits well into the literary tradition of Hellenistic literature, yet
Leonidas' epigrams distinguish themselves from the poetry of others, especially since his sea-
themed epigrams narrate tales that stress the wandering, or the frustrated toil or suffering, of the

humanity beyond mere destruction of ships on sea.

II. Leonidas, sea-themed epigrams, and the Greek literary tradition

The New Posidippus presents an entire section of epigrams about the shipwrecked

334

(voOaywd, epigr. 89-94 A-B),”* and so shows that sea-themed poems may have been collected

into a section of a book of epigrams by Leonidas.** Posidippus' **

vaBoyird epigrams are each
unique, and are more light-hearted than Leonidas', as gods whisk away those about to die on sea
(e.g. epigr. 92 A-B). In many cases, their self-awareness concerning themes creates a fictional
quality. There are some sea-themed epigrams from 1-20 A-B (MBwxc) to 21-35 A-B

337

(olwvooxromnd),”" yet these epigrams appropriately centralize the rocks and omens respective

to each epigram.”® The epigrams in the New Posidippus generally do not focus on fishermen, or

#* Austin 2002: 21, 114-119.

35 Gutzwiller (1998a: 102) also suggests that sea-themed poems might have coordinated as a section of a Leonidean
poetry book.

36 Bastianini-Gallazzi 2001 have verified that Posidippus is the author of the New Posidippus because two epigrams
(II. 39-111.7 = 20 Page, X.30-33 = 18 Page) attributed to him are also found on the Milan Papyrus.

337 Austin 2002: 21, 41-47.

38 P.Mil. Vogl. 1-1V.. epigr. 19 = A-B 19 is introduced with the distance of the rock form the sea and includes many
mythical elements involving Polyphemus and Poseidon; A-B 20 alludes to Demeter kissing the hand of Poseidon in
order to avoid destruction at Eleusis, in a prayer to keep Ptolemy's domain earthquake-free; A-B 21 discusses the
presence of omens at the launching of a ship; A-B 22 on the appearance of omens for those about to set sail; A-B 23
is an address to fisherman that sight of the shearwater is a good omen for catching fish; A-B 24 again addressed to a
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stress the suffering of the sea voyage common in Leonidas', yet they are united by the theme of
shipwreck and death at sea, and the epigrams' witty remarks in using these themes.*”

Leonidas' many sea-themed epigrams fit within this same sub-genre of Hellenistic
epigram, yet Leonidas' distinguish themselves as admonitory reflections of the struggles on the
sea and of the toils of fishermen.**® Not every epigram explicitly discusses a specific aspect of
wandering at sea or otherwise, but wandering resonates with the emphatic suffering of the
speaker combined with the persistent motion of men in their struggles to sail in the motionless,
seemingly inscribed poem. The following distich (Leon. 61 G-P = AP 7.266) insists that the

tomb of Diocles stand as warning to anyone setting sail.

Noaunyod tddpog eipl Atoriéog: oi 8' dvayovta,
ded TOMuNG, AT €pod metopoto Avodpevol.

I am the tomb of the sailor Diocles; yet in spite of this they set sail, / oh out of recklessness, loosening their
ship cables from me!

(Leon. 61 G-P = AP 7.266)

fisherman of good things to come from the black Theban bird, if the fisherman considers the shearwater
untrustworthy; A-B 25 — the most similar to Leonidas' themes in its discussion of meeting an old man on a road,
since the epigram equates a trip on land and a trip on sea to the voyage of life, in particular marriage. Troubling is
the relationship of this epigram to omina specifically, except for its role in seeking advice for the future (for
interpretations see Hoschele & Konstan 2006: 99-102; Baumbach and Trampedach 2004:146). In terms of
Leonidas, however, embarking on marriage is advice that his old men for the most part stray away from, Leon. 10
G-P = AP 7.648 (Aristocrates, who dies spouseless, advises on deathbed that others should marry); 31 G-P = API.
306 ("old Anachreon" drunk and about to fall); 37 G-P = AP 6.302 (Leonidas describes himself as an old man alone
in his hut with mice); 50 G-P = AP 6.296 (Sosippus, a hunter, caught by the weakness of old age dedicates traps); 71
G-P = AP 7.466 (on mother of Anticles, bemoaning the young death of her son and so her own old age); 72 G-P =
AP 7.726 (old woman Platthis committed to her craft of weaving dies alone); 78 G-P = AP 7.731 (advice that an old
man should not cling to his old age and to life); 93 G-P = AP 7.715 (Leonidas' epitaph commemorates his death far
from his homeland and calls this fateful journey bitterer than death); 97 G-P = AP 6.154 (an old man gives rustic
dedication to Pan, nymphs, and Dionysus to increase his sustenance).

3% As Thomas (2004: 265) resolves in contrast to Propertius 3.7, relationship to thematic grouping of poems in the
Milan papyrus may provide a direct or indirect model for poetry, Augustan or otherwise.

0 Gutzwiller (1998: 313- 315) argues that the first sequence of sea-themed poems on shipwrecks in the Cephalan
anthology (AP 7.263-273), appeared in the final section of the book of epigrams by Meleagrian authors, and she
presents that poems by Leonidas provided an important balance to other epigrams in Meleager's anthology. She,
developing her argument from that of Wifstrand (1926: 25), focuses on the admonition about the "perishability of
wealth" among Leonidas' travelers or merchants lost at sea. Leonidas' epigrams on shipwrecks and fishermen,
however, not only support his role as a Hellenistic poet, but also coordinate in literary theme other than their
discussion of wealth, poverty, and Cynicism; for shipwreck epigrams in Posidippus as sub-genre of epigram that
affects Augustan authors, see Thomas 2004: 260.
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Although the epigram does not apply vocabulary that specifies wandering, the frustration
of the speaker combined with the persistent motion of those setting out alludes to the frustrated
suffering encapsulated in wandering. The first hemistich calls attention to the sepulchral format
the epigram sets out to present, as the tomb in the first person, rather than the entombed himself,
declares its imagined presence. The insistent voice of the tomb, however, is in vain, as its
frustration is expressed by the adverse actions of other sailors in the last two feet of the first line
introduced by the bucolic diaeresis and the phrase introduced by the correlative particle o'
avayovtou (vet they set sail!), and set off by the strong caesura following the exclamatory ¢ped
TOAMUNG (0h — out of recklessness!). The suffering and frustration of the tomb ironically
correlates with others' setting sail and loosening cables from shore, as if to ask — why would
anyone wander on sea, or dare a sea voyage if a death — as miserable as mine - is the expected
result? The sailors, then, show their persistent sea-travel as an inevitable devotion to a reckless
practice, and so the speaker suggests that such a pursuit is illogical and aimless. They are then
paralyzed in their frustrating, repetitive practice, wandering at sea, and in their jointly loosening
and destroying their cables (AvoGuevor). Wandering is not stopped or completed with the death
of another, but only by one's own death, as frustration, wandering, and death are inevitable parts
of the human existence in the epigram. The language that emphasizes the distance from the
shore and frustration of struggles met on the sea insists on the foolish dangers of inevitable
wandering on sea.**’

Some epigrams contained in the New Posidippus comparatively highlight Leonidas'
epigrammatic themes. Epigram A-B 91 contains the same general message as Leonidas 61 G-P

above, i.e. that those departing by sea should consider the inscribed tomb a warning of what sea

3 For frustrated suffering and distance in sea-wandering, see also Leon. 14 G-P = AP 7.665, 15 G-P = AP 7.652, 62
G-P=AP 7.273,63 G-P=AP 7.283,65 G-P = AP 7.506.
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travel can cause, yet the reader of A-B 91 is meant to engage the tombstone as a literal object
that is inscribed, as the reader is asked to think four times with each of the four lines to consider
the multiple warnings that the reader avoid sea-travel.
TeTdL fovheoaio xal, el mote xdua MotZov,
pn Tayvg EvEelvov yiveo movromdoc,

To0TOV WV neVEOV Adov Tddov, ov [Tagravirv
A€ mov eiraian Oiveg Exovoly GAOG.

Plan four times and, if ever you sail the sea's swells, / do not be quick about navigation of the Euxine /
when you see this monument of Dorus — an empty one, which far from Parium, / I suppose, the dunes of the
sea hold.

(Posidippus A-B 91)
Any frustration expressed in the warning presented in the first distich is relieved by the indefinite
TNAE oV (at a distance, perhaps) that ends the second, which implies the comfort of ignorance
about where the sailor Dorus made his final rest, as the monument's pretenses evokes pathos for
the dead. The epigram's message is docile compared to the exasperated remarks of Diocles in
Leonidas 61 G-P. Compare also A-B 94 of Posidippus below, which with vaunyov pe Bavovra

ral Exhavoev nol €0apev begins similarly to Leon. 61 G-P above (Navnyod td¢pog eipl).

vaunyov pe Bovovra ol Exhavoey nal E0apev
AeDPAVTOG OTOVINL, RAVTOG ETMELYOUEVOG

g av &m Eetvng xal 00oLmdQog: dAN dmododvar
AemPavtol peydiny uunog éyom ydorta.

Me, who died from a shipwreck, he, Leophantus, both mourned and buried / with haste, as he also hurried
himself / just as if he were a traveler to a strange place; but to return great thanks / to Leophantus, I am too
small.

(Posidippus A-B 94)

The third person and simple structure, however, lack the frustration of the deceased, as the poem
goes on to describe a death that is quick and without the suspense and the ominous warning.
Instead the quip of A-B 94 develops from the second line, which introduces the haste of

Leophantus and the complaint of the entombed — the tomb is too small and not worth spending a
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lot of time on, since the composer Leophantus didn't spend any time making it. Since this is the
last of the vaBayurd in the epigram book, perhaps epigram A-B 94 is a comment on the small
section or hasty composition of epigrams related to shipwrecks, or on the contrasting short poem
and gravity of the subject matter.

Hellenistic poets were interested not just in adventures of sailors on the sea, but also in
the world of fishermen and the craft of fishing from the early Hellenistic period. Leonidas' work
often reflects this trend of realism common to Hellenistic art and literature.*** The theme of
wandering links many epigrams concerning fishermen to the rest of the collection, particularly
the epigrams of shipwreck and those in a bucolic type setting.”*’ Examine the following epigram
(Leon. 85 G-P = AP 10.1), where sea, bucolic, and habitual practice of the craft of sea-travel

come together:

'O mhbog weaiog, xai ya Aalayedoa yehdawrv

NN pépProxrey yo xolelg Zépupocg,

reludves 8' avBedol oeolynrev 0¢ Bdhaooa

HOPAOL HOL TONYEL TVEDUATL BQACOOUEVY).

ayrog dvérolo ol éxhbooto yoaua,

vavtihe, nol TADOLS TEoOV Edeig 00OV V-

000" 6 [Tginmog eyarv émtéhhopat, O Mpuevitng,

OVOQWP', g MAwOoLg TAoOV € EUITOQINV.

It is the right time for sailing, for in fact the chirping swallow / and pleasant Zephyr now have come, / and
the meadows are in bloom, and the sea / with its swells have grown silent / and are shaken violently with a
rough gust. / Would that you take up your anchors and unloose your stern cables, / sailor, and setting up the
entire sail would that you set sail; / I Priapus, god of the harbor, command these things, / sir, - that you set
sail for the whole trade-journey.

(Leon. 85 G-P = AP 10.1)

This poem uses the figure of Priapus to urge sailors to take on the sea since it is the right
time for sailing (0 whOog meaiog, like in Hes. WD 630), yet he digresses about the idyllic beauty

of spring, with the poetic chirping swallow (Aalayeboa xeMdmv, like the chirping cicadas,

2 Fowler (1989: 5-9) points to the decadently learned means that Hellenistic poetry and art portray the details of
common crafts and occupations; for realism in Leonidas, see Gigante 1971: 77-122 and Kirstein 2007: 168-169.
3 Cf. Gow 1965b: 386n8.
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making sounds of spring in Theocritus /d. 7.139)***, the blossoming flowers (Aeipudveg o'
avBedol) and, ironically, the violent, shaking movement of the sea (vOpooL ®ol TONYEL
nvelpatt Poaccopévn). The juxtaposition of the bucolic language and setting, with the
violence of the sea, stresses the ironic inevitability of one daring to embark on a nautical
enterprise. Rather than teaching about the pleasure of spring as common to bucolic poetry,** the
epigram instructs the reader about the danger of spring because of wandering on sea. The
chiasmus in line five (ayxoag dvéholo nai Exhiioowo yVawa) provides a tonal shift that leads
into the equivocal command in the last line (OvOQWP', g TAMOLS Taoav én éumoinv). The
repetition of the optative "would that you set sail" (th®oLg) dramatizes the inevitability of the
sea-wandering enterprise.

Hellenistic poetry that describes fishermen and the craft of fishing may be considered
within the category of perhaps even the 'bucolic', although apart from the world of herdsmen in

their identification with an occupation of the sea.* Interest in the world of fishermen does not

stray too far from the Hellenistic literary interest in the everyday, simple people,’*’ particularly

*** Aadetv is also used of the singing of the birds in Mosch. 3.47; Gow 1965d: 101; like the cicadas as poets of
bucolic song constructed by Meleager 12 — 13 G-P = AP 7. 195-196; Gutzwiller 2006: 395-396. .

5 Gutzwiller (2006: 396) argues that bucolic poetry "integrates instruction and pleasure, or rather of subsuming
instruction to pleasure. Theocritus' and other bucolic poets teach by offering past examples of erotic experience...as
it strives to promote sweet, seductive effect on its audience." Leonidas favors the strongly instructional poetic song,
yet with bucolic elements, perhaps in response to bucolic poetry of his contemporaries.

6 As Kirstein (2007: 168ff.) notes, poetry that deals with humble people in settings on sea, sea-side, or on land, just
as Arland (1937: 80) and Rossi (2001: 33), although she adheres to a more rigid definition of bucolic, she accepts
that fishermen and harvesters belong to the corpus Theocriteum; Leonidas, like Theocritus, includes a number of
epigrams that discuss hunters, herdsmen, and travelers in a pastoral setting, but in one poetic context (namely,
epigram). The narratives are shorter but the language is as rich, highly stylized, and allusive as that of Theocritus'
"bucolic" sphere. E.g. Leon. 3 = AP 6.334 (dedication of cakes to sheepfolds); 43 = AP 5.206 (dedication of musical
instruments, including a shepherd's pipe); 46 = AP 6.13 (dedication of nets and hunting tools from hunters of
animals on the shore, on land, and of those in the sky, see Kirstein 2007: 171 on this epigram); 47 = AP 6.35
(dedication of milk-pales, dog collars, and shepherd's staff); 48 = AP 6.232 (notably set in pasture in the first line,
although a dedication of spoils of marauding animals); 50 = AP 6.296 (with much bucolic language — see Rossi
2001: 34, 134, dedication of hunting tools of Sosippus in his old age, although Rossi definition of bucolic is more
rigid than what I have listed here); 91 = AP 6.120 (dedicatory epigram on singing cicada in pastoral setting).

%7 For Hellenistic interest in realism, see Zanker 2004: 13-15, and 125-126 for innovations of Hellenistic poets and
artists concerning "everyday" subjects as response to "Kleinwelt of collapsed polis life under Alexander and
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those of corpus Theocriteum. Theocritus shows his interest in fishermen in Idyll 21,*** and

emphasizes the hold of poverty over the trade of fishing;** the overall meaning of the opening

portion of the Idyll 21.1-5 is that "poverty sharpens the wits and stimulates industry."** A list of
fishing gear follows, which comprises fishermen's "wealth" (oUtog O mhoDTog, Id. 21.14).
Leonidas 52 G-P = AP 6.4 describes the craft of a fisherman named Diophantus through his
dedication of tools, much like that addressed to the Diophantus of Theocritus /d. 21. The
similarity of names may be a deliberate invitation to the reader to think of Theocritus /d. 21,

although Theocritus' authorship of Id. 21 has been doubted.” Leonidas' epigram, however, does

352
1,

not focus on "poverty" as in Idyll 2 which begins with "it is poverty alone, Diophantus" (A

nevio, Alodavte, pova) and repeats the theme of poverty throughout the poem.

TEUnramect dyrniotoov xal dovvana dovhydevto
YOO UV %ol TG b BVdOn0oVg omuEidag

%10l ToDTOV vrrtotoLy €m ixBvoL Ttexvachévta
©0QTOV, AMTAGYRTWV €VQEUN OTUPOAWV,
TN LV TE TeLddovta, ITooeldamviov €yyog,

%ol Tovg €€ andtwv diyOadiovg épétag

0 YOUTteUg AtOpavtog avdntogl OMrato téyvag,
g B¢g, apyalag Aelypava Teyvoouvag.

Curved fish-hook and long rods / and line and the large baskets for holding fish / and this cunningly crafted

successors"; Kirstein (2007: 168-171) discusses how fishermen and seamen grew to become popular literary
subjects; Arland 1937: 31.

8 For authenticity of ascription of Idyll 21 to Theocritus, see Kirstein 2007: 150-212, esp. 162-168.

9 Although the ascription of Idyll 21 to Theocritus is suspicious (for more on ascription, see Gow 1965c: 369-381),
I agree with Rossi (2001: 33) that we should accept the ascription to Theocritus since epigrammatists had already
turned their attention to fishermen from the early Hellenistic period, writing several compositions on them, and the
presence of fishermen in the spurious Idyll 21 is justified by the conception of the much broader notion of 'bucolic
poetry' that becomes popular in the period contemporary with and immediately following Bion.,Cf. Kirstein 2007:
168-212.

30 Gow 1965d: 370; Theoc. Id. 21.1-14; A mevia, Addavte, pova Tog Téyvag eyelger Poverty alone,
Diophantus, urges on the crafts...

! See enumeration of similarities between "list of tools" in Leonidas 52 G-P and Theocritus 21 in Kirstein 2007:
165-180, esp. 170-171, and stylistic similarities in Gow 1965d: .370-381.

32 There are other epigrams where poverty is a major theme; e.g. Leon. 33 G-P = AP 7.736, 36 G-P = AP 6.300, 37
G-P = AP 6.302 (previous three epigrams describe Leonidas himself as poor), 39 G-P = AP 6.355 (poor mother
presents lifelike image of son to Bacchus); 41 G-P = AP 6.288 (poor weavers dedicate to Athena); 55 = AP 6.298
(poor Cynic Sochares); 68 G-P = AP 7.455 (entombed wife of poor husband groans for more wine); 71 = AP 7.466
(lamentation for lack of son and desolate old age); 72 G-P = AP 7.726 (poor Platthis dies while weaving); L. 83 G-P
= API. 236 (Priapus set up to guard small plot of land and few things garden contains); 97 G-P = AP 6.154
(dedication from poor rustic).
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for night-fish — a trap, an invention of sea-wandering fishermen, / pointed trident, tool of Poseidon, / and
these twofold oars of light vessels / the fisherman Diophantos set up his crafts for his lord / as is right, as
what remain of his old-time trade.

(Leon. 52 G-P=AP 6 .4)

Leonidas' epigram places the dedication of tools of Diophantus to the fore, much like the
list in Id. 21.8-14, but the epithet in Leonidas' epigram for fishermen — "sea-wandering"
(dMmhayrtov evgepa duxtuPOAwv) highlights the juxtaposition between Diophantus' formerly
active, inventive trade and its end with a "rightful" dedication to his lord, i.e. the retirement of his
craft. The long list of items, consisting of compounds and neologisms, suggest of both rusticity
of dedicator and the technical skill devoted to his trade. Leonidas' dedicating fisherman reflects
the rusticity of the epithet for Pan (GAmhdryxtov).”” Rusticity also seems intended in the tone
of the "sea-roaming" compound in Apollonius Rhodius (2.11), wherein the insulting Amyntas
derogatorily addresses the Argonauts to challenge the "strangers" (Eg{vololv and dvoQdv
00velmv 6 nev BEBouEL mehdioon, "to strangers" and "to anyone of men who wanders among
the Bebrycians") to boxing. Since the adjective modifies the fishermen, the "sea-roamers" in
Leonidas' epigram are a known entity, defined by the tools of their craft, although the term for
fishermen, duxtvohwv (literally "net throwers"), is original to Leonidas. Sea-roaming and
rusticity are combined to provide for the poem's version of realism, a comment on devotion to an
every-day trade by means of highly-technical equipment applied to it.

The dedicatee (vantogt "to [his] lord"), as lord, is not specified, and this absence
centralizes the importance of practicing one's craft to Diophantus. The repetition of craft-related
words (teyvaobévta, TéYvag, Texvooivag) stresses the industry of the fisherman, yet their

similar derivation cues the reader toward the stark contrast among the terms, which sequentially

3 This epithet was originally used at S. Aj. 694-698; cf. Philips 1972: 213-214.
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suggest a temporal passing of Diophantus' life;*** Diophantus first employs his craft
(teyvaoBévta), then is left with only his tools (téyvag), which he dedicates, since his trade-
skills have become ironically both a virtuous mastery and repetitive habit (texvooivag).”” That
he leaves behind his "old-time trade" (dQyaiog Aetypava teyvooivag) suggests that his death is
imminent with the abandonment of his habitual craft that had occupied him through old age.
"The trap" or "the invention" (x0QTOV, AMTAAYRTOV €VOeN OLTUOAWYV) of sea-wandering
fishermen is their habitual attachment to their trade — their own everyday wandering and
refinement of skill. It is an ironic trap though, since skill at sea-wandering cannot escape the
inevitable end of the trade. Leonidas suggests the grand irony of life through his medium as he
describes the simultaneous sea-wandering, a movement without advantage, and technical skill in
high form, within the narrow context of the highly technical language of Diophantus' dedication
upon retirement from his trade.

The appearance of the name Diophantus in the similar contexts of Theoc. Id. 21 and
Leonidas 52 G-P is uncanny, yet the coincidence, if not deliberate allusion of Leonidas, allows
one to contrast how the idyll uses the "common" name to stress the poverty of fishermen, while
the dedicatory epigram stresses the inevitable end of the habitual craft of the fisherman
Diophantus, surrendering to the common lot with the dedication of his tools.”* The comparison
between Idyll 21 and Leon. 52 G-P shows that Leonidas' epigrams share in Hellenistic poetic
trends, yet have their own unique style; Diophantus' "sea-wandering" dedication highlights the

habitual nature of the craft behind his dedication of tools, rather than his poverty. The rich

34 ¢f. Gutzwiller 1998a: 95.

3T do not doubt that Leonidas' ornate literariness suggest of the fisherman's perception of skill, as Kirstein 2007:
174-175, based on Gutzwiller (1998a: 94-95) argues, yet the poetic design of wandering is the limitation set to one's
meager life forced by such an unavoidable "trap" in this perception, and everyday devotion to such a perception.

% Gow (1965b: 361) remarks that the name Diophantus is very common, but that it is not accidental that the
fisherman's idyll (Theocr. 21) selected it for the person to whom he addresses his poem.
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language surrounding fishermen and seamen in Leonidas alludes not just to Hellenistic

counterparts but also to predecessors of Homeric poetry.

III. Allusions to Homeric Sea-related Wandering, Without Return
In the previous chapter, we have seen how Leonidas, like other Hellenistic poets, adapted

357

many of the themes of the Odyssey.”" He frequently alludes to the Homeric epics to emphasize
the theme of wandering, as well as the frailty of man. With such allusion, Leonidas flaunts his
literary technique that shows coordination through the theme of wandering, and rivals poetic
techniques of other Hellenistic poets. Through Homeric allusion, the reader is invited to engage
in how Leonidas reinvents the "strikingly humble public medium" of epigram.”® Leonidas'
allusion to wandering in Homeric poems supports the bookishness of his epigrams. Wandering
is related not just to travel, but to the triviality ingrained in the human condition. The following
epigrams of enhance the theme of wandering for those at sea or fishing, and call attention to the
poetic form of the epigram.

As seen above, fishermen in Leonidas' epigrams often exude the theme of wandering, but

they also suggest the meaninglessness of the material body, while they simultaneously push the

limits of the genre of epigram with their extensive narratives and literary allusion. In Leon. 66

7 As Sens (2007: 373) argues, that "one defining feature of compositions of Greek poets of the Hellenistic age as
their persistent attention to and engagement with prior texts," particularly Homeric poems.

%% Bing (2009: 148-151) uses a billboard of Goethe holding a can of Miller Lite with a quote "more Lite" as
comparandum for suggesting how allusion in a literary medium composed for a public space creates a context for all
"who share in a common cultural language." I agree that the contrast between such an allusion, which plays on
Goethe's dying words, shows "recondite literary allusion embedded in strikingly humble public medium", yet such a
billboard is not as exclusive toward its readership as Bing suggests. The allusion may suggest how contrasting the
image is in and of itself, in the confluence of both the erudite and profane in image and in readership. Readers, if
they notice the billboard, or inscription, will undoubtedly receive the image on a variety of levels, simply in the
juxtaposition of a figure of the Rennaissance holding the object of the modern day American culture, and complexly
in the direct reference to Tischbein's painting Goethe in Campagna, or to the "scholarly exegesis on Goethe's dying
words." All are invited to engage in the artist's crafty allusion, and in the celebration of the complexity of our
community of readers. In the following chapter, I will dwell more on the reader, and the context that Leonidas
provides to engage the reader in his collection.
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G-P = AP 7.504, the man eats a fish, and metamorphosizes into a flopping fish, wandering to and
fro as he chokes.

ITdos 6 Kailyvartou émaxrtolog ®oAalevThs,

dnQog nal ®iyAng rai ondoov iyfvpoievg

not MaPoov méQung dehedomayog O00a TE nOTAOS

onoayyos méteag T éuPubiovg véueta,

dyong €éx mewTti|g ot ioVALda ETENEGTOY

danvatwv olony €€ ahog dpdevog

EPOLT OMOoONEN Y VIEx xeQOg diEaoa

MOyeT' € oTeELVOV Tohhopuévy ddouya.

YO peV uneivlmv xai dotvarog Ayriotowv te

EyyUC Amd Tvouv fre ®uhvdouevog,

vijpot' dvosiijoog émmpotglor Tod 8¢ Bavovrog

Tolmwv 6 youmevg TodToV EYwoe Tddov.

Parmis son of Callignotus, reaper on the shore, / utmost harpooner of both wrasse and parrot-wrasse, / of
boisterous perch snapping at the bait, /and the very sort that graze hollow caves hollowed out by water and
rocks at the bottom of the sea, / out of [his] first catch once a rock-dwelling rainbow-wrasse / the biting
man took up [along with his own] destruction from the sea / [and] he was destroyed; for slippery as it
turned out above his hand / it came flapping at the narrow part of his throat. / So, on the one hand nearby
both the lines and the pole's fish-hooks / he lost his breath while rolling around to and fro, / fulfilling his
fated lines; and so because of this death / Mr. Fisher the fisherman built him this tomb.

(Leon. 66 G-P = AP 7.504)

Parmis is described as a master fisherman, a description that is revealed as ironic.’ Similarly to
other characters in other epigrams, a type of sea-related wandering, or rolling around, brings
about his end.*® The epic allusions highlight the mock-heroic quality. The phrase £yyUg &0
mvouy e xulvdoduevoe, / vijuat' avamifoag Eémuoioro, "while rolling around to and fro he
lost his breath, he fulfilled his fated lines" is a grandiose description of a how a man's aimless

task brought him to frustratedly flounder and gasp for breath on the ground to meet his death.

39 Cf. Gutzwiller (1998a: 96) suggests foolishness is a result of the epigram's display, but the irony in the epithets is
emphatic from the beginning to the end of the poem, as shown above.

3% Cf. 1 see this epigram as less of a warning about the dangers of material possessions that sea-venturing poses, as
Gutzwiller (1998a: 96) suggests; instead, the human body proves its insubstantiality, or meagerness, as it is
transformed within a work of art. Both Theris (Leon. 20 G-P = AP 7.295) and Parmis (Leon. 66 G-P = AP 7.504),
as well as Tharsys (Leon. 65 G-P = AP 7.5006), prove their meagerness in their fated end, and their wandering,
regardless of the hard work committed to their occupations. See Leon. 20 G-P = AP 7.295: Theris' movement is still
emphasized as he is a man swimming more than a shearwater gull TOv aifving mhetova vnEduevov,and although
not wandering to the same extent as Parmis or lost at sea like Tharsys since Theris died in his hut, he is a rower of
boat with few oars (0Uyl mohvondipov mhaToga vavTiking (line 4)), and both Theris and Parmis are earners from
their trade, as Theris is described as one who lived from animals caught in traps, TOvV e0dyQwV GO nVQTWV /
Covta. Leonidas does not "praise" one character over another based on old-age of Theris and short-lived efforts of
other sailors at sea, and worker solidarity is not central to coordination among the poems.
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The rolling, or wandering, encapsulates how the rich description of the short-lived man is
trapped within the narrative of his death. The line is reminiscent of heroes of the Iliad, as
Agamemnon says to Menelaus (/1. 4.170, ai xe 04vng not polpav dvamhiiong BLotolo), or said
by Hera to Zeus of the Danaans who perish and fulfill evil fate in /1. 8.465, or of the dying sons
of Antenor at the hands of Agamemnon in //. 11.263. Gow claims "the sense of the verb
dvamlfoog is inappropriate and too incongruous to be perceptible."**' The incongruity,
however, builds on the irony of the whole scenario, with a wry parody of epic achievement of
fated end to wandering of both fish and man. Leonidas' addition to the Homeric line enhances
the frustration as the fisherman gasps for breath both wandering near to the tools that he once
used to sustain himself, yet at a distance from his breath, and so the lines symbolize his doomed
fate. The language of the movement of a fish is transferred to the movement of the man, much
like the lines that he could not use to destroy the fish, he, with his hands was destroyed by the
fish. The supreme hunter becomes the supreme choker, as the fish and fisherman, although
seemingly made parallel with the participles woALOUEVT).. . xUMVOOUEVOG, Which both imply a to
and fro motion, are paired with the line that should catch the fish. The line instead alludes to the
man's destruction, as it points out the futility of the man's wriggling, and the power of the fish's
wriggling.

Leonidas applies the epic term xvMvdouevog for the back and forth motion typical of the
frustration in wandering.*** The word is defined as a writhing or rolling motion that is passive

and aimless, much like the rolling/roaming of the similar term dAMvdopevog in Leonidas 33.2 G-

%1 Gow 1965b: 373.

362 Philips (1972: 180) shows that this word occurs concentratedly 24 times in Homer's epics, and is scattered among
different authors in the classical period — many alluding to Homer (see Pl. Rep. 388b6) before Leonidas, and of the
nine times it is used by Leonidas' contemporaries, it occurs six times in epic (A.R. 2.732,3.71, 4.152; Aratus Phaen.
1.539, 1.530, 1.97; cf. Theoc. Id. 7.145,25.93, where its use parodies that in epic (see Gow 1965d: 166, cites Ii.
14.410 ad loc. ¢énvhivdeto Theoc. Id. 7.145). When the term occurs in the Iliad, it is mostly related to the writhing
and frolicking (/I. 8.86),
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P = AP 7.736.2,* which describes the much wandering life (eguthdviov Biov) of the
addressee.”™ Leonidas' poetic persona seems to resonate here as the fisherman experiences the
miseries of wandering, as this extraordinary tale in epigram proves its part in Leonidas'
collection through a different sort of wandering. Each character in Leonidas' collection so shows
his vulnerability to wandering's part in the human condition.

Although the entire scenario of man's humbling death while choking on a fish may seem

365

inconceivable,™ the language displays a vulgar attempt at realism contrary to the extraordinary

event as the epigram flaunts itself as an ironic literary play. The characters' names, Parmis

366

(ITdopug, "steadfast")”™ and Gripon the fisherman (I'oimwv 0 youevg, "Mr. Fisherman, the
fisherman"), cue the reader toward understanding the seemingly real falseness of the event and
the dramatic irony of Parmis' ill success. Leonidas' epigram is a caricature of realism that
follows suit with the affected exercising of the genre in many of his other epigrams. The term
for a reaper on shore (ralopevtig) is a rare form used only four other times in Greek literature,
three of which appear in the Greek Anthology and the last in Theocritus /d. 5.111 (wherein
cicadas are said to provoke the "reapers on shore"), indicating the epigram's play on bucolicity,
as Parmis wanders and gasps for breath.” Since he is a fisherman on shore and still meets his
untimely, unexpected death, the term, literally from xahapem, "to mow corn," emphasizes that

even fishermen on land are vulnerable to death by wandering, regardless of how skilled or

steadfast they seem. The fictional narrative operates within a frame of sepulchral eulogy, yet the

363 This term is only in Leon. 33 G-P = AP 7.736 and in Nicander Th. 156; see Geffcken 1896: 122.

%% Geffcken 1896: 121-122; Gow 1965b: 343; Gigante 1971: 51, 131; and Gutzwiller 1998a: 107 see the character
in Leon. 33 G-P as a representation of the author.

%5 Gow (1965b: 372-373) assumed the epigram was based on far-fetched reality, as Clack (1999: 160-161) says, yet
the name ['gimwv, disenchants, rather than "taxes," the credulity of the reader and evinces its form as "a Hellenistic
literary endeavor;" cf. Combellack 1980: 223.

% If this name is short for ITaguévawv (form of mapauévm, "to stand by") as Gow (1965b: 372) suggests, and so
the name — a hapax — is most certainly purposeful.

%7 For cicadas as representative of music, see Leon.21 G-P = AP 7.198; for music and rusticity combining to create
bucolicity, see Rossi 2001: 29-64.

116



stress on wandering highlights the incongruity of Parmis' heroic qualities and humbling death,

revealing the poem's fiction as a grotesque parody of both heroic poetry and realism of

8

epigram.’*® Regardless of how steadfast man's actions are, when likened to a fish, as here, they

are in vain and so man is proved to be a frail being, left to wander until his fated end, just like
other creatures. The epigram mirrors the fated end of the man by richly describing the narrative-
like wandering as an attempt to escape fate, in short poetic form.

In Leon. 62 G-P = AP 7.273, Leonidas sets up a lexicographical and contextual
relationship to the Odyssey that remarks on the role of wanderers at sea.

Edgov pe tonyeta xai aimieooo ratatylg

%ol VUE xal dvopeptc »hpato mavouoing
Ephay' Qoimvog, andhaoBov 8¢ Blolo
Kdéilowoyoog Alurod péooa Béwv meldyevg.
1OYD pev TOVTE dtvevpevog iyx0voL xvoua
ofymua, Yevotg &' ovtog Emeott MOog.

A rough and sudden squall of the East wind / and night and the swells of the gloomy / full setting
of Orion brought me down, / as I Callaeschrus glided away from life, / running through the middle

of the Libyan sea. / On the one hand I, whirling around in the sea, / went as prey for fish, so on
the other hand this stone set here is a liar.

(Leon. 62 G-P = AP 7.273)

The subject of the epigram is a wandering sailor — not a hero, but instead a common member of
the human race like so many who dared to journey through the sea's depths, suffering because of
his powerless wandering.”® This sort of powerlessness highlights his weakness and vulnerability

as a sailor suffering at the hands of the sea and sky, while it poetically petrifies his wandering on

3% Like the art of the period described in Zanker (1987: 155-227; 2004: 13-15), Leonidas' application of literal
nomenclature and literary allusions in grand form and tradition parallels artistic representation rather than accurate
description or report of people and events.

%9 Cf. Gutzwiller (1998a: 102), who argues that the rich/poor thematic concern for Leonidas is clear in the contrast
between miserable end met at sea and the restful natural demise experienced by poor laborers like fishermen Theris
(Leon. 20 G-P = AP 7.295) and Platthis (Leon. 72 G-P = AP 7.726), discussed in the previous chapter. The poverty
is not mentioned in the epigram, and so invented by Gutzwiller; instead, the epigram stresses the similarity between
the fish-pirate Theris (ixBvolnotiipa) and his fellow community of fish-hunters (iyOvpoAiwv), who are all set to
meet the same fate. In both of her examples, however, the subjects' occupations are their wandering, and so these
epigrams show less a juxtaposition between rich and poor in his epigram collection; they coordinate in applying
Leonidas' stylistic technique and in the suggestion that wandering is inescapable for humankind, since each member
meets its inevitable, meager end represented by the art of epigram.
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stone with the phrase movtm duwvelpevog (literally, a "whirling motion at sea,"). The term
duveduevog is reminiscent of the repetitive toil of weaving and wandering in Leonidas.”™ The
verb (OuveVw), here as a participle, is often used to express wandering, as well as a repetitive
whirling motion, as one paralyzed in a journey, and implies wandering a set path in other

371

epigrams (Otveupév...80hyov, Leon. 72 G-P = AP 7.726),”" or alludes to part of paralyzing
stopover during an epic journey as €¢dtveoueda in Od. 9.153. Thus the whirling motion is
synonymous with the aimless, passive motion of wandering.

Suffering is part of the identity of wanderers in Leonidas, much as it is here for
Callaeschrus, and Leonidas' epigrams interact with this tradition in Greek literature.””> The epic
tone of the action is set by the roughness (tonyeta) of the squall that forces Callaeschrus to
wander at the squall's mercy.”” Like the total setting of the star Orion, Callaeschrus slips away
from his life (dmwMoBov Piolo) as if he were a setting star. Ironically, it is not the brightness of
the star to which Callaeschrus is compared, but the sinking, passive motion of the star's setting.
Leonidas emphasizes Callaeschrus' helpless motion by drawing a parallel between life slipping

away and the downward fall of the star (mavdvoing), which are ironically similar to the

downward force of the squall (xataryic) ominous to Callaeschrus. The use of dvodeptig

% The whirling of the spindle (Stvevpévn dyois € Nodg,”” "whirling until daybreak") is a wandering motion to

and fro, repetitive during the day and night, and with little progression; the only eventual progression made is in the
time approaching Platthis' death.

7! For the equation of weaving and journeying see Pind. P. 9.17-18 ... uév 000" Votdv mahpfduovs édiknoey
0000¢, ...she didn't like the paths of the loom that go to and fro; Gow 1965b: 376.

7> Montiglio (2005: 64-65) points out how wandering as a sort of suffering whose "action falls outside of human
awareness," is a theme in the Odyssey and in Hesiod, as opposed to the Iliad, where the gods are more
straightforward in dealing with men as they reveal their identity. As Odysseus relates in Od. 17.483-487, the gods,
like strangers go from city to city, and are active wanderers as they examine or punish the violence and justice of
men, whereas Odysseus speaking, a mere mortal, is the "suffering wanderer" with a certain passivity and
vulnerability.

B ronyeia, rough, as in Od. 9.27, Od. 5.425, or like Tetonyvias in Leonidas 62.1 = AP 7.273.1, and in Leonidas
14 G-P = AP 7.665; Gow 1965b: 369-370; Philips (1972: 21-25) concludes that "regardless of if this verb derives
from TEMYW or TaEdoow, because of its use with other epic words in the epigram oilvd, rare epic émeluévog and
™AO0', AyAUv, Triw in describing the sea, the word is further evidence of L's practice of using epic diction to
create an epic tone and texture in his sepulchral epigrams."
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(gloomy) is a transferred epithet, since the adjective more regularly describes night, earth, and
water, yet here describes the setting of Orion in Leon. 62.2-3 G-P.*™* The rare term dvodefig is
also used in Od. 13.269, wherein Odysseus, who has just landed in Ithaca tells false tales of his
identity to Athena, as both characters are in disguise: V0§ 8¢ pdha dvodeon ndtey' ovavov,
0Vd¢ TIg Nueag / AvBommwv evomoe, AaBov 0¢ € Bupov amovag (and the gloomy night
covered the heaven, nor was any man aware of us, but I was hidden as I robbed him (Orsilochus)
of his soul, Od. 13.269-270). In Leonidas' epigram, the adjective dvodepfig is positioned next to
the waves (vOpata) and separated from night only by a conjunction (V0§ »ai dvodepi|g), yet
agrees with the setting (tovovoing) of the constellation. Through textual interplay, the poem
provokes the reader to associate the all-destructive (tovdvoing) nature of the season that
destroys the speaker, with the deceitful cover of night and the destruction of Orsilochus, whom
Odysseus cunningly claims to have killed in his previous wandering to Ithaca in a mask of
deceit. The phrase is made prominent, since the epigram repositions and alters the common use
of dvoder) from vOE d¢ pdha dvoden) xdtey' ovavov in Od. 13.269, to nal VUE nal
dvodeptic nipota movovoing / £phay' Qoimvog to describe the setting of Orion rather than
the setting of night in the second line of the epigram. The polysyndeton highlights his
emendation of the phrase gloomy night to gloomy setting. Thus the epigram varies the use of the
adjective from describing night, in an attempt to recall the common Homeric use, to develop the
deceit of the epigram. The lie of the last line (x&ym pev movIm divevuevog tyBvoL nbopo. /

ofynuou: Pevotng 8' ovtog Emeott AOog, I have gone whirling in the sea as prey for fish, so

7 1In 11.9.15, dvodeg- describes water of Agamemnon's tears, as he bemoans the state of Achaian forces; in Thgn.
243 it describes earth, as one goes under the gloomy earth to the die and maintain fame, like in Hes. Th. 736, 807;
the adjective describes night in Hes. Th. 107, Pindar fr. 130.2, Soph. El. 91; cf. Simon. 37.8, describes grief in A.
Pers. 536, connected to element of deceit or obscuring of vision in A. Ch. 811, A. Eu. 379, clod of earth in E. IT.
1266 and A R. 3.1055. Later than Leonidas, this adjective is more often related to deceit, see in Oracula Sybillina
5.292, Plut. Caes. 69.5 4, etc.
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this stone set here is a liar) is strengthened by the literary allusion to Odysseus' cunning while he
wanders.

The last two lines of this epigram describe Callaeshrus' final state of wandering as food
for fish, and again allude to the Odyssey to reinforce the theme of wandering. At Od. 15.480-
481, Eumaeus describes the death of his father's Phoenician maidservant in Syrie who kidnapped
Eumaeus and forced him to wander away into servitude before Laertes acquired him as his
swineherd (Od. 15.390 ff.).”” Leonidas' reuse of the line above directly correlates with
Eumaeus' suffering in his wandering. Earlier, Eumaeus suggests as background to the story that

wandering is suffering, and so establishes wandering/suffering as thematic context to the tale.

...LETA YA TE %Ol dAyeoL TéQmeTon dvio,
6¢ Tig 01 pdho oG 7thO1 ®al TOAL' EoAnO).
10070 8¢ TOL £0€W, & W' Avelpean NOE peTodhqg.’

Vi|o0g TIg Zvin nixAnoxeTaL, €l TOV AROVELS,
‘Ogtuying ®abimegbev, 661 Toomal neliolo,
o T eQuTAnONg Ainv Tdo0V, AL’ Ayo O pév
...For a man takes delight in his own sorrows afterwards, / if he is one who has suffered very
much and wandered far. / So I tell this to you, who inquires and so asks. / There is an island —a
certain Syrie as it is called, perhaps you may have heard of it, / below Ortygia, where the sun
makes its turnings, / not populous at all, but a good place...

(Od. 15.400-405)
It is on account of the Phoenician woman's deceit that Eumaeus was forced to wander and take
on a new identity. Callaeschrus emphasizes that his suffering is caused by wandering, and the

allusion to Eumaeus in the Odyssey enhances the theme of wandering and the deceit of the stone.

7 0d. 15.480-485; nail Ty pev dpdrnot xal ix0vol xdopa yevéoau

gxPatov: AT £Yd MITOUNY AxayUEVOS 1)TOQ.

tovg 8' 10Gun énéhacoe dpéomv Gvepds te nai Vdwo,

€vOa pe Aaéotng mElATO *TEATEOTLY €OLOLV.

oVt TVoE Te Yatav €ymv idov 0pOaluotiot.

...and so they threw this woman overboard to become bait for fish and pinnipeds / but I was left alone to
grieve in my heart. / So both the current and wind drew these men to Ithaca, / and there Laertes bought

me for himself with his own possessions. / This is how I saw this land with my own eyes.

376 Note that Od. 15.400-401 links wandering with suffering in the introduction to his story; could this epigram
allude to Leonidas' kinship with Eumaeus, a poor, poet forced to wander from his home? Similar diction in
Leonidas' "autobiographical" epigrams, describes his life as megumhdviov Biov Leon.33.1 G-P = AP 7.736; cf.
TAAVNG... Aewvidew in Leon. 36 G-P = AP 6.300.
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The stone in Leonidas' epigram, like the woman in Od. 15.480-481 is deceptive, since it
compounds two incongruous stories, as it jointly leaves the permanent impression that
Callaeschrus is buried under the stone, and also that Callaeschrus is still wandering at sea. The
epigrammatic quality is the subtle revelation of its false pretense as a real inscription, and the
manipulation of the reader's expectation, as the reader is left to pick apart its literary allusions,
and discover Leonidas' reinvention of Odyssean themes in a different context. In Leonidas'
ornate application of allusion and rich narrative to the genre of sepulchral epigram, he stretches
the bounds of the genre and emphasizes wandering as he does throughout many of his epigrams.

Another example of sea-roaming as a sort of wandering that is also linked with suffering
through Homeric allusion in the epigram below (Leonidas 65 G-P = AP 7.506). The protagonist
of this epigram dies by fish, and wanders to his death, just like Parmis in the epigram discussed
above (Leon. 66 G-P = AP 7.504). Here, however, rather than ingesting a fish, Tharsys is

divided in two by an epic-like narrative about a devouring fish-

K7v vy nai v nexpbpueda: todto meolocov
éx Mowgéwv Odgovg Xaguidou nvuoduny.

1 Y0 & ayxiong évoyov Baoog eig dha dhvav
Toviov 6' Uyeov ndua ®aTeQYOUEVOS

™V pev €owo', avtog 8¢ petdtoomog éx Pubod €gomv
1OM ®nat voitolg yelpog 0Qeyviouevog,

¢BomONY- TOLOV oL & &yolov eV uéyo xijTog
NAOev, AméPooev 8' dyoig & dudpaiiov.

YOV HEV vadTaL, Yuyeov Pdoog €€ AlOg Hudv
Noavd' Huov 8¢ mpiotig dmexldoato:

HOVL &' &v TahTn nomd Aelypava Odoovog, dveg,
Enouyav, matenv 8' o ALY indpeda.

We have been buried both on land and on sea — this is an extraordinary thing! / - that Tharsys son
of Charmides obtained this from the Fates./ For when I dove into the sea as a weight subject to
the anchor, / and descending the wet Ionion swell, / the anchor, on the one hand, I saved, but I
myself while turning about moved laboriously out of the depth, / and immediately while stretching
[my] hands to sailors / I was devoured. Such a savage very great sea-monster / came and gulped
me down up to my bellybutton. / On the one hand half of me — a cold weight - the sailors took up
from the the sea / and half the sawfish broke off, but on this shore they buried the accursed
remains of Tharsys, sir,/ and we arrived back home not in one piece.

(Leon. 65 G-P = AP 7.506)

121



The paradox is evident; the man is simultaneously buried both on land and in the sea, a state
highlighted by its extraordinary nature (todto meQuooov). Wandering lies within the frustrated
movement of the man in one piece, as stated in the fifth line: but I myself while turning about
moved laboriously out of the depth (a0T0Gg 0¢ HeTdTeomog éx PuBod £gpwv). The man's
movments and outstretched hands prove to be in vain, since he and his efforts fell victim to a
devouring fish (¢Bo®Onv). The anguish within the man's frustrated movement introduces a rich
allusive narrative surrounding the extraordinary event.

The use of petdroomog recalls Odysseus' epithet oAU TQOTOV in Odyssey 1.1, but here a

different sort of epic hero is at the mercy of his wandering.’”’

Altering the compound's prefix
highlights the frustrated, helpless motion of the voice which was hopeless as its owner wandered
to meet his death out of the sea's deep (¢x fvBoD €gowv), while he is forever stuck within it.
Ironically, half of Tharsys is deprived of the help of his companions, as it is left to wander

(¢00wV), like Menelaus tells as part of his nostos,”

stormbound off the coast of Egypt,
wandering and deprived of the help of his companions (1] 1’ oiw £€QooVTL CLVI|VTETO VOOPLV
gtalpwv, Od. 4.367). The buried half is accursed, as he is left to narrate the tale with no real
return home, while the forced wandering of the unburied half is central to narration of the
sepulchral epigram.

The man reaching out his hands to his fellow sailors (vataug yetoag 0QeyvVOUEVOQ),

although a standard gesture of supplication, lexicographically mimics Priam reaching out his

70d. 1.1-2 Avdga. pou Evvene, Modoa, mohitoomov, Og pudda oAk / TAdyyOn, émel Tooing iepov
ntohieBpov €megoe-; Callimachus too refashions the heroic epithet petdtgomog for the wandering Leto in Call.
Del. 99; see Mineur 1984:130.

8 De Jong (2001: 106-107) describes this "if-not" section of Menelaus' nostos as closest to Odysseus' meeting with
Hermes in 10.275-309, in the intervention of Eidothea, daughter of Proteus, Egyptian sea god, who assists Menelaus
in overcoming Proteus with the help of his companions, so he can journey home.
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hands to Hector, in an attempt to prevent unavoidable fate.”” Since the man's body is not buried
properly in this epigram (the remains are actually accursed, raxd Aeipava), the effect is mock-

heroic, much like the body that is broken off (dmexhdoaro)™

by a sawfish. The enjambment
intensifies the grotesque explanation of the man's divided state that results from his reaching out
his hands, as he reveals in the first person passive that he was then devoured (¢fo®m0nv). The
passive voice marks the speaker's helplessness caused by wandering away from his fellow
sailors. The mock-heroic tone places the fictive subject matter in an epic-like narrative, yet

ironically bereft of nostos. Literary allusion assists in highlighting the role of suffering

wanderers in Leonidas' epigrams.

IV. Water Travel and the Final Descent to the Underworld
Leonidas' epigrams regularly exhibit not just suffering wanderers on sea, but also provide

more of a direct link between wandering while sailing and the approach toward death, as can be

seen in Leon. 60 G-P = AP 7.264:

Ein movtondpw mhdog ovplog: dv &' do' dijtng,

g ué tolg Aldew mEOoTENEOT AHESLY

pepdéobm prn Aattpo xoxrdEevov dAL' €o TOApaV

0oTIg AP’ NuetéQov meiopat' Elvoe Tépov.
Would that there be a good weather for a man traveling by sea; and if a gale should bring him / to the
harbors of Hades, as it did me / may he not then censure the gulf for being unfriendly to a stranger, but his

own recklessness, / whoever loosened his cables from my grave.

(Leon. 60 G-P = AP 7.264)

79 11.22.37, 0 yéowv €heewva mpoonhda yetpag 0peyvig and to Achilles in 24.506 dvdQOg TaLdOPOHVOLO TOTL
otopa yelp' 6péyeabay; or like Achilles to his mother in 7. 1.351 moAAc 8¢ pntol ¢piln NofHoato yelpog
00eyvig; Gow 1965b: 371.

%0 The parodic tone of this term is clear also in Arist. fr. 109.3; Arist. V. 564; Theoc. Id. 22.14; Posidippus A-B
19.3.

123



When sailors are setting out to sea, they are frequently swept away by storm, wind, or water, not
directly "to death" but appropriately "to the harbors of Hades" (tovtomoow ... wg €ué, toig
Aidew mooomerdon MpEot, ...for a man traveling by sea...as with me, a gale brought me to the
harbors of Hades, Leonidas 60 G-P = AP 7.264). The term movtomow ("to a man traveling by
sea") in Leonidas 60 G-P = AP 7.264, which is epic in tone,”™ to whom the above poem is
addressed, is compounded from ovtog + topeVw "traversing by sea," yet the compounded
portion could just as easily have derived from the word for passage (1000¢), a derivative of
melpw, to cleave one's way through,’ like one struggling in water travel. There are few
exceptions that apply this word to modify something other than a ship,”®’ but here the masculine
suggests a sailor of some sort is the addressee. The "fair weather" and the "cleaving one's way
by sea" as well as the mpoomehdon ("forced me to wander") suggest that the wishes for control
over one's voyage are impossible; one of this word's previously few uses in Od. 9.295 is certainly
an ironic allusion to the wandering/suffering at sea in this epigram, since Odysseus describes his
escape from near death to Polyphemus, after Poseidon drove his ship against a cliff.”®* Here the
man like Odysseus is forced to wander, yet without escape and without any nostos, except for the
short epigram that warns others of his plight at sea.

The opening address to one embarking on sea-faring is juxtaposed with the final presence

*#! Twenty of its two hundred applications are in Homeric epics, one in the Milan Papyrus, A-B 91, and only two in
the Greek Anthology, here in Leon. 60 G-P = AP 7.264 and of unknown ascription and not included in the Gow-
Page Hellenistic Epigrams in AP 9.675. In the Alexandrian period, it is used in Moschus' Europa line 49 of the sea-
faring bull; see Philips (1972: 20, 100-102) on epic tone of Leonidas' lexical variations. With this word, which
refutes that Leonidas was simply interested in bombastic, ornamental language, but proves conscious of his
variations.

#E.g.11.24.8; Od. 8.183; Od. 2.434; AR.2.326,398.

3 Philips 1972: 167n166; e.g. I1.2.771, Od. 12.95, Hes. WD 628; Hom. Ep. 8.1.

#0d. 9.284-286; mpog mETENOL fakdv Dufis £m melpaot yaing, / dxren mpoomehdoas: dvepog &' £x TOVTOY
gvelrev/ UTaQ €Ym OVV TolodE VIERPUYOV AUV OAeBQOV, "and so he threw my [ship] against the rocks at the
borders of this land, forcing me to wander to this cliff; and the wind of the sea held [my ship], but I with these fled
steep destruction."; cf. Philips (1972: 20-21) deprived of the advantages of the TLG reports the use in the Odyssey
to be the only usage preceding Leonidas', overlooking Aesop (Fab. 6.1, et al.), and Callimachus fr. 251.18, 24, and
others among some philosophical texts.
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of the tomb as an ominous warning; the poetically imagined inscription is all that remains of the
life speaking from the tomb, on account of the speaker's own sea-faring. There is a certain
amount of boldness in those attempting the sea frequently (uepp€oBw ... dAN' €0 TOApAV /
0oTIg A" NuetéQov meiopat' Elvoe TAdov., then censure... his recklessness, /| whoever
loosens his cables from my grave, Leon. 60 G-P = AP 7.264), yet tombstones present themselves
as ominous symbols of the fate of short-lived humanity, persistently attempting at sea-voyages.
Thus, life as wandering on water is a natural metaphor for the final approach toward death.
Thematic wandering and literary allusion are also present in the journey to the
underworld recommended in Leon. 79 G-P = Stob. 4.52.28.>* The £d0upog™® of the first line

also reechoes that in Od. 14.63, where Eumaeus, to the disguised Odysseus, ironically describes

5 See appendix for full poem; the epigram is preserved in book four of Stobaeus, in a section entitled "praise of
death." Leonidas's epigram is placed between similar phrases, one extolling the benefits of dying young in
Menander and on the sufficiency of a simple lifestyle in a fragment quoted from Euripides' Philoctetes. The
relationship between this poem and Diogenes Laertius' life of Bion, and so Cynic philosophy, is well noted. Gow
states that Leonidas is directly "versifying an apophthegm of Bion recorded in Diog. L. 4.49," an itinerant Cynic
preacher and philosopher for the court of Antigonus Gonatas. Other scholars have noted this poem for its Cynic
sentiments; Gutzwiller 1998: 104; Gow 1965b: 383; See Gigante 1971: 11 for questions about attribution of this
epigram to Leonidas. Leonidas' incorporation of recycled epic and archaic diction pushes this epigram beyond the
limits of the world of Cynic philosophy and shows that Leonidas is setting himself within the literary tradition by
refashioning that tradition with elements of Cynicism. The apophthegm of Bion is within a section of his biography
(Diogenes Laertius 4.49), a part of a short discussion of types of Bion's literary works and collection of sayings; the
apophthegm reads enolov / Epaone TV gig 0oV 680V: natapvovrag yoOv dmévol, he said that the road to
Hades is easy, at least for those who are drooping to go away. The first line of Leonidas' epigram, although similar
in sentiment, does not mimic the apophthegm directly. Leonidas seems to mimic the prominent placement of
elnolov ("easy") that describes the road with the adjective edOvpog, which describes the traveler's expected
"cheerful" attitude as he meets his death; the refashioned wordplay seems altogether an ironic stress on the
emotional state of the traveler, happy to meet his end. In an earlier section of the Life of Bion, Diogenes Laertius
describes Bion as molitoomog,an adjective other Cynics have translated allegorically, and Kindstrand (1976) cites
as transferred from Odysseus who is the "patron saint" of the Cynic school, to the Cynic philosopher Bion
(Antisthenes in Porphyrius Schol. ad Od. 1.1 =fr. 51 (see Caizzi 1964: T4ff.): émotduevor 8¢ molrhovg TQOTOVS
Moywv el Tod avtod molhTomoL &v eiev; Kindstrand (1976: 134-135) on Buffiére 1956: 367 and Pépin 1958:
108. With his many allusions to the epics of Homer, Leonidas seems instead to uphold the act of traveling,
wandering, as similar to that in the Odyssey, and so revere the epic, rather than Odysseus as a "patron saint" of his
epigrams. Thus it is not necessarily the "Cynic" identification of Odysseus to which Leonidas alludes, but instead
the allusions stress the thematic prevalence of wanderers and Leonidas' literary play on the topic. Leonidas is not
simply quoting cynic or Cynic sentiments, but he is manipulating Greek literature, inverting and subverting the
themes of epic, classical, and archaic literature and philosophy to suit his collection and its narrative themes.

6 As Gow suggests, ebOupog alludes also to Pindar O. 5.22, in which the adjective modifies the end of life as a
journey. Leonidas emphasizes the pleasant journey toward the underworld, downward, as opposed to the upward
struggle of life. Old age in Leonidas is frequently miserable wandering that the epigrams urge to be abandoned in
order to find a sort of enjoyment, as in Leon. 78 G-P = AP 7.731,93 G-P = AP 7.715,71 G-P = AP 7.466.
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the accursed homecoming of his "cheerful," or benevolent, master, as Eumaeus kindly hosts
Odysseus and urges that all guests and wandering vagabonds should be hosted with care.*’
According to Eumaeus in this scene, wanderers are treated with care since all mankind is set to
wandering until they meet their time of death, which is a direct, and easy route. In the Odyssean
context, Eumaeus expresses the sentiments about wandering common in many epigrams of
Leonidas, yet here, Leonidas emphasizes that the cheerful conclusion of suffering wandering
comes with death. The poem exhorts one to row to Hades with good spirit, since the course is
not errant, again equating living life and wandering. Let us focus on the diction related to travel
in this epigram: €gecoe (row), dUoPartog (impassable), dtamov €Qmmv (creeping along a
path), mhdvng (wandering), iBela (straight path), rataxhvig (downward path), 00eUetau (it is
traversed). The epigram strongly insists on a relationship between traveling and death.

The poem's structure mimics one rowing through life eventually arriving at Hades, as the
middle two lines oppose each other with each leg of the trip. The first part of the journey in lines
2-3 contains three litotical phrases that narrate the path as metaphor for journey in tricolon
crescendo building toward utter wandering; the journey is not impassible (00 yGQ €0TL
0Vofatog), not oblique (0V0¢ oxaAnvog), nor full of wandering (000" évimtheog TAGVNQ),
described with the alliterative arsis of each of the last two feet. The poem then shifts toward
three positive phrases that narrate the trip downward, as if the absence of the negative provides a
more direct route. The concluding verb finalizes the journey with a sense of accomplishment

(60evEeTOU, it iS traversed).

®70d. 14.55-67.
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The mock-epic diction of dtaQmov is set within a greater literary narrative theme of
wandering related to the persona of Leonidas, as well as the collection of his poetry.*® The
ATOEMOV is a journey nonetheless, but with an objective of ending life, thus being free from
difficulty and wandering. The poem is advisory, moralizing, meant to instruct the reader with its
commands, and notes its importance through literary allusion. It seems then that death is a
journey with an objective and strong sense of direction, whereas life is an aimless pursuit. The
paradoxical wandering is that it is like a living dead, as in Leonidas' autobiographical epitaph.’”

Leonidas' own epitaph stresses wandering as repetitive motion in life that inevitably
approaches death, like the watery descent to death described above. The absence of heroic
reward for toil in wandering ironically portrays the antithesis of the nostos in Leonidas'
epigrams, since sailing home is either an impossible reality or humbling fate endowed with
meager notoriety,” an ironic comment that the characters' respective fate is remembered only by
these short poems. For Leonidas, who reports to have died far from his native home in Tarentum
in Leon. 93 G-P = AP 7.715 without commemoration from his kin, his own role as a wanderer is

reflected in his distance from the watery gulf of Tarentum.

TToMOV 4t Traing xelpon x8ovog €x te Taavtog

% Philips (1972: 122 ff.) does not point out such a larger thematic contexts, as he discusses the history of the word
droomog and how the word is used in lliad, Odyssey, and Alcman, then falls out until Apollonius Rhodius
Argonautika 2.138, and suggests that it retains the Homeric associations of a difficult path, and its use by Leonidas
"as an easy road to death is ambivalent and evidence of the use of an epic form for purposes of irony (124)." He
also notes the repetition of the word in dtamtdg in Leon. 27 G-P = AP 9.316. Overall, the use of the word and its
derivatives provide for a mock-epic tone. See also Leon. 74 G-P = AP 7. 480.8 where dtoamtod is used on a grave
whose skeleton is visible on account of a path cut through the grave. For this form see Argonautica 4.123, where it
describes the path used by Jason and Medea to reach the sacred grove, where the golden fleece was hung (125). This
mock-epic diction, Philips argues, creates intellectual tension between author and reader by stressing the elements of
irony, incongruity, and wit (134).

¥ 1o100T0g MAavinv dfog Blog, such is the lifeless life of wanderers, Leon. 93 G-P = AP 7.715.

30 Such is the case for thrice-old Theris, who dies alone in his hut, commemorated by a coterie of fishermen in 20
G-P = AP 7.295; see the argument of Guidorizzi (1977: 69-76) esp. 70-74 about Theris in 20 G-P, whose actively
mobile sea life is embodied by the language in the first eight lines, that abruptly ends with his death and
commemoration in the last two lines. I argue, however, that Theris' life was his heroic wandering craft, but his death
is that of a poor fisherman, and so the epigram doesn't necessarily elevate poverty to heroic stature, but instead
shows it as a literary expression of the meager fate of man.

127



atENG, TovTOo 8¢ poL mrEodTEQOVY BavdTov.

ToLoUTog TAavimv épLog Plog, aAAd ue Motdoot

g€oteQEav, Auyo®dv &’ avti peiyov €ym,

olvopa 8’ oun fuvoe Aewvidou: avTd pe dMa

unevooer Movoéwv mdvtoag ' fehlovg.

Far from the land of Italy I lie, and far from Tarentum, / [my] homeland, and this thing itself is more bitter
to me than death, / such is the lifeless life of those who wander, but the Muses loved me, / and I have

something honey-sweet instead of gloomy things. So the name of Leonidas did not perish; these gifts of
the Muses proclaim me for all days.

(Leon. 93 G-P = AP 7.715)

The first line describes the distance of his burial, and so presumed travel, from the Italian land,
much like one buried at sea, far from shore.”' The bitterness (muxdteQov Oavdtov) expressed
about his distance traveled parallels the struggles suffered by other wanderers' lives in his
epigrams. In his distance from the Italian land (IToAALOV &t Traking xetpon x0ovog), no
alternative resting place is mentioned, and so the burial site is ambiguously either on land or in
the sea. The "lifeless life of wanderers"*** is the expectation of being buried far from one's
homeland, as occurs so frequently in sea-themed epigrams;™* haviog, an original coining of

394

Leonidas,”* stresses both the importance of the wandering theme and its literary quality,” since

*!'Leon. 63 G-P = AP 7.283, Tetonyvia 0dhaooa, Tt 1 obx 0ilved mabovo / tAoo' amd Yikiig értvoag
Novog, Agitated sea, why did you not disgorge (émrvoag) me, a woeful sufferer, / at a [closer] distance from a
barren bank?; Leon. 65 G-P = AP 7.506, Kfjv yf] nol movto xexooupedo ... métonv 8' ot mahy induebo, We
have been buried both on land and on sea .. we have not returned to our homeland; Leon. 62 G-P = AP 7.273,
#Ay® pEv IOV Svetuevog ixOiol xbopa / otymuoar pebotng &' ovtog Emeot MOog, as I wandering have
come as prey for fishes, so on the other hand a liar is this stone here; Compare transferred phrase with ti... tA®ovTt'
00 TOAAT} VL, why did you throw [Teleutagoras mourned by gulls who sailed] on not a very big ship in Leon. 15.2
G-P = AP 7.652.2, and Leon. 20 G-P, ovyl molvordipov mhdtogo vauTtihing rower of a boat of few oars, of
Theris who dies in his hut, so the litotes of both phrases seem to imply that the boat is for travelling not far but short
distances.

3921 offer a most literal translation of the Greek here, since it most clearly reflects the paradoxical language of
wandering, mhaviwv dpog Plog; cf. Gow (1965b: 391) insists &fLog correlates with its later meaning "destitute,"
which strips away the nuance encapsulated in the language of wandering.

**Leon. 14 G-P = AP 7.665; 15 G-P = AP 7.652; 16 G-P = AP 7.655; 62 G-P = AP 7.273; 63 G-P = AP 7.283; 64
G-P=AP 7.503; 65 G-P = AP 7.506.

3% As Philips (1972: 293-294) shows.

% Clack (1999: 177-178) insists that the epitaph does not reflect biographical life of Leonidas, but instead should be
interpreted as a more literary posture; cf. Geffcken (1896: 12) argued that the poem authentically represents some
aspect of Leonidas' life; Gutzwiller (1998:108-109), partly following Geffcken, although he rejected the ascription
to Leonidas of Tarentum, sees this epigram as a discussion of his own exile, and focuses on the Cynic moralizing in
Leonidas' epitaph, as if he is part Cynic philosopher and part poet. I agree with her assessment of Gigante (1971:
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Muses will proclaim his poetic technique of wandering. The eternity mentioned in the last line
(mévtag € Neliovg, for all days) stresses the final end to the wandering journey of his

characters, including himself,**®

but also the poetic commemoration of Leonidas and his
characters as wandering in a lifeless sort of life on land or sea.”®” The autobiographical epitaph

urges readers to reflect on the theme of wandering, water travel, and commemoration of death

through poetry, as resonant in his other epigrams.

V. Conclusion: Nautical Epigrams and Leonidas' Collection

The theme of wandering allows for coordination between many epigrams, since the sort
of motionless motion is like reading. In this chapter, I have shown how the theme of wandering
recurs among Leonidas' nautical epigrams, and how the individual epigrams in his collection
coordinate to express Leonidas' bookish style through literary allusions, ornate language, and
their similarity to epigrams of his contemporaries in the Hellenistic period. The plethora of
Homeric and other literary allusions within the theme both emphasize wandering's presence, and
present a challenge to the reader to interpret each short poem and its relationship to other poems.
Wandering is established as a dominant theme in the poetic persona that Leonidas presents for
himself as a wandering poet, as the many other subjects of his epigrams reflect. In the following
chapter, we will examine how the theme of wandering engages the reader further, and so allows

for further thematic coordination throughout Leonidas' corpus of epigrams.

20) that this epigram is authentically Leonidas' of Tarentum, and I am greatly indebted to her discussion that the
wandering theme of this epigram resonates in his other "autobiographical" epigrams, yet it is more constructive to
analyze wandering as a literary theme to his corpus than as cynic moralizing or as a reflection of his own
biographical poverty or exile.

3% Perhaps mimicking Leonidas' last line is that of Dionysius 2.5-6 G-P = AP 7.716.5-6, 008&v Spolov
gmeooopévoloy aoldog / pOEyEeTaL, AvBommovg dxol GpEQwot OdES, no singer of the same sort will ever sing to
people of future generations, as long as men walk the earth; Gow 1965b: 231-233.

7 Gutzwiller (1998a: 108) argues that this poem might have been an epilogue to the collection.
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Chapter 4: Wandering Through Pairs in the Collection

Throughout the one hundred and three epigrams of Leonidas of Tarentum, there are a
number of elements that hint at a general coordination of the poems to form a cohesive unit.
Leonidas' work is preserved within the Greek Anthology, a group of epigrams collected in the
13" century from a number of other anthologies;**® on account of this divided preservation,
coherency of Leonidas' work as a whole poetry book is often doubted. With the discovery of the
new Posidippus, which preserves his epigrams in book form at a date close to Leonidas' own
floruit, it seems plausible that other authors, such as Leonidas, formed their own epigrams into
collections.™ Leonidas's poems seem to share section headings similar to those of Posidippus,
(e.g. nautically-themed epigrams, dedications, epitaphs, statues, and characters), although he
stresses a few others not treated by Posidippus, such as epigrams related to rusticity, craftsmen
and women (such as weavers, gardeners, and fishermen), and epitaphs specifically for authors,
among others.*” Beyond these categories, pairs can be detected in Leonidas' epigrams that seem
to reference one another.*’' These pairings set up a dialogue between the poems to elucidate
some shared story, theme, or principle. Robert Kirstein has called poems such as these

"companion pieces" and has identified a few within the Hellenistic epigrams of the Greek

% Cameron (1993: 29) says that these greater anthologies, such as Meleager's Garland, the Planudeian Anthology,
and others, were based on a system of organization which aimed at variety rather than homogeneity.

% Gutzwiller (1998: 88): "The most likely date for the publication of Leonidas' collection was the second quarter of
the third century, although he may have been composing epigrams from shortly after 300 BC." Gutzwiller (2005: 2)
states that the copy date for the new Posidippus was in the late third century BC (c. 280-240 BC); Gigante 1971: 16-
18; cf. Gow 1958: 113-115.

4 The categories which divide the sections of the new Posidippus: MO (1-20, stones), oivworomxd (21-35,
omens), avadepatind (36-41, dedications), émtopfia (42-61, epitaphs), dvogiavtomounrd (62-70, statues),
iwmro (71-88, horse racing), vovoywd (89-94, shipwrecks), iapotind (cures), Toomol (102-109, characters).

01T am less certain about the nature of the categories surrounding the pairs, since Leonidas probably organized his
collection with categories that varied from those of Posidippus, or those offered in the Greek Anthology. Lest we be
distracted by others categories, I offer only a few recommendations about which categories are more definitive than
others.
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Anthology by Theocritus and Callimachus.*”> Leonidas shows so many examples of these
"companion pieces" that this coordination may have been a principle of organization of his entire
book. The pairs not only unify the epigrams as members of a collection, but also assert their
literary bookishness, and serve to engage the reader in the corpus as a whole, in the various
stories these epigrams wish to tell and in the life of the author himself.

Within the epigrams of Leonidas of Tarentum, Gutzwiller has already suggested that
there was a "unifying thread not of subject matter, [like Cameron mentions of the Meleagrean
and Planudeian anthologies] but of the perspective of the creative artist who shares in the lower-
class values of his subjects."*” His poetry book, according to Gutzwiller, would have expressed
a "class ideology," one which is masked when the poems are analyzed as part of Meleager's
organization, but quite evident when the epigrams are examined as a whole.*”* T would like to
take Gutzwiller's argument in a different direction. Leonidas' epigrams focus not necessarily on
class ideology, but on a selection of themes, such as wandering and poverty, that stress his
literary technique of incorporating realism into an epigram collection that sought its own unique

place within the Greek literary tradition.*” The literary quality of the epigrams is made most

402 Kirstein (2002: 114-135) examines Parallelepigramme with Callimachus 21 & 35 Pf. (29-30 G-P), (121ff.)
Fortsetzungsepigramme with Theocritus 7-8 G-P = AP 7.658, 659, and (128ff.) Parallelepigramme with Ammianus
AP 11.230 & 231 in more detail, and briefly cites Leonidas of Tarentum AP 7.264 and 266, Dioscorides AP 7.37 and
707, and Simias AP 7.21 and 22, as well as AP 7.710 and 712 as Forsetzungsepigramme if both of these are by
Erinna. Kirstein (126) examines also how Martial in 2.91 and 2.92 uses the technique, as a development from his
Greek predecessors.

9% Gutzwiller (1998a: 91). Notably, she cites Weisshaupl, who argued that Melager himself copied the epigrams
from poetic collections, although not necessarily by each of the individual authors themselves; cf. Cameron 1993.

49 Gutzwiller 1998a: 91; cf. Brauer (1986: 117): "...his [Leonidas'] savage treatment of poor folk was a literary
duplication of the taste of bronze and ceramic figures of slaves, dwarfs, drunken old women and hunchbacks that
flourished in Asia Minor and Alexandria." See Fowler 1989: 100 for pathos brought out by contrast as result of
cynical approach to poetry of Leonidas and art of the Hellenistic period.

*3 T argue that Leonidas uses a sort of philosophical realism both as a source of literary innovation and philosophical
statement about the wandering nature of everyday life, as humans move errantly yet habitually toward death.

Zanker (1987: 155-227) explores the innovation on realism among Alexandrian poets such as Aratus and also
Philetas, and sees its application among Hellenistic poets as special attention to detail on the familiar or everyday;
cf. Cox (1919: 438-459, esp. 451) argues that realism is a philosophy and an attitude toward life, without literary
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evident in the dialogues presented in the pairing of epigrams. These dialogues serve to unify
Leonidas' epigrams into book form by involving the reader in the artistic rendering of everyday
lives of characters, and so the reader shares in in their everyday wandering.**®

Using groupings similar to those in Kirstein's discussion of "companion pieces," I will
analyze pairs in Leonidas according to category. Kirstein noticed three types of companion
pieces prominent in various epigrams: Parallelepigramme (parallel epigrams),
Fortsetzungsepigramme (continuation epigrams), and epigrams connected by word pun.*’
Pairing epigrams in such a way is a literary technique common to the Hellenistic period, as many
other scholars have suggested.*® Scodel also provides support for companion pieces in the
corpus of Callimachus that "invite readers to consider the entire corpus of Callimachean
poetry;"*” Bettenworth notes similar elements in the same epigrams of Callimachus, while
noting the existence of such a trend among inscribed epigrams as well.*"* With companion

pieces, Leonidas similarly innovates upon inscribed epigram as a demonstration of his own

technic. Leonidas' application of realism is certainly literary and also applies philosophical argument, and so
Leonidas' use sits within both of their arguments about the definition of realism.

4% Gigante (1971: 120) says that Leonidas' characterizations are "a dense synthesis of Magna Graecia" and the
indication of regular baroque form arising in the Hellenistic period. Thus the ideology preserved within his
epigrams is sought through this dense synthesis.

47 Kirstein 2002: 114. Peek (1960: 33-35) shows such a practice of pairing among grave poetry of the 5™ and 4™
centuries BC, yet calls the pairing either a form of "Konkurrenzgedichten" (poetic competition) or
"Erginzungsgedichte" (complement poems). Perhaps this practice proves to be another innovation of Hellenistic
poets on inscribed epigram. After all, this practice of dialogue between poetic sections, individual poems, in a
competitive or complementary way is also found outside of inscriptions and in a literary setting of oral texts, with
Homeric rhapsodes as a means of embellishing poetry; on competitive motivation of variation of Homeric verses,
see Nagy 1996: 18; P1. Ion 530d 6-9.

48 See Peek 1960:33; Bing 1995; Rossi 2001: 12, cited in Bettenworth 2007: 78-79; Murray & Rowland (2007: 221-
223) show the intratextual dialogue between Erinna 1 & 2 G-P = AP 7.710 & 712; Gutzwiller (2007a: 330-331)
shows the technique in Meleager 27 G-P = AP 5.172, 173; Nisbet (2007: 363-364), in skoptic epigram of Lucillius,
who uses pairs as "humorous acknowledgement that he has missed the boat."

499 Scodel (2003: 257-268) examines Callimachus 29, 30 G-P = AP 7.525, 415 to prove how Callimachus uses
pairing to make clear certain literary qualities that he as poet does and does not have (257-262); Scodel also uses
epigrams ascribed to Plato in the Greek Anthology (AP 5.80, 79) to prove another element of bookishness in such
pairing that plays with inscriptional elements to invite attention to the process of reading.

410 Bettenworth (2007: 78-79), like Scodel (2003: 257-68) examines Callimachus 29, 30 G-P = AP 7.525, 415, as
well as a third or second century inscription from Miletus (GVI 1344).
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literary technique, and to achieve an organizational quality in his epigrams much akin to that

sought by his Hellenistic contemporaries.

I. Nautically-themed Pairs

Kirstein notes evidence of companion pieces among epigrams 60 G-P = AP 7.264 and 61
G-P = AP 7.266 of Leonidas.*"" As discussed in the previous chapter, there are a number of sea-
themed epigrams that stress the suffering of wanderers at sea. Throughout all of the sea-themed
poems, Leonidas retains his existential discussion of the well-lived life, and these poems may
reference one another. Each of the following epigrams provides advice to sailors heading out to
sea, in much of the same manner.

Ein movromdom mhdog ovgLog: 6v &' dg' antng,
g éué tolg Aidew mpoomerdon Muéowv
pepdpécbm pn Aattpo vondEevov arl' €o TOApAV
0otig ad' Nuetégov melopat' Ehvoe Tadov.
Would that there be a good weather for a man traveling by sea; and if a gale should bring him / to the
harbors of Hades, as it did me / may he not then censure the gulf for being unfriendly to a stranger, but his
own recklessness, / whoever loosens his cables from my grave.
(Leon. 60 G-P = AP 7.264)
Noaunyod tddpog eipl Atoriéog: oi 8' dvayovta,

ded TOMNG, AT €pod metopoto Avoduevol.

I am the tomb of the sailor Diocles; yet in spite of this they set sail, /oh out of recklessness, loosening their
ship cables from me!

(Leon. 61 G-P = AP 7.266)

Kirstein briefly mentions that the epigrams above are "companion pieces" (although he
doesn't specify which type) since they are "each designed for a shipwreck victim," and because
one explains the other by providing a proper name (Diocles) in the absence of name on the other

epigram. According to Kirstein's argument, "companion pieces" seem to have originally been

41 Kirstein 2002: 131.
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read one after the other to make evident their parallels to the reader.*"”

Although I agree with
Kirstein that the organization of Meleager is unable to represent Leonidas' own ordering of the
poems, he did not necessarily organize the epigrams directly next to their corresponding
companion piece. Considering that there are a number of different categories of epigrams, and
sometimes more than one pair within the category, pairs seem to better unite the corpus of
Leonidas of Tarentum by abutting either side of a particular category or book section, or were
placed in contrasting order in some way, so that they introduce, transition into and out of, or even
balance a section by placing the members of the pair on opposite sides of that section.*” The
epigrams in the pair, which Kirstein highlights above, do correspond, but they do not have to be
read next to each other so that the reader can understand their relationship among other sea
poems.

In each of the above, Leon. 60 G-P = AP 7.264 and 61 G-P = 7.266, the imagined
tombstone which keeps boats at anchor is given epigrammatic context in its physical use of
attaching boats to land, but also a more literary context in its description as characters in a
narrative, warning the living about the perils of loosening the attached ship cables. The tombs
stand as symbols of sailors' persistence in traveling by sea, yet with the yoke of death attached to
them. Leon. 60 G-P begins ambiguously with the anticipatory subjunctive, Ein movtonoow

mAO0g 0VPL0G, showing the inevitability that sailors trust in both sea-faring and seasonable

412 Kirstein's (2002: 114-135) examination illustrates that the order of the anthologies cannot serve as reliable
evidence as to whether the original author intended two of his pieces to be read together, as companion pieces or
not. Although he mentions (130) that Martial might not have placed a pair next to each other but used them for
more complicated patterns, he does not present such for the Hellenistic poets.

Krevins (2005: 81-96) discusses this ring composition frame of the statue section (&vdgravtomound) which is
established by similarity of the opening and closing poems which both contain allusions to Lysippus as well as
programmatic statements about sculpture for the new Posidippus. Links and contrasting juxtaposition provide
"symmetrical framing and thematic variations." Framing in Leonidas of Tarentum would be difficult to identify
because there are so many pairs, even per section, if we assume that all pairs belong to the same book. Perhaps the
pairs stood in contrasting positions within their respective section (e.g. rather than A-B, A-B, A-B, the pairs would
be organized A-A-A-B-B-B).
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weather. This epigram shifts toward an entirely negative, portentous tone, however, with a
warning to anyone so bold as to loosen the cables from his tomb in Leon. 60.4 G-P (607115 '
nuetéoov metopat' Ehvoe tddov). Leon. 61 G-P reflects the first line of its companion
structurally, with the last two feet of the first line introduced by bucolic diaeresis. The poems
also conclude with much of the same language, yet the speaker of Leon. 61 G-P is even more
exasperated by men that loosen ship-cables to meet their destruction (¢ped TOAUNG, AT EueD
nelopoto AuoGuevol), setting sail despite the warnings; "I am the tomb...but they set sail, what
recklessness!" Perhaps the tomb in Leon. 60 G-P is unnamed because it is named in Leon. 61 G-
P, as Kirstein suggests.*'* This would appear to continue a story between the two epigrams, but
for all their similarity, the brevity of Leon. 61 G-P presents a slightly more frustrated tone.

The accumulating frustration between these epigrams may have been developed within

the other sea poems, in which so many set sail and are killed by the perils of the sea.*"

Many of
the epigrams related to the sea narrate the death of a sailor, merchant, or fisherman, making such
admonitions like those in epigrams Leon. 60 and 61 G-P would be appropriate ends to such a
section of sea-themed epigrams. Because there are so many nautical epigrams commemorating
the boldness, or foolishness, of those men braving the sea, it seems that epigrams Leon. 60 and
61 G-P may best unite a section of sea-themed epigrams within Leonidas' cynical ideology of
suffering wanderers by abutting each end with the warnings that Leon. 60 and 61 G-P evoke.

With these epigrams at opposite ends, the section would strongly present the cynical treatment of

the fleeting nature of life and the irony of efforts in life when attached to death so apparent in

“* Kirstein 2002: 131.

5 See the sea-themed epigrams and possible pairs among this set in Leon. 62 G-P = AP 7.273 with 63 G-P = AP
7.283, Leon. 65 G-P = AP 7.506 with 66 G-P = AP 7.504, Leon. 14 G-P = AP 7.665 with 20 G-P = AP 7.295, and
Leon. 64 G-P = AP 7.503, a dialogue poem by itself.
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many of his epigrams.*'® This framing technique would develop the theme of wandering and its
philosophical implications, through a number of different poems that share the same matter at
hand.*"’

Not all epigram pairs parallel one another. Some invert each other, and so their
placement within a section of sea-themed poems may be at either end of a section, or perhaps
next to each other to starkly invert one another.*”* The protagonist of Leon. 65 G-P = AP 7.506
below dies not just as a result of sea-travel alone, but by a fish, as the speaker wanders to his
death in frustration. As in the tombstones above, the first line is structurally the same, yet the
dichotomous phrase "land and sea" accentuates how location of the dead body of the speaker,
Tharsys, is significant to the epigram that describes his suffering death by a hungry fish. Death
by fish occurs similarly in 66 G-P = AP 7.504, yet rather than present a parallel tale as epigrams
60 & 61 G-P above, it inverts the tale of its counterpart. Rather than meeting death by hungry
fish wandering at sea, the hungry man fishing on land ingests a fish and flounders to his death as
a parody of epic narrative or even fable, even though the character partakes in his routine,
everyday enterprise of fishing.*"’

K7v vy nai v nexpbpueda: todto meolocov
éx Mowgéwv ©dgovg Xaguidou nvuoduny.

416 Gutzwiller 1998a: 102; Gigante (1971: 109): Gigante, agreeing with Reitzenstein's statement, argues that
"Leonidas demonstrates the liberal development of Leonidean poetry. The cycle of epigrams broadens, the
sepulchral poetry becomes long narration, the dedicatory poetry becomes one vast painting, the end accomplishes an
accurate development, the same theme is brought a second time in different form, the rhetoric presses on
energetically, and it is only natural in the grand poetry of the time." Cf. Fowler (1989: 9) for cynical treatment of
fishermen in Hellenistic poetry and art.

7 Dudley (1937: 114-116) explores the idea that cynicism in Hellenistic literature is an exposition of an argument
which often sought objective of argument through exposition of diatribe of main speaker, or that which is more
regularly combined in an "imaginary adversary." If this can be applied to Leonidas' views on the frugal life, as
Dudley states, it seems that this could also be applied to Leonidas' views on death. The "imaginary adversary" then
becomes the "invented" or "literary adversary" through which Leonidas puts forth his cynical views.

*® The dialogue epigram Leon. 64 G-P = AP 7.503 might be an appropriate middle to the sea-themed section.

19 As Gutzwiller (1998a: 96) points out, and as I am trying to show as parallel in the two epigrams, the narratives
are not merely "bizarre happenstance," but modification of traditional epigram form — and epic, not to praise
fishermen, as Gutzwiller suggests, but instead to stress philosophical statement about the wandering nature of man
and his epic pursuits and their epic end.
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1 Y0 & ayxiong Evoyov Baoog eig dha dhvav
Toviov 6' Uyeov ndua ®aTeQYOUEVOS

™V pev €owo’, avtog 8¢ petdtoomog éx Pubod Egomv
10N nal voitolg yelpog 0Qeyviouevog,

£BomONY- TOLOV poL & dyolov eV uéyo xijTog

NAOev, AméPooev 8' dyoig & dupaiiov.

YOV HEV vadTaL, Yuyeov Pdoog ¢€ AlOg Hudv
Noavd' Huov 8¢ mpiotig dmexldoato:

NOVL &' &v TahTn nomd Aelypava Odoovog, dveg,
Enouyav, matenv 8' o ALY indpeda.

We have been buried both on land and on sea — this is an extraordinary thing! / - that Tharsys son
of Charmides obtained this from the Fates./ For when I dove into the sea as a weight subject to
the anchor, / and descending the wet Ionion swell, / the anchor, on the one hand, I saved, but I
myself while turning about moved laboriously out of the depth, / and immediately while stretching
[my] hands to sailors / I was devoured. Such a savage very great sea-monster / came and gulped
me down up to my bellybutton. / On the one hand half of me — a cold weight - the sailors took up
from the the sea / and half the sawfish broke off, but on this shore they buried the accursed
remains of Tharsys, sir,/ and we arrived back home not in one piece.

(Leon. 65 G-P == AP 7.506)

ITdos 6 Kallyvartou émaxrtolog ®oAalevThg,

dnQog nal xiyAng rai ondoov iyfvpoievg

not MaPoov méQung dehedomayog O00a TE nOlAOGS

onoayyos méteag T éuPubiovg véueta,

dyong €x mewTti|g ot ioVALda ETENEGTOV

danvatwv olony €€ ahOg dpdevog

EPOLT OMoONEN Y VIEx (eQOg diEaoa

MOyeT' €M oTeELVOV Tohhopuévy ddouya.

YO peV uneivlmv xai dotvaxrog Ayriotowv te

EyyUC Amd TTvouv fre ®ulvdouEvog,

vijpot' dvosiijoog émpotglor Tod 8¢ Bavovrog

Tolmwv 6 youmevg TodToV EYwoe Tddov.

Parmis son of Callignotus, reaper on the shore, / utmost harpooner of both wrasse and parrot-wrasse, / of
boisterous perch snapping at the bait, /and the very sort that graze hollow caves hollowed out by water and
rocks at the bottom of the sea, / out of [his] first catch once a rock-dwelling rainbow-wrasse / the biting
man took up [along with his own] destruction from the sea / [and] he was destroyed; for slippery as it
turned out above his hand / it came flapping at the narrow part of his throat. / So, on the one hand nearby
both the lines and the pole's fish-hooks / he lost his breath while rolling around to and fro, / fulfilling his
fated lines; and so because of this death / Mr. Fisher the fisherman built him this tomb.

(Leon. 66 G-P = AP 7.504)
In the larger frame of this sepulchral epigram, Tharsys explains in an epic-like narrative
that he has been divided in two by a devouring fish. The dualism of the speaker's burial "on land
and on sea" refers not just to the tale of his death, but also to the narrative structure of the

epigram describing it, and to its companion. The first epigram explains how one man dies by
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being eaten by a fish on sea (Tharsys), and the other epigram describes how one man dies by
eating a fish on land (Parmis), while both epigrams tell of the fish-like wandering of its speaker.
The first person plural of Leon. 65.1 G-P notes the burial location of Tharsys, half at sea and half
on land, as if to introduce an intertextual riddle, especially as the last two feet of the line exclaim
the anomalous situation: TOUTO TEQLOCGOV, this is an extraordinary thing! Parmis of Leon. 66 G-
P remained "steadfast" on shore, as his name suggests, yet this epigram similarly leaves a riddle
to be solved, since this expert fisherman on shore, seemingly safe with his first catch, still
suffered the destruction of the sea as line 6 introduces: daxvalwv dhonv €€ AhOg dpduevog,
the biting man took up [along with his own] destruction from the sea. Parmis of 66 G-P
ironically experiences wandering forced by the sea, as the motion of the fish is transferred to his
own flailing motion: (yet' &m oTEWOV TOAAOPEV,... EYYUS GITO FTVOUV Tjne ®VMvOOUEVOG,
vijpot' dvamAnoag Empolola, the fish came flapping at the narrow part of his
throat...[Parmis] lost his breath while rolling around to and fro, fulfilling his fated lines. Much
like Tharsys, he wandered to meet a humble death on account of a sea creature. What Tharsys
obtained from the Fates in Leon. 65.2 G-P (¢x Mowpéwv ®doovg Xapuidov fivioato, Tharsys
son of Charmides obtained this from the Fates) is mirrored by the fated lines in the second to last
line of Leon. 66.11 G-P (vijpat' dvaminoog émpotoror Tod 8¢ 0avovtog, / fulfilling his lines
of fate; and so from [this] death), as if to wryly complete both Parmis' story as well as the
pairing of these two tales of death by fish and some form of sea-wandering (¢0owv, Leon. 65.5
G-P; €€ MO AQAUEVOC. .. Tjne nVAVOOUEVOC, accomplishing this from the sea...he came
rolling to and fro, Leon. 66.6-10 G-P). Each twelve-lined epigram indicates the fatal action of
the fish inflicting death upon the character in line 10, particularly in the last word: dsexAdooto

(Leon. 65.10 G-P), the saw fish "broke off" half of the man off, like a fish breaking off a line;
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nuAvoouevog (Leon. 66.10 G-P) he, like the fish in his throat, came rolling to and fro, trying to
breath like a fish out of water. The pairs coordinate in length and seem to invert the storyline of
the other, one on land and one on sea, although they share similar elements in their grotesque

versions of realism.

II. Character Pairs

Many of the pairs relate even more directly, however, through character name and topic,
as in the following epigrams. A number of characters in Leonidas are discussed in either a series
or in a coordinating pair, which may fit into these pairing systems defined by Kirstein. These
pairs can be linked together by character name, theme of the epigram, vernacular, or by any
combination of these devices. The characters in pairs of epigrams appear only in each of their
respective companion pieces in the collection, and are typecast as the pederast (Leon. 12 G-P =
AP 7.448; 13 G-P = AP 7.449), the foolish cynic (Leon. 54 G-P = AP. 6.293; 55 G-P = AP.
6.298), the noble man (Leon. 10 G-P = AP. 7.648; 11 G-P. = AP. 7.440), the drunken sympotic
poet (Leon. 31 G-P = API 306; 90 G-P = AP/ 307), gods of love and war (Leon. 24 G-P = AP.
9.320; 25 G-P = AP. 9.322), Priapi (Leon. 83 G-P = A.PI.236; 84 G-P = A.Pl.261). We cannot
so definitively argue that these characters fit into a category devoted to characters, as opposed to
some other category. The characters, although they appear prominently to pair a set of
epigrams, the characters respective to a set do not directly correlate with the other sets of
character pairs, with the exception of the nature of their pairing, i.e. that their set of companion
pieces correlate by character name. We will analyze a few of these character doublets, which

share the same name, although there are other pairs of characters which do not.
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There is an example of a combined parallel and continuation epigram pair in those which
describe the successes of Pratalidas.*”® Leonidas 12 G-P = AP 7.448 and 13 G-P = AP 7.449)
coordinate by character name, and also respond to one another in structure much like other
epigram pairs.*”' When the two are taken in tandem, they emphasize the pederastic

characteristics of this young man and continue his story from life into death.

IToatalida TO pvijpa Avraotin, dreov 0N TwY
eiddtog, drga payac, dxrpa Avootaoing,

dra yogoltuming. x0OvioL

todtov Kontaweig Kofjta mopwnioate.

The memorial of Pratalidas from Lucastus who knew the zenith of loves,
successes in battle, successes in nets laid,

successes in choral dances; you Cretan chthonian gods

have settled this Cretan among you.

(Leon. 12 G-P = AP 7.448)
ITpoataridg moudelov "Egme moBov, Agtes dyoov,
Moboa x0000g, Agng &yyvdliEe pdyov.
TG 0V% VAWV O AVXAOTIOC, OC ®AL EQWTL
GOYE 1oL &V LOATIQL %0l SOQL %Al GTAAAL;
Eros put youthful yearning into the palm of the hand of Pratalidas, Artemis the chase,
the Muses the dance, and Ares put the battle.
How was this Lucastian not living the good life, who took the

lead in love, and in song and with the spear and with the hunting-net?

(Leon. 13 G-P = AP 7.449)

One epigram is dedicated to Pratalidas' death, the other to his life. The words
madetov...mo0ov (Leon. 13.1 G-P) and 10 pvijua, (Leon. 12.1 G-P) explain the characteristics
for which Pratalidas is most notable and remembered, while the memory of his death contrasts
his youth. Leon.13 G-P identifies that the reason for such success in Leon. 12 G-P was that

Pratalidas was graced by the gifts of the gods. The tools used to achieve such a fruitful life, such

420 Scholars agree that these epigrams were not originally inscribed: see Geffcken 1896: 74-75 and Gow 1965b: 323-
324.

! Gow (1965b: 323-324) suggests a differing ascription, yet insists on keeping the pair together since they show
coordination.
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as £0WTL, LoATt, dool, and otdhixt in Leon. 13.3-4 G-P mirror the location of his success and
where these tools were used: ¢gMTwV, udyag, Avootaotag, yooottuvmiog (Leon. 12.1-3 G-P).
One poem is about the living Pratalidas, the other memorializes him after death; both poems
mark his success, and Leon. 12 G-P completes the picture of his life introduced to us in Leonidas
13 G-P. Leon. 13.3-4 G-P asks, "how is Pratalidas not living a good life if he is so blessed in
song, spear, love and nets?" and Leon. 12.1 G-P responds 10 pvfjua, as if to say that it is
through his memory that his successes, dxoa, live on. The desire that is unfulfilled in Leon. 13
G-P, m60ov, is fulfilled by his high-level of experience in love, dxov éomtwv €id6TOG (Leon.
12.1-2 G-P). His Cretan origin and final resting place among the pointedly Cretan, chthonian
gods in Leon. 12.4 G-P, emphasize fulfillment of his pederastic pursuits all the more.***

Unlike those that are presented like sepulchral epigrams for the same character as with
Pratalidas above, the pairs that repeat character names often represent statues. When comparing
the epigrams in the pair below, each statue of Anacreon becomes less a realized image, and more

an image of poetic design.*’

ITpéoPuv Avaxgelovta x0dav cecaloypévov otv
0deo TOvmTOD oTEETTOV VIIEQOE AiBoLT,

g 6 YWV Ay voloty € dppooty 1yd ded0QHRMG
dyoL nal dotooydhmv ElxeTal GuITe)OVOV:

doo®V 8" APUMOWY TOV pev plov oto pedumAng
Mheoev v O' £TéQ QLrvOVv dae mdda.

pélmer 0' e BaBvlhov édpipegov g Meyiotavy,

422 of Gow 1965b: 324; Arist. Pol. 1272 a24; Strab. 10.483.

2 Kantzios (2005: 229) points out how popular it was to exaggerate Anacreon's wine-loving character; each
epigram within Leonidas' pair enhances the meaning of the other. These epigrams (Leon. 31 G-P = AP/ 306 and
Leon. 90 G-P = APl 307) mimic each other in diction: note the simultaneous vocabulary changes and mimicry in the
pair — mpéoPug, Elnetau are the same in the first two lines, but the words id', éx pébag...vmeoxréMotan (tripping
up his heels because of the wine), yviwv (knees), Admog (shawl), Tdv 6¢ BAavtiny TO pév dpws...0dtegov (of
his slippers this and likewise that other), dmdAeoev, periodetar (Doric for pehiCw - sings), frot...1 (either...or),
TV €MV dranpénwv (plucking the lyre) of Leon. 90 G-P directly vary from 6deo, x0dav oecahayuévoy oivem
(promiscuously overloaded with wine), dotoarydiwv (ankles), aumexovov (shawl), Stoo®dv AQPUAIdWV...TAV pev
ptav...€v 8'étéoa (of the two shoes, so the one and on the second), WAeoev, pémel (sings), ... ¢ (either...or),
almE@OV Taldpa Tav duoémta yEAvv (raising with his hand the accursedly-loving lyre) in Leon. 31 G-P
respectively. Why the definitive variation by the same author if not to elucidate the poetic force that the statue
symbolizes, rather than the statue itself?
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almEAOV TALAUQ TAV duoEQmTa YEAVV.
AMAGL, TaTEQ ALdvuoe, PUAOCCE v OV YaQ EoLnev
éxn Baxyov mimrerv Boaxylaxov 0égama.

Behold old Anacreon in a disorderly manner crammed full of wine / # and garlanded above a turned stone &
/, as the old man having sight of water with his gluttonous eyes / he drags his trailing garment near his
ankles, / and just like a wine-stricken [man] he has lost one of his two boots, / but he fixed the wrinkled
foot to his other boot./ He sings either of desired Bathyllus or of Megistas / lifting up with his palm the
accursedly-loving lyre. / But, father Dionysus, protect him since it doesn't seem [right] that / a Baccheian
servant should fall because of Bacchus.

(Leon. 31 G-P = API. 306)

18" g 6 mEéoPug €x uébag Avaxrgémv
VIEOREMOTAL ROl TO ADTTOC EANETAL
godyoL yuimv, Tv 0¢ BrovTtinv TO HEv
Opwg purdooel Odtegov O' dmwieoev.
pehiodetor 0g Tav €AV dLonérmv
fitoL BdBuhhov 1 nalhov Meyiotéa.
¢vhaooe, Baxye, Tov yégovta un méon.

See here how the old man Anacreon out of a drunken state / trips up his heals and trails his robe / as far as
his limbs, and likewise he guards one of his slippers and he has lost the second. / He modulates the lyre as
he strikes strings / verily for Bathyllus and for handsome Megistas. / Guard, Bacchus, this old man so that
he doesn't fall.

(Leon. 90 G-P = API. 307)

The epigrams' vocabulary and descriptions of the statue are very similar, but the diction,
meter, and length are quite different, and so the consistent paraelleling of similarities and
differences indicate a relationship between the two poems. Leon. 31 G-P = AP/ 306 seems to be
an epideictic inscription, yet Anacreon is both attached to a stone base and is garlanded. The
shorter iambic version (Leon. 90 G-P = API. 307) is appropriately less verbose, yet it is also
lighter and does not mention a statue base, so perhaps is meant to be more symposiastic, or less
inscriptional. A major difference is with the types of traveling shoes; in Leon. 90 G-P = AP[ 307
the shoes (tv 8¢ Bhavtiov, "slippers") are those worn at symposia and seen in comedy,

whereas the other type in Leon. 31 G-P = APl 306 (01000v a@PuAidwv, "boots") is more
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generally associated with tragedy.*** The emphatic "two" (d.00GV) describing the boots is
suggestive of a poetic double, as occurs in other poems of Leonidas.*” Both are traveling shoes,
and each statue has lost one shoe, though the means of loss is described differently. In both
poems, Anacreon is a traveler in the company of Dionysus, so to speak.”® The dualism of
intoxication as both the subject of ridicule and tragic flaw of Anacreon is highlighted by the two
shoes, mismatched and of different types.*”’” Such duality correlates with the power of wine, or
Dionysus, and with his role as patron god of performance. Anacreon shows the inspiration of
Dionysus' dualistic qualities in each epigram, as one is quite tragic as he is flawed with
lasciviousness and dressed in buskins, while the other is quite ridiculous and low with delicate
sympotic slippers, which are about to trip him up.

Both epigrams embody an image of Anacreon as performance of poetry, beyond his
different types of traveling shoes. The iambic epigram is more of an action-shot, as it commands
the reader's attention to the scene about to be described with the first word ('18', (g 6
moéoPug..., 90.1 G-P), whereas the other epigram notes the objective form of what is being seen
with the first word (ITgéoPuv Avaxgelovta x0dav cecaloyuévov oivp, 31.1 G-P), and does

not tell the reader until the first word of the second line to "behold" or "take heed" of the statue.

% For Bhavtimv see Aristophanes Eq. 889, Aristodemus fr. 8.4 equated here and later commonly with cavddAlov,
PlL. Symp. 174a,L. 54 G-P = AP 6.293, which show the pretense of Sochares as a cynic philosopher returning from a

symposium; see Clayman 2007: 499. Cf. duloo®v dPulidwv in A. Ag. 944, those worn by Agamemnon before he
is made to walk on the carpet, which shoes "slave-like, serve the treading of his foot," and which Agamemnon asks
his servants to untie them: "as I walk on the purple vestments may I not be struck from afar by any glance of a god's

jealous eye." A.fr.435a,E. El.532,E. HF 1304, E. Bacch. 638 & 1134,E. Or. 140 & 1470, E. Hipp. 1189 all
allude to steps toward pending destruction or downfall; cf. Theoc. Id. 7.26.

2 B g. the TT¢tong é% duo0f|g in Leon. 5.1 G-P = AP 9.326.1, a dedication to nymphs from a traveler is suggestive
of its pair Leon. 6 G-P = AP 9.329, also a dedication to nymphs, but from a gardener; also similar to "land and sea"
introducing intertextual doubling between Leon. 65 G-P = AP 7.506 and Leon. 66 G-P = AP 7.504.

426 Theoc. Id. 7. 25-26 (g TOL OOl viooouévolo / oo AMBog mratoloa ot doPuiidecolv deldel, as by the feet
of someone coming, / every stone tripping [you up] sings to the [tap] of your traveling shoes.

*7In Leon. 31.5 G-P = APl 306.5 the two shoes are stressed as together then divided S1006V GOPVMOWY. .. TCV v
ptov...&v 8'étépaq (of the two shoes, so the one and on the second) but in Leon. 90.4 = API 306 .4 the shoes are
described only separately with T@®v d¢& PAavtiov TO néV Ouwe...0dtegov (of his slippers this and likewise that
other).
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The iambic poem is lighter in meter and less ominous in tone, whereas the epigram in elegiac
couplets is more melodramatic and perilous in tone. Anacreon is an image of poetic
performance, as his mantle drags, he plucks the lyre and totters from one foot to the next, much
like the iambic rhythm of one of the epigrams that describes him in the iambic Leon. 90 G-P =
API 307. He guards one of his shoes, but has utterly wasted the second (Bdtegov 0' dmmdAieoev,
Leon. 90.4 G-P), and so he is therefore unevenly weighted on one shoe, (T0 pév dpwg
PuLGooEL, of his two shoes, the one he guards the other he lost, Leon. 90.4 G-P), just like the
uneven weight of an iambic metron, with short syllable followed by long (t®v 8¢ fAavtioyv TO
pév Oumg puvidooe Bdtegov dnwheoev, Leon. 90.3 G-P). In Leon. 31 G-P = API. 306, its
elegiac meter is embodied by a description that dwells on Anacreon's fixed shriveled foot (tav
ugv plov otor peBuAE / dheoev, év §' £Téoa Quevov dpage mOda, Leon. 31.5-6 G-P), like
the halting long half foot by which the line of pentameter in elegiac meter is characterized.*”®
The mention of stone shows the poem's self-awareness as a play on inscriptional epigram. The
wordplay shows Leonidas' part in the poetic trend of poetological metaphor, wherein epigram
characterizes subject as text, as was popular in the Hellenistic period.*”

The prayer to Dionysus at the end of the elegiac version is more serious and condemning,
while it ironizes his role as a servant of Dionysus — about to fall on account of such a service,
and since it portrays the gluttonous drunkenness, whereas the light iambic version is a ridiculous

scene worthy of laughter, that expects a fall but is more jocund.*”® Perhaps his base decorated

“2% Callimach. Aet. fr. 1.31-32; Acosta-Hughes 2002: 238-255. Keith (1999: 41): "This critical vocabulary
developed in fifth-century Athens, perhaps in sophistic circles, and is so well established by the Hellenistic period
that Callimachus need not refer specifically to either body or limbs to set in play a series of puns linking physical
traits with literary goals."

2 Meyer 2007: 208.

49 Cf. Klooster 2011: 39 — Anacreon in Leon. 90 G-P = APL. 307 is certainly more a subject of comic abuse than
direct invective, since the poem lacks any insults whatsoever, and instead only mocks.
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with garland (otémrov)*®!

and his role as a Baccheian servant (Baxyloxov 0épaua) suggest his
part in Dionysiac mysteries in the elegiac version. The similarity between the two epigrams
shows that they are meant to discuss the same statue with similar narrative, but the perspective of
the viewer, or reader is meant to change.**> Thus the reader is called to recognize the type of
each epigram — one that is epideictic elegy, and the other that is iambic. In the elegiac version
the dramatic action — Anacreon's fall — is tragically pitiful, whereas in the iambic poem, he has
already utterly lost his shoe, and the fall is spectacle worthy of ridicule. The intertextual play
between the pair of epigrams shows the paradoxical power of Dionysus as he is both a saving
and destructive force for poets, and allures the reader to contrast the two poetic images.

Although Leonidas, unlike other Hellenistic epigrammatists,”” usually shuns eroticism,
the following pairs prove otherwise; it is not until the next two are taken as a pair, however, that
their eroticism is completely clear. The character name does not repeat, but the disparate
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characters in the two epigrams still relate to each other.™ A dialogue between Ares and

Aphrodite is hinted at in poems Leon. 24 G-P = AP. 9.320 and Leon. 25 G-P = AP. 9.322.

Ein¢ mox' Ebomrag ot tawv Kimowv: "H Mafe tevyn
1] '€0L Tag ZmdQTog: O TOAG OTAOUOVEL.

a o' amarov yehdioaoo: 'Kai éocopon aigv dtevyng,
elme, '"vol oixfiow Tav Aaxedopovioy.!

%6 pev Komoig divomhog: avaidées oide Aéyovoly
{0T0QEG, MG Aty Y& Be0g OTAOPOQEL.

Once when Eurotas spoke to Cypris: "Either take up arms / or get out of Sparta; the city is mad for war!" /
She then giggled gently and said, "I will both always be unarmed, / and I will always live in

! Heyne's proposal of "garlanded" is not incongruous with the inscriptional base, as Gow (1965b: 341) suggests,
since decoration of a poet's statue with garland is a sign of poetic victory at Dionysiac festival, whether real or
imagined; "garlanded" also agrees with the symposiastic portrayal of the drunken Anacreon.

2 As Gow (1965b: 341) notes, Wilamowitz (1913: 104) thought Leonidas was describing a painting.

33 Editors of the Greek Anthology include only Leon. 92 G-P = AP 5.188 "on the assaults of love" (Gow 1965b:
389) and Leon. 43 G-P = AP 5.206, on dedication of musical instruments to the Muses by two girls coming of age
among the "erotic" or "amatory" epigrams of book five. The former fits well into the category, yet the category's
inclusion of the latter is less understandable, except for the poem's allusions to symposia and flute-playing
throughout the night while beating on doors as paraclausithyron; on the separation of erotic epigrams into AP 5 and
AP 12 on moral grounds, and the structure of the erotic section of Meleager's Garland, see Argentieri (2007: 156-
157), citing Gow-Page (1965: 2 xvii-xxi), Cameron (1993: 19-24), and Gutzwiller (1998a: 277-321).

4 Clack (1999: 128-129) has suggested that these may be a pair.
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Lakedaimonia."
/ And so, Cypris is unarmed; authors who say / that the goddess even takes up arms for me are shameless.

(Leon. 24 G-P = AP. 9.320)
Ovx éna tadta Aaduoa. Tig 6 Boryrolowy avdpog
‘Agnog tattav tav dyaow xdorta;
Arha.oToL HEV ROVOL, AVa{LaxTOL 08 YOVRHoOL
aomideg, drhaotol §' al xhadagal rauaxres.
aidol mavta mEdomT ¢Qubaivopal, ex 8¢ PETHTOV
100W¢ mMOVWV 0Ti00g EmoTaldeL.
10.0TAdA TIG TOLOTOOE KAl AVOQELD VA HOL QVALY
1OOUE(TMO ®al TOV VUudiOLov BdAopov:
‘Agevg 8 aipatdevta dunEinmolo Adpuoa
VIOV *OGUO(N TOlg YA Gpeordueda.
These are not my spoils; who has hung this / favorless favor on the coping-stone wall of Ares; / unbroken
helmets, shields, not stained with blood / but polished, unbroken quivering spears. / My whole face grows
red with shame, so sweat gushing out of my forehead drops over my breast. / Let someone adorn the porch
and even a men's hall / and the home and the bridal chamber with such things. / Would that the bloody
spoils of a horse-chaser adorn, / the temple of Ares; since in these we take pleasure.

(Leon. 25 G-P = AP 9.322)

The first, Leon. 24 G-P, is meant for a statue, the other, Leon. 25 G-P, is about arms in a
temple, yet both are a play on dedicatory epigram. Thematically the two poems relate only
because of the presumed love affair between the gods, and also because of the weapons
involved.*” Yet, in both cases the arms in the temple of Ares and on the figure of Aphrodite are
inappropriate and both speakers are indignant at the sight of arms before them. Leon. 24 G-P
concerns a well-known statue in Sparta of Aphrodite unarmed (K0moug éivomthog) in the first of
the set,”® whereas epigram Leon. 25 G-P introduces a similar topic — inappropriate arms, but in a
temple to Ares. Both settings are notably public. The arms hung on Aphrodite are unsuitable, as
remarked by Eurotas the river, just as the arms in the temple of Ares, so Ares himself complains.
The poets discussing Aphrodite's arms are shameless (Gvowdéeg, Leon. 24.5 G-P), as the face of

Ares grows red with shame (aiidot tdvra meoéow T ¢Qubaivopar, Leon. 25.5 G-P); that Ares is

#3 As Demodokos sings in Od. 8.266-366; on weapons of Ares and Aphrodite, see Orph. H. 65.
436 paus. 3.15.10; Plut. Mor. 317f; Quint. Inst. Or. 2.4.26; Gow 1965b: 334.
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red with aidol links him to the shame aroused by the passion of Aphrodite.*”” The unstained
weapons, avalipoxtol 8¢ yovioor (Leon. 25.3 G-P), are meant more for the private chamber

rather than a public temple.***

Ares is described erotically not only as his face grows red with
shame, but also as his sweat, gushing, drips over his breast (aidol mévta TEOCMIT
govbaivopat, éx 0¢ peTmmov / 0QWS MOV 0TH00g emotaldel, my whole face grows red
with shame, so sweat, gushing out of my forehead, drops over my breast, Leon. 25.6 G-P). It is
as if he himself has seen the unarmed Aphrodite and is aroused by her. Aphrodite's serene,
giggling response to Eurotas is worthy of such passion, as if she is undressing (¢ 8' dwahOV
vehdoaoo- "ral Eoocouol aigv atevyng," She then giggled gently and said, "I will always be
unarmed..." Leon. 24.3 G-P). Since the last distich suggests that the sexual advances of
Aphrodite are so pervasive that they are even directed anomalously toward the author himself
(x& pev Kivmoug divomhog: dvardéeg oide Aéyovoly / (oToeg, g aulv xa 0e0g Omhodoget,
And so, Cypris is unarmed; authors who say that the goddess even takes up arms for me are
shameless, Leon. 24.5-6 G-P), the epigram portrays Aphrodite's eroticism as pointed toward a

poetic companion, one aroused by shame and seeking pleasure, like Ares (Leon. 25.5-6 G-P).*”

47 Hes. Th. 44; Henderson 1991: 3-5.

% Taran 1979: 157.

% In comparing the dedication to Aphrodite in Leon. 36 G-P = AP 6.300 (an autobiographical epigram) with Leon.
92 G-P = AP 5.188 (where Leonidas insists that he is entitled to escape the torment of love), and with Leon. 54 G-P
= AP 6.293 (where a phony Cynic is ensnared by a boy-love), Gutzwiller (1998: 110-111) suggests that Leonidas
prays to Aphrodite because his renunciation of love is due to the Cynic themes that he discusses in his collection.
Although Cynic philosophy influences Leonidas, let us not overlook his role as a poet, who refashions traditional
themes in literary epigram in his response to the literary tradition. The laughing Aphrodite is commonplace in
Greek literature, yet the phrase Leonidas uses for laughing in Leon. 24.3 G-P is copied directly from dmwalov
veldoar of Od. 14.465, in which context Odysseus - in disguise, and making a trial of Eumaeus the swineherd in
order to obtain a cloak from Eumaeus - announces that wine, as it makes a man laugh softly, has encouraged him to
tell a tale about Odysseus scheming at Troy. Leonidas so shows a playful relationship to Aphrodite, a mocking
goddess who is harmful to Leonidas (g apiv x& 0e0g 0mhopoQel, to me, the god bears arms, 24.6 G-P) with his
epithet for Aphrodite as Lathrian in Leon. 36.1 G-P, Gutzwiller suggests, because of Leonidas' attempts to embrace
Cynicism, and so avoid love. With this renunciation of Aphrodite and her harmful nature, Leonidas shows his
favoritism toward a more rustic sort of poetry that embraces Odyssean themes, perhaps with comic elements, and so
he rejects erotic-sympotic poetry, that so many other epigrammatists of his day favored. Leonidas' stance on
presenting a more rustic sort of poetry as his way of spurning eroticism in Leon. 36 G-P would explain the subtlety
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The sexual aspect of the dialogue alleviates any ambiguity as to the purpose each poem serves.

Later authors, such as Antipater Sidonius and Meleager, imitate this poem by Leonidas
about the dishonored Ares, but with the absence of the sexual intrigue. As Taran remarks,
because such a poem about Aphrodite disarming does not accompany the Ares of Meleager or
Antipater Sidonius, the erotic effect of the Ares poem is preserved by the dialogue that only
Leonidas provides.**’ This suggests once again that Leonidas may be organizing his work
around these "companion pieces." A different poem of Ares in arms, addressed to Aphrodite in
the Planudeian Anthology, Leon. 103 G-P = AP 171,**' provides an even stronger link between
the two poems mentioned above, yet the ascription to Leonidas is uncertain.**> The eroticism is
made clear in Leonidas by the pairing of Leon. 24 and 25 G-P; the absence of the pairing in other
authors makes Leonidas' pairing all the more a Leonidean characteristic. There are many other
pairs within the dedications to the gods, but we will leave a few others of these aside for a more
comprehensive evaluation of other types of pairs.**

The following set of Priapic dedications, although paired by character, probably would

have fit more aptly among either the set of rustic dedications, or among the epigrams on statues,

of erotic elements in this epigram and in its companion. The erotic elements in Leon. 24 G-P, however subtle, are
still there to provide a link between the epigrams in the pair.
440 Taran 1979: 150; Antip. Sidon. 60; Mel. 110.
“!'Leon. 103 G-P = AP 171:
Apeoc évrea Tadta Tivog ydowv, » Kvbépeia,

EvdEduoal nevedv TodTo Ppégovoa BAQoc;
adTOV An yuuvr) ya ddpdmhoag: el 6& Mleuttol

%ol Bedg, avBommolg dmha pdtny mdryels.
For whose gratification, Cythereia, / have you put on these arms of Ares, since it is fruitless to bear such a burden?
/ For you, naked, have disarmed Ares himself, so if even he — a god - has been defeated / then you senselessly supply
weapons among men.
2 Gow (1965b: 397); Although Gow-Page include this among the uncertain ascriptions to Leonidas, in their
commentary they assert that there is no reason for doubting the poem as one of Leonidas of Tarentum.
“3 Cf. Leon. 34 G-P = AP 6.129 with 35 G-P = AP 6.131; 7 G-P = AP 6.204 with 8 G-P = AP 6.205; 41 G-P = AP
6.288 with 42 G-P = AP 6.289.
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since Priapi are commonly known as a rustic god.*** The pair stands out, since it develops a
dialogue through sexually explicit language, not common in Leonidas, although a topic not
completely estranged from his collection, as with the pairing of Aphrodite and Ares. The rustic
tone of the epigrams offer a realistic scene, shown to be pretentiously literary through their
pairing. This pair of Priapi emphasizes the sexual nature of this god of fertility to attentive

readers.

Avtob €¢' alpaoiaiol Tov dyoumvodvta Iginmov
g€otnoev hayxdvov Agwvopévng ¢Olanra:

Al og éviétapal, dme, EuPreme. 'ToDTO' O' QTS
"TOV OMywV My avorv givexra; TOV OMywV.

Beside his boundary walls Deinomenes set up this watchful Priapus / guard of garden production; / but look
how I have stretched myself out, robber. So 'is this [statue]' you may ask, / 'set up for the sake of these few
vegetables?' [Indeed, it is] for the sake of these few things.

(Leon. 83 G-P =A.Pl.236)
Apdotégas ma' 6dotol pAAE Eotnra Ioinmog
iButeveg unodv 6pOdicag gomolov,
eloato Yoo motdv pe OedroLtog. ArL AmoTnAoD,
¢, 1B, un nhatong v dpréPa deEdpuevos.
I, Priapus, stand firm, a guard beside both roads / having set upright from my thighs, a phallus, / for
Theocritus has set up trustworthy me; but, / thief, go far away, when you receive it might you not deflect

my penis.

(Leon. 84 G-P = A.PI. 261)

The Priapi are set up to protect a garden at a road junction and can typically be identified
as a set of companion pieces that tell one continuous story.** They are each a quatrain in the
voice of the Priapus, with a similar line structure.**® In each, Priapus as statue announces that he
stands on guard to ward off travelers, as his name is positioned similarly in each as the last word

of the first line. Leon. 83 G-P = AP[ 236 was dedicated by Deinomenes and only mildly

4 There is a third epigram involving a Priapus in Leon. 85 G-P = AP 10.1, yet this epigram would fit more suitably
among the sea-themed epigrams, as discussed in the previous chapter.

5 An example of Forsetzungsepigramme, according to Kirstein's (2002: 117) categories.

% Gow 1965b: 385.
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indicates the erotic nature of the figure with "I have stretched myself out" (¢vtétapar, Leon.
83.3 G-P). The Priapus questions the reader whether it is necessary that he protect only a few
vegetables, implying that there may be some other purpose to his station, other than as a guard
only. The repetition of T®v OAlywv in the last line (Leon. 83.4 G-P) seems to imply something
humorous, and that the conversation, introduced with to070...€0WTAC (so...you may ask), is the
emphasis of the epigram. Through this verb and pronoun, the reader of Leon. 83 G-P is invited
to ask for a complete description of the Priapus and his symbolism.

The Priapus of Leon. 84 G-P = AP.261 reveals that the dedicator of the other epigram is
Theocritus, but the dedicatory category does not seem to be the focus of this epigram either.
Instead, Leon. 84 G-P = APl 261 explains, through explicitly erotic language, that Priapus not
only guards, but also threatens with his penis; the gesture of the Priapus is more directly sexual.
The first word Audotégang emphasizes the potent duality of the figure as watchman and
fertility god standing by both roads; the term may also point to its response to the first of the pair,
Leon. 83 G-P = API 236, which describes the more curatorial stance of the Priapus.447 Because
Leon. 83 G-P is clearly meant to guard the vegetables, but only implies the figure's sexuality, it
seems to introduce Leon. 84 G-P, which forcefully references the sexual threat of the god. In
Leon. 84 G-P = AP[ 261, the Priapus is described in explicitly erotic vernacular: phallus
(00mahov), thighs (unEdV), upright (iIButeveéc). The thief receiving the penis (Th)v pAEPa

0eEduevog (84.4 G-P) emphasizes that the Priapus may have followed through with the threat of

7 As discussed above, Apdotéaug seems like in Leon. 31 G-P = AP 306 (8100Gv dofuridwv, "boots"), the
emphatic "two" (0100@V) describing the boots is suggestive of a poetic double in Leon. 90 = AP/ 307 where the
shoes (tyv 6¢ Pravtiwv, "slippers") are those worn at symposia and seen in comedy; the [1étong éx dL00T|C in
Leon. 5.1 G-P = AP 9.326.1, a dedication to nymphs from a traveler is suggestive of its pair Leon. 6 G-P = AP
9.329, also a dedication to nymphs, but from a gardener.
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penetration.*** Because the reader of this epigram is alerted not to deflect (u) xAobong v
OAéPa, 84.4 G-P) while told to receive the penis (0eEGuevog), the enigma presented in the last
line of 83.4 G-P (is all this — this robust figure — for only a few vegetables?) is answered by this
direct address to the reader and the reader's reception of the aggressive phallus in the last line of
84.4 G-P.** The suggestive humor in 83 G-P is fully developed as the focus of 84 G-P. The pair
demonstrates a set of parallel epigrams, and through their coordination, the objective of a Priapic

figure is fully explained.

III. Rustic Epigrams

As in the Priapi above, many of Leonidas' epigrams present a rustic scene, yet within this
category there are a couple of pairs that present a challenge to the reader, so that the reader notes
the epigrams' innovations on theme and literary allusion. Since there are so many "rustic
epigrams," it is likely that Leonidas either had his own collection of rustic epigrams,” or these
rustic epigrams were categorized as a group within a Leonidean self-authored collection in some

way.”' Rustic epigrams were undoubtedly an essential poetic type of Leonidas, as an

¥ Henderson (1991: 122-124) notes that préPa calls attention to the repetitive insertion of the penis into the one
receiving it, whereas 0mahov is more of a club-like penis, and a "pseudo-technical term for priapism."

9 Whitmore (1918: 616); considering that the dedicatory epigram seems more of "a pure study of technical
dexterity" with the lead of Leonidas of Tarentum in the Alexandrian age, as Whitmore proposes, it seems evident
that the reader takes a more prominent role than the dedicant.

0 As Gutzwiller (1998a: 91) points out, "we cannot assume that every epigram convincingly ascribed to Leonidas
formed part of a single collection...But the great majority of the Leonidean epigrams display such sonsistency in
topic, theme, and philosophical outlook that it seems likely Meleager's principal source was a carefully orchestrated
epigram book, consisting of nearly one hundred poems at a minimum, and perhaps considerably more. Remains of
other Hellenistic epigram books — the new Posidippus collection, the Theocritus epigram book, and even
reconstructed portions of Meleager's Garland — suggest that Leonidas may have employed sequencing of like poems
and thematic linkage to provide coherency and structure."

#! Rustic epigrams may be those in a rustic setting (mountains, pasture, meadows, woodlands, springs) and/or with
gods or characters typical of rustic sphere, and/or related to gardening or hunting of some sort, and so in Leonidas
the list may include, and is not limited to the following: Leon. 3,4,5,6, 18,19, 21, 27,29, 32, 33,36, 44,46, 47,
48,49, 50,51, 53, 81, 82, 83, 84, 86, 87,91, 96,97, 102 G-P = AP 6.334, AP 6.188, AP 9.326, AP 9.329, AP 7.656,
AP 7.657,AP 7.198, AP 9.316, AP 9.337,AP 9.99, AP 7.736, AP 6.300, AP 6.281, AP 6.13, AP 6.35, AP 6.262, AP
6.263, AP 6.296, P.Ox. 662, AP 6.221,A.Pl. 190,AP 9.744, APl236,A.Pl.261, APl 230,AP 6.226,AP 6.120, AP
6.110, AP 6.154, AP 9.563; I have excluded the poems on statues, fishermen, and on other craftsmen, and those that
are not clearly set in rural location, for the most part, although these too may occasionally relate to the rustic
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autobiographical epigram (Leon. 36 G-P = AP 6.300) — perhaps a dedication of his poetry
book*? — suggests. An overlooked, yet important ascription of Leon. 51 G-P to Leonidas in
P.Ox. 662 names Leonidas as Aewvidov dguuvovopou, which, as Gow argues, is probably
meant to be the original adjective douuvdpog,” "of a habitation of thickets" or "of the custom
of thickets," a commonly rustic location.** Perhaps this title in the manuscript notes a collection
or section of a book from which the anthologist drew Leon. 51 G-P,*” a dedication of hunting
items to Pan and the to nymphs by an unknown Glanis.** If this epigram is representative of a
category in some way, its elements may be representative of the style or theme in Leonidas that
is Aewvidov dpuuvovopou: rustic gods such as the nymphs and Pan, locations in wooded
thickets, mountains, and/or springs, and animals of the hunt, both predator and prey. Yet, since
so many epigrams that relate to these particular elements of Leon. 51 G-P, a dedicatory epigram,
are not definitively dedicatory, (e.g. Leon. 6 G-P = AP 9.329, a prayer to nymphs from a
gardener), or refer to pasture instead of or in addition to mountains (e.g. Leon. 19 G-P = AP
7.657, for shepherds who wander mountain ridges, meadows, and pastures), or are dedicated to

other gods (e.g. Leon. 3 G-P = AP 6.334, dedicated to Hermes and rocky crag of nymphs) the

category; for more explanation on division between 'rustic' and 'bucolic' epigrams, see Rossi 2001: 33-46; cf.
Gigante (1971: 99-101) distinguishes Leonidas from Theocritus by the pessimism and similarity to fable of a couple
of Leonidas' epigrams, yet there are many more epigrams that suggest of Theocritean influence, or some other poetic
source who influenced both authors, Theocritus and Leonidas.

2 Gutzwiller 1998a: 109.

3 Cf. Gow (1965b: 359) calls the hapax indefinable, yet considering its similarity to other compounded forms in
Leonidas and with suffix —vopog, the word must be a compound of "copses" and "customs."

454 E.g. Theoc. Id. 1.117; Arist. Mir. 837a24; Clearchus 32 apud Athenaeus 14.619c.

3 Akpopite Hovi kai evag [.....] Nopgaig / [CIAfjvig 6 ovvyeitwv ddpa k[vvnyeoting / TadTny Te IQoTopaY Kot
o] IR Ino.[.It/ Bhooav xai gobiovg Tovs[d' védnke] noesd. / Iov @ xai Noueat, tov J[...... aylpevrioa /
FAfwviv deEnoond' aedl...... .. 1g. To the mountain-inhabiter Pan and to the nymphs of the springs, / Glanis their
neighbor set up these gifts of his hunt [with dogs? ] / and this front part cut off and df ........Jas.[.]i. / the hide and the
swift hooves./ [Dear] Pan and nymphs, this hunt (df...... ag Jreuthra) / was won with respect to Glanis who is
venerable (?).

4% P.Oxy. 662 contains six epigrams; there are two complete epigrams (51 & 70) ascribed to Leonidas, with only the
first word of another epigram by Leonidas; Antipater has two - 21 and 48 G-P, which directly mimics Leonidas 51;
two other epigrams are ascribed to an otherwise unknown Amyntas, who Wifstrand (1926: 33-39) has argued
formed the anthology in P.Oxy. 662.
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rustic category does not seem clearly unified by or restricted to elements of this epigram Leon.
51 G-P in particular. Such an epithet in the manuscript, however, provides support for a
category of rustically-themed epigrams, whether related to hunting, dedicatory epigrams, or
rustic setting.

The theme of wandering is a significant component of this category.”’ In the rustic
dedication below (Leon. 5 G-P = AP 9.326), for example, which our commentators say closely
resembles epigrams of Anyte (3 G-P = A Pl 291)** and Moero (2 G-P = AP 6.189),"’ the
dedicator Aristokles calls himself a wayfarer (000uT000¢), as he dedicates his cup as a gift of
thanks to the nymphs (and their wooden statues, otpevinda E6ava) who guard the spring from
which he takes a drink. In neither epigram of Anyte or Moero does the dedicator call himself a
wayfarer, but instead a shepherd in the former and in the latter a sick man who names the
nymphs as those who tread the water's depths.*® The appearance of the wayfarer in Leonidas
highlights the rusticity of the setting, the fleeting nature of the encounter, and is ironically

juxtaposed with the permanent medium by which the entire scene is conveyed.*'

7 See the conclusion of Labellarte's (1969: 105-108) argument, that suggests that the modernity of Leonidas lies in
the wandering aspect of Leonidas' own personality, as reflected in AP 9.329, although he offers a fatalistic
interpretation of the poem.
8 dorEnoua T6de Tlavi nai avidow 0éto Nopdoig
dMEOV V1o oxromas OeVd0TOg 0LOVONOG

oVvey' v alaléov Bépeog puéya renpundTo
moDoov 00EEAOL Y eQol Lehy OV VOwQ. (Theodotos the shepherd dedicated this gift to Pan / and to the cave-
dwelling nymphs under the hills / when he grew very weary under the summer heat / and so stopped to try their
sweet water with his hands, Anyte 3 G-P = AP[291).
9 Noudar Apadouddec, motapod xéoaL, ai Tade PEVON

appoodotor podéolg oteifete mooolv del,
yaioete nal opforte Khewvupov, 0¢ téde nohd

etoad' vmal mTiwv dp, Beal, Edava. (Hamadryadian nymphs, maidens of the river, you ever ambrosial ones /
who tread on these depths with feet of roses / greetings and save Cleonymus, / who set up these beautiful statues
under your pines, Moero 2 G-P = AP 6.189).
“0¢f. Gutzwiller 1998a: 97.
! Leonidas' epigram seems to be more fictional in nature than the epigrams of Anyte and Moero, since it is by
means of wandering that the passerby Aristokles performatively leads the reader to the location of the carved images
of the nymphs by the stream, and behaves as a character in dialogue with the setting. The presentation of the
dedication of the statues is more objectively an inscription in Moero, and more religious as a dedication in the form
of a prayer of thanks in Anyte — neither of these dedications is offered in the first person, nor does it have its
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ITétong éx dLoomic YuyeoVv notomdiuevov Vdwo,
yaigolg, xal Nupdéwv mowpevind Edava,

TETEOL TE RENVEWV %ol €V VOOoL rOoa TADTO
Vu€mv, O xodat, puoia Teyydueva

xoloeT - Agrotoxrhéng 68, 680uTOQOC, PrEQ AT,
dlypav Baypduevog, ToDTo didWLL YEQOS.

Cold water pouring down from the pair of rocks, / greetings to you, and rustic statues of the nymphs, / and
rocks of the springs and these orderly statues of yours, / maidens, and greetings to the thousands of soaked
things; / I, Aristocles, here a wayfarer, dedicate this cup as a gift / where I quenched my thirst by dipping it.

(Leon. 5 G-P = AP 9.326)

When the speaker greets the nymphs, water, rocks and all soaked things with the second
person (yoaipolg, xatet', Leon. 5.2 & 5 G-P), then indicates that he is a wayfarer (60’
000LT0Q0g 5.5 G-P), the poet seems to highlight the transient nature of the character, engaging
in dialogue as a stranger passing through the place; since his destination is not mentioned, his
wayfaring is without purpose outside of this dedication. The wooden statues of the nymphs
(mowpevira E6ava, Leon. 5.2 G-P) and their location provide for rustic ambience of the whole
encounter, which gives the epigram a bucolic focus.**

There is a paradox between the permanence of the supposed dedication and the
temporality of the encounter. Leonidas highlights the temporary nature of the connection
between the established rustic shrine and the passing identity of the wayfarer briefly in contact
with each place he passes. The repetition of rock (t€tong...méteon, Leon. 5.1-3 G-P) in the first
position of each lines one and three, however, suggests that within the seemingly fleeting
encounter of passerby and his dedication, a sort of permanence through text endures, however
fictive the dedication. His estranged transience is also noted with his gift (yépac, Leon. 5.6 G-

P), which he leaves behind as a permanent dedication, along with the epigram describing the

dedicator as actor. Although more apparent in Leonidas, the fictionality is limited by the genre, as the visual
description of the scenery surrounding the wayfarer in Leonidas, and his engaging with the scenery, comes to a close
with his dedication of a cup.

492 Rossi (2001: 40) sees the rustic ambience here as transitional between two sub-variants of the topic of bucolic,
since a quasi-locus amoenus is one of the distinctive elements of the bucolic.
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encounter.*” The first person and allusion to travel steer us away from understanding this
epigram as the traditional inscription on an object, and so provokes readers to think not of the
object itself, but of the wayfarer's encounter with the place. The demonstrative description of his
present surroundings (todta, Leon. 5.3 G-P) gives the reader a full picture of the landscape
where the spring is located and emphasizes that the setting is only a temporary station for the
wayfaring dedicator, who dedicates in the present after quenching his thirst in the past. The
figurative expulsion of his thirst with dmtwoa - a word commonly used in fighting off an
enemy*® - implies that the traveler has worked hard to reach this spot where he dipped his cup.
Wandering is a struggle for which one may be rewarded with the permanence of epigram in
Leonidas' collection. With his play on the traditional aspects of the genre, Leonidas stresses the
genre's capabilities of preserving the transitory encounter.

Leon. 6 G-P = AP 9.329 is ironically similar to Leonidas 5 G-P = AP 9.326. The pair of
rocks in Leon. 5.1 = AP 9.326.1 (ITétong éx dtoof|g), along with its repetition of rocks (ITétong
...métean, Leon. 5.1-3 G-P) and repetition of its greeting (otQoLs... xotpet', Leon. 5.2-5 G-P)
in singular and plural, seem to show the dLo01g to be self-referential, demonstrating awareness
of its epigrammatic tricks. The repetition urges discovery of the figurative suggestion, as dL.001|g
indicates a doubling of dedications.*> The double rocks from which the water trickles in Leon.
5.1 G-P are the plural dedicatees of Leon. 6.1 G-P: the nymphs of irrigation.

NOppor EpvdoLddes, Abgov yévog, dpdelolte
tovtov Tiporhéovg namov €mecoiuevaL,
%ot Y00 Tiporhéng Dppv, ®dQaL, aiev O ROTEVS

493 Estranged by travel, much like Odysseus in Od. 20.296-298: &AL éye oi xal ¢y O Eeiviov, ddoa xal adTog /
Né hoeTEOoYO® dMDT YEQas Né T dMw / dpdwv, ol xata dduat' Odvooijog Beiowo, but go and to him let me
give this token of hospitality, so he can give it as a gift to the woman who washes his feet, or to another of the
maidens in the house of god-like Odysseus.

“*11.8.206, 24.446; Od. 9.81; Gaet. AP 6.190

3 For 8166- words as reference to intertextual double, see also use in elegiac epigram Leonidas 31.5 G-P = API
306.5 in reference to iambic double Leon. 90 G-P = AP/ 307, and Priapic pair suggested by Apgpotépaig in Leaon.
84 G-P = API 261, linked with Leon. 83 G-P = AP 236 discussed above.
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HATIWV €% TOVTOV OELO. dWEOPOQEL.

Nymphs of the water, stock of Doris, may you hasten to irrigate this garden of Timocles, and for to you,
maidens, Timocles the gardener will always bear gifts of the seasons from these gardens.

(Leon. 6 G-P = AP 9.329)

The dedication's indication toward doubling in Leon. 5 G-P alludes to the doubling of
the name in the same position in Leon. 6.2-3 G-P. The chiasmatic repetition of the dedicator's
name, Timocles, appears in the second metrical foot of the middle two lines; the chiasma
contrasts the synchesis in the doubling of commands and rocks in Leon. 5.1-5 G-P. Both
epigrams are dedications to nymphs, the first to rustic statues of nymphs (Nuup£€wv molpevina
Eoéava, rustic statues of the nymphs, Leon. 5.2 G-P), so what seem to be nymphs related to the
rustic water supply from which the wayfarer drinks, but the second to actual water nymphs
(NUpdon EpvdoLddeg, nymphs living in the water, Leon. 6.1 G-P). The first one is from a
traveling wayfarer, the second one from a settled life-long gardener. Both address the nymphs as
maidens, but in differing dialects: the Homeric/Ionic ®obgaw in Leon. 5 G-P = AP 9.326, and
what could be the Attic, Doric, or Aeolic — ®0p0iL — in Leon. 6 G-P = AP 9.329 *°

The two names, Aristocles and Timocles, are both compounded forms of ®A€og, showing
the repute that is impressed upon a reader with a permanent dedication, for ordinarily
unnoteworthy events.*”” Timocles earns the honor of his tribal namesake of Ad®gov yévog in
Leon. 6.1 G-P, whose internal rhyme is repeated with his dedication in the anadiplositic second
hemistich of the last line ®@Lat dwEOdOQEL, as [Timocles] will bear gifts of the season, Leon. 6.4

G-P. This similarity in sound echoes the repeted sounds within what is most noteworthy of

49 perhaps there is a "Doric patina" as Rossi (2001: 129) suggests, showing the poem's further awareness of itself as

bucolic.

7 ¢f. Gutzwiller (1998a: 97) assumes that Aristocles is a member of the upper class on account of his name, but
there is little verification for this idea. Since irony is often the effect of high language with low subject matter,
Leonidas could also be using the name ironically as part of his literary exposé in this epigram.
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Aristocles, who is a wayfarer in 68' 6do1w000¢, Leon. 5.5 G-P= AP 9.326.5.*® Both epigrams
recognize their placement within a locus amoenus, which the gardener establishes through the
"Doric patina" in Leon. 6 G-P = AP 6.329,*” whereas the wayfarer establishes through his
temporary dedication. The dto0T|g in the first line of Leon. 5 G-P may then suggest coordination
between the two dedications within Leonidas' collection, that anthologists' editing has separated.
Wandering, then, in Leonidas' collection is not necessarily continuous, but instead interspersed to

keep the reader, not just the characters, engaged on a journey through the collection of epigrams.

IV. Materiality of Life and Death in Pairs

Leonidas' epigrams often explore the relationship between the materiality of life and its
expected decomposition in death. With each set of pairs, as has been noted, Leonidas often
engages the reader into his themes by means of pairing and literary allusion. The fable of
Leonidas 32 G-P below is derived from Aesop, then refashioned by Leonidas,*” then remade
again by Leonidas in an epigram typical of his discussions of men and women clinging to life in
their old age.*”" The two epigrams may be considered in the category of Leonidas' rustic
epigrams; their rusticity lies in the fabulous narrative of 32 G-P and the character's simple

analogy set within a rustic context in Leonidas 78 G-P. Both of the following epigrams on the

vines of a goat (Leon. 32 G-P = AP 9.99) and old man (Leon. 78 G-P = AP 7.731) retell the

% On dialectal exchange, see Rossi 2001:51 for dialectal heterogeneity of epigram; on dialectal modifications
caused by transmission of epigrams known in both the literary and epigraphic sources see Tiberi 1996: 71-85.

% Rossi 2001: 40.

4% See Rossi 2002: 151-174 on "fable epigrams" as she argues that "the possibility of considering certain epigrams
(among AP 9.1-583) as parallel to those typical of fable comes precisely from the presence of those that I would
define as true "generic signs" of fable that unequivocally betray in epigram the origin of the episode recounted (as
she cites for Leon. 32 G-P = AP 6.99);" Cf. Gigante (1971: 100-101) uses this epigram Leon. 32 G-P to show how
dissimilar Leonidas is from Theocritus in its allusion to fable (unlike in Theocritus), yet the rich literary allusion to
the Iliad, however, dispels notions that Leonidas' adaptations are literary. I agree with Gigante, however, that the
epigram expresses didactic sentiments, and is similar to other rustic epigrams, although not a pair with, 49 G-P = AP
6.263.

“'E.g. Leon. 79 G-P = Stob. 4.52.28, 10 G-P = AP 7.648,37 G-P = AP 6.302, 50 G-P = AP 6.296, et al.
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moral of a fable of Aesop in its ironic discussion of life's end as means of engaging the reader in

their coordination.

"TEahog ebmdYWV aiyos mooLs €v mob' GAmf

otlvng Tovg amarovg mdvtag £daye nAddovg:

T 0' €mog €x yong TOoOV dmue- "relQe, RANLOTE,
yvaBpolig Nuétepov xAfjua TO ®amTOdGOQOV,

0lCa yao Eumedog oboa EMY YAurD VEXTOQ GVT|oEL
dooov émomnetool oot, Tedye, Buouévo.

Spry well-bearded spouse of a goat, when he was devouring all the delicate branches of a vine, it [the vine]
spoke to him such a verse from the ground; "mow down my fruit-bearing vines with your jaws, wretched
one, for since the root is steadfast, it will release sweet nectar, the very sort that will be poured for you,
goat, when you are sacrificed."

(Leon. 32 G-P = AP 9.99)

"Apmelog dg 1OM vapant otneitopat abTmg

onnmavim: xaiéel i eig Aidnv Odvatog.

dvormdel ui, ['ogye. Tl ToL xapLéotegov 1) Toelg

1] mlovag motag Balpon VT NeM;'

®d' eimag 00 #OUTY ATO LWV O TOAAOG

HoaTo xig mAedvmv NAOe petowesiny.

"Like a vine already to a vine-pole I am firmly fixed uselessly/ on this staff; Death summons me toward
Hades. / Don't be hard of hearing, Gorgus; what is more pleasurable for you if you live for three / or four
more summers under the sun?" / Thus, having spoken without further ado the old man pushed himself
forward / and he came away from his life to the abode of the many.

(Leon. 78 G-P = AP 7.731)

The epigrams are rustic on account of their setting, although only one involves a goat and
the other only alludes to a setting in the countryside. The old man in Leon. 78 G-P = AP 7.731 is
not a farmer or gardener necessarily, but the theme of vine and vine-pole alludes to such a

472

setting.”’~ A human figure is not present in Leon. 32 G-P, but the goat and his role as an

ephemeral being with listening skills correlates with the old man and his advice of Leon. 78 G-P,

72 Like the rustic Biton in Leon. 97 G-P = AP 6.154, who is described as an old man dedicating to rustic
(Aypovoum) Pan, nymphs, and to Dionysus likewise assumed to be in the countryside.
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and so the animal shows itself as "generic marker" of rusticity that the man expresses.*”> The
poems are structured similarly, six lines in length and with opposite halves in reported speech,
with the advisory comment of the vine to the goat about impending sacrifice in the second half of
Leon. 32 G-P, and with the advisory comment of the man about the likeness of old age to a vine
in the first half of Leon. 78 G-P. The first words of each epigram, TEaAog and Apmehog,
correspond metrically and also thematically, since the first word in 32 G-P describes a spry goat
nibbling on a vine, and since Leon. 78 G-P alludes to the speaker's final sacrifice, much like the
goat's and vine's in Leon. 32 G-P. The pairing of first words occurs similarly to the pairing of
the first words of Aesop's fables (¢umehog in 404b, and Todryog in 339), which are the source of

the story of goat and vine that epigram Leon. 32 G-P describes:

dumelog £xdua fOTEUOL, TQATAT|GLOV 8¢ TV Toig ®aQmoig (2)
2«0l TO PAAOCTNO. TOAYOS O¢ TG VPQEL YOMDUEVOS TTAE(OVL
g autElov mapétowye xail diehvpoiveto mEOoLNV Tolg
PAoothpaoty. 1) 0 TEOg AUTOV eimeV: ,,uével oe TS VPeewe (5)
olxn: ov pev vy £om ol paneav Hotegov iepeiov toig O pa-
oLv, €y 08 o' EUOVTHS Emomeiow TOV oLvov."

0 000 TIg nal meloeTol.

There was a vine that grew its tendrils with clusters of grapes, and the offshoot was about as large as the
fruit. Then, some goat attacking it with plenty of hubris, nibbled it while he came toward the offshoots of
the vine. So the vine said to him: "retribution for your abuse awaits you; on the one hand it will not be long
until you are a victim of sacrifice and I will pour the wine from myself."

Someone will suffer what one does.

(Aesop 404b/37.)

Todyog 8¢ mote PAAOTNYV dumélov TEOYWV,
ot moooeime: «Ti pe Prdstrels ddinwg;
1) Y00, ® TedyE, 00x EoTLv doTL XAON;
Ouwg, mavadpov, moté cod Ovopévou,

€YD TOV OLVOV TTAREEW TO 0D GOVE.»

Once when a goat gnawed on the tendril of a vine the vine addressed the goat:
"Why are you harming me unjustly? So don't, goat, this is not merely the first shoot of spring; likewise is it

senseless, since when you are sacrificed, I will provide the wine for your slaughter.

(Aesop 339 aliter.)

Leonidas' innovation on Aesop's first word in his description of the goat refers to the

73 As Rossi (2001: 24) explains, the "rustic" epigrams are those that speak of hunters, farmers, bee-keepers,
gardeners and the like, but "the epigrams where human figures are totally absent, the 'generic signs' are entrusted to
animals."
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specific context of 71. 4.105-106 (iEGAov aiyog / drypiov), which contains the only preceding
occurrence of the word in Greek poetry.*” The scene in the Iliad describes Pandarus who, near
the streams of Aesepus, strings his bow made from the horn of a wild goat in order to strike
Menelaus. The strained switch from the male goat (todyoc) in Aesop to the extended phrase
containing the female goat (ai§, Leon.32.1 G-P) as in the Iliad clues readers toward the literary
allusion.”” Note also that in Aesop's own variations, the fables begin differently, one with
durmehog (vine) and the other with Todyog (goat), much like the pairing of Leonidas' epigrams —
Leon. 78 G-P, which begins with vine, and Leon. 32 G-P, which retells Aesop but begins with a
phrase from the /liad. The allusion to the wild goat, as opposed to the more common TQdy0G,
clues the reader into the rusticity of the epigram, as the literary allusion to the lliad at the same
time poetically enhances the fable of Aesop. Such a transformation of fable would agree with
Leonidas' interest in to oligon, meagerness or low subject matter that is enhanced with poetic

476

language.””™ Goat, vine, and man are all meager beings united in their expectation of death and

the imminent fruitlessness of their material body.
The term for vine dumehog seems wittily avoided in Leon. 32.2 G-P = AP 9.99.2,
although the epigram certainly mimics the fable of Aesop (404b, 309), which uses dumelog

7

rather than oivng for vine.*”” The appearance of the vine as duselog in line one of epigram 78

7% Philips 1972: 9-11; this is the only preceding occurrence of the word in Greek poetry.

> Gow 1965b: 342; compare Leon. 32 G-P = AP 9.99 with Evenus in AP 9.75, probably inspired by Leonidas; the
last distich of Evenus' epigram is exactly the same as Leonidas', and is inscribed in the House of Epigrams on Via
Stabiana in Pompeii, in a room where, as Prioux (2005: 40, 49) argues, Dionysus was central to the paintings and
epigrams. Gow claims that the distich would be enigmatic without the picture, but it seems that Leonidas creates a
picture in his collection with his pairs, and perhaps the painting is responding to the epigrams of Leonidas, as occurs
with Leon. 46 G-P = AP 6.13 in a painting in the same house in Pompeii.

476 Kurke (2011: 3-4) shows, Aesop is marked as "low" in classical prose and poetry (citing Hdt. 2.134-135; Ar. V.
1446-48) from the fifth century BC and later. With such heightening of poetic form, the intended audience of
Leonidas is different, and so not the "popular", low and abject, as Kurke discusses for Aesop, but instead one that is
particularly learned and able to sort through and perhaps understand the many poetic allusions within Leonidas' low
subject matter.

17 See above on p. 159 for Aesop 404b, 309.
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G-P = AP 7.731 reveals Leonidas' purposeful choice in vernacular, and is made analogous to the
advisory old man. In Leon. 32.2 G-P = AP 9.99.2, it is only the vine itself (oivng) which
converses with a goat about the irony of the situation - that the wine from the vine will be poured
upon the goat's own sacrifice. The absence of dumehog in Leon. 32 G-P, as it appears in Aesop's
fable, and the occurrence of dumelog in Leon. 78 G-P, emphasize the irony of oivng as a vine
that seems motionless or dead like wine because of the goat's nibbling, much like the goat, who
is about to be sacrificed in Leon. 32 G-P, and just like the old man who clings to life like a vine
in Leon. 78 G-P. Both vines in Leonidas' pair of epigrams emphasize the ephemeral lives of all
plants and animals wandering toward their death. Although the topics vary, the verbal
repetitions, literary allusions, and didactic sentiments about life and death indicate a relationship
between the two epigrams.

The following two sets of epigram/s are sepulchral pairs, one joined by similar topic, the
other by similar character. Both sets of epigrams are highly moralizing about the brevity of life,
and man's substance as fleeting. In the pair below, there are no shared names, but the pairing is
clear through their play on sepulchral epigram and similar subject matter, as both discuss a man's

tomb through which a road has been constructed.

Tig mot' &' &l; Tivog dpa oA TEifov doTéa TaDTA
TAMUOV' €V b avel AAQvantL YUUVO HEVEL;

pvipo 8¢ xol Tépog aigv apagevoviog 6ditew
dEovi xal TooyLf) Aetta mopaEéetol.

101 ooV %ol TAEVQA TaROTEPOVOLY Guagal,
oy€The, 0ol 0' 0VOElg OVO' €7l dAnQU Pael.

Whoever are you? Whose bones are these that lie / wretched, naked by this track in a half-open box?/ [So
this is a] memorial and a tomb that is always scraped smooth / by the round of an axle or a wheel of a
traveler. / Yet, carts will rub alongside your ribs, / oh wretch, but no one even will shed a tear for you.

(Leon. 73 G-P = AP. 7.478)

"Hom pev tétourtal DIernenalupuuévoy 00Tedv
aouovin t', wvep, TAAE Emunenhiuévn:
101 1ol OrOAN®ES VIER 00QOD avydLovTal
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nuetéong: ti mhéov yiv émevvipeba;

1 YO TV 07w meiv ity 680V tpnEavto
dvBommoL xat' Eufic vioduevol xeQaATS.
MG oG Eyyainv Atdwvéog Eguela te
2ol Nurtdg tordtng éxtog it dtoamtob.

Already ground down are my bones, uncovered, / as a slab has been leaning on my skeleton, oh man; /
already worms are seen distinctly above my coffin. / Why do I cloak myself in earth any longer? / For
indeed men / have split the roadway in this place, previously untrodden, / and are traveling through my
head! / But, by the chthonian powers of Hades, Hermes, / and Night, keep clear from this pathway!

(Leon.74 G-P = AP. 7.480)

A conversation between a traveler and the tomb itself takes place between the epigrams;
Leon. 73 G-P is written from the perspective of a passerby who is answered by the dead man
himself in Leon. 74 G-P.*”® The pair not only fictionalizes a conversation between two poems,
but the moralizing tone and wry humor form a relationship with the reader. The traveler in Leon.
73 G-P reveals that bones lie naked in the road in a half-open box, and the memorial becomes
part of the daily hustle and bustle of carts rolling by and scraping the bones, rather than respected
with tears of mourning (&' o0delg 0Vd' €l dAnQU Pakel, and no one even will shed a tear for
you, Leon. 73.6 G-P). The memorial itself (uvijpa, Leon. 73.3 G-P) presents a relationship
between this tomb and the imagined passersby, scraped by carts and questioned by travelers, as
much as it is the relationship between reader and text. Since the second person from the poem's
introductory question is retained in the end of Leon. 73 G-P (&l ...0gv... 0ol), the third person
verb between the 2" person addresses to the tomb suggests ambiguity in the speaker of the
middle lines, Leon. 73.3-4. The third person verb, mogaEéetou, falls short of introducing a new
speaker, and so the active questions of the speaker and the silence of the dead limit the speaking

role to the passerby's address to the tomb. In Leon. 74 G-P a man's remains address passers-by;

478 ¢f. Gow (1965b: 377-378); Gow-Page discuss in their commentary that these epigrams do not seem to refer to the

same tomb and may perhaps be regarded as exercises suggested by desecrated graves rather than as referring to any
particular graves. I agree with the latter point, that these epigrams were certainly not inscriptional; through their
similar structure however, they do in fact appear to respond to each other more than not.
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the seemingly rhetorical question "whoever are you?" in Leon. 73.1 G-P introduces this dialogue,
and the conversation is continued by the complaints of the tomb's resident, (Leon. 74.1-3 G-P ).
The "Hon pev in Leon. 74.1 G-P speaks back to the man by means of responding to the #j0m ogv
of Leon. 73.5 G-P. The tomb's resident asks his reader for sympathy in why must I endure this
earth any longer?, but then invokes the gods to keep all travelers clear from this pathway in
Leon. 74.7-8 G-P. Ironically, the sympathy given by passerby in Leon. 73 G-P is rejected in
Leon. 74 G-P. Travelers, such as he in Leon. 73.6 G-P shedding crocodile tears for the exposed
remains, should let the bones rest in peace.””” The poems both parallel each other and continue

to develop the theme of man's immateriality after death, and the characters on either side of the
fictitious tombstone establish a dialogue exchange that reveals pretense in its seemingly realistic,
although grotesque, scenario. With the dialogue, the tone is moralizing and insists that the reader
recognize that man's material make-up reduces to nothing, and only poetry is present to preserve
him.

The following epigrams on a character Aristocrates are undoubtedly companion pieces,
meant to correspond to each other, firstly because they tell a completed story in their
memorializing of the same character,” and secondly because of their common meter and literary
allusion. The pair implies that regardless of how ¢00A0g we may assume a man is, materiality

does not make the man as much as commemoration of his character.

47 Dawson (1950: 279); Dawson claims that "careful study reveals convincingly that Leonidas fully appreciated
how valuable for purposes of effective emphasis the last verse, last clause, or even last word could be."

80 of. Geffcken (1896: 79, 122-123), who denied any connection between the two, but identified both as epideictic,
although he suggests a relationship between Callimachus 30 G-P = 4P 7.415, an autobiographical epitaph with
similarly, but not definitively allusive, sympotic elements, and Leon. 11 G-P = AP 7.440, and between Leonidas 10
G-P = AP 7.648 and Anyte 7 G-P = AP 7.646, of Erato's last words to her father, to which I see very little
connection, with the exception of reported speech on one's deathbed. Gow (1965b: 319-322) argues that Theris is
the same name for two very different characters in Leon. 7 G-P = AP 6.204 & 20 G-P = AP 7.295, though he does
not suggest that the subject Aristocrates does not correlate in these epigrams Leon. 10 & 11 G-P = AP 7.648 and
7.440.
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"EcOLOc AQuotoxdtig, 6t anémieey eig Ayéoovta,
el OMyoYQOoViNg pépevog xepalg,

'TaldWV TIg Pvioatto xal £dvioatto yuvaina,

el nal pv danvol dvofiotog mevin.

Conv otvAdootto: xaxog 8' dotvlog idéobal

olxog, 0 8' v TAMLOTOC T' AVvEQOC £0Y0EDV

evximv paivorto xal &v molvraél dyrm

évot) avyalmv dahov éneoydolov. §

NoeL AgLotordng TO ®QNYVoV: AAAL YuvoLr®dV,
OvOo, NixOaLgev TNV dAttoPpooivNV.

Good Aristocrates as he sailed away into the land of Acheron, / and while grasping his short-living head, he
said, / "Every man should be mindful of children and should marry a wife, / even if miserable poverty
should bite him, / he should support his property; but without children his home appears bad. / So may the
hearth of / that man appear best with good pillars / and in its much-burning mass, one fire-brand of the
hearth would stand gleaming." / Aristocrates knew what was good, / but of women, sir, he hated their
wicked mind.

(Leon. 10 G-P = AP 7.648)

"Holov, olov vuxti xatadpOipévoro xalbmrelg
ootéov, oiny, yal', dudéyaveg nedhoainy,
oALOV pev EavBaiowy doeonopévou Xaplteoot
olhoD 8' év pvipn TEow AQLOTORQATEVG.
NoeL Aguotoxrgdtng xai peihiyo dnuohoyfoal,
0TEEPANY 0U% OdEUV €00LOG EPelndUEVOG,
NoeL xat Banyoto magd xontioog donowv
B0vaL xowvnv ebrvAro Aoy,

NoeL xat Eetvolol nal £vofjpolol mpoonvéa
£€0dewv. yat' égati), Ttolov €yxelg pOipevov.

Tomb, the sort of bones you cover are of a man who died at night; / Earth, the sort of head you have
engulfed is this: / one who is very pleasing to the yellow-haired Graces, / since Aristocrates is very much
in memory of all. / Aristocrates knew even how to speak gentle words publicly, / a good man not pulling a
winch to the brow [of anyone]; / he knew also how to make easy conversation, / suited to the wine-cup,
crater in hand. / He knew to offer kindness to both strangers and countrymen. / Beloved earth, you have
such a man who has perished.

(Leon. 11 G-P = AP 7.440)

Leonidas tells a completed story of Aristocrates through the didactic correspondence

between the two epigrams commemorating the character. On his deathbed the "noble" (¢60L0C)

Aristocrates ironically remarks on his role as a childless, unmarried man; he advises marriage so

that one might leave behind pillars of his hearth.**' This word £€00A0g appears only twice in

Leonidas, and both applications are used to describe Aristocrates, yet the allusion to literary

B! Gutzwiller 1998a: 98.
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precedents resonates with the implication of the paired use. Because the advice of Aristocrates
in Leon. 10.1 G-P is ironic, since he himself didn't marry, the reader is provoked to question the
use of the term. The reader can turn to the poem's companion, Leon. 11 G-P, for an answer.
Upon first glance at Aristocrates in Leon. 11 G-P, Aristocrates is being remembered on account
of his good graces. The character is €60AOg most directly in context for not causing others to

furrow their brow**

(oteePAy oUr 6LV E00MOC Epelnduevog, Leon. 11.6 G-P), and for
being able to speak gentle words ad captandum (peilyyo dnuoroyijoor, Leon. 11.5 G-P). The
qualities of Aristocrates' goodness, however, culminate in the last distich of Leon. 11.9-10 G-P.
Although he does not speak consistently with his actions or give good advice, Aristocrates is
called €00M0g, and so his nobility instead comes from his kindness to both strangers and citizens
alike.

The application of ¢00A0OG to Aristocrates is reminiscent of a use of the term in the
Odyssey and other archaic poetry. In conversation with Antino6s, Eumaeus calls him ¢00A0¢,
yet advises him that to be truly noble one must welcome wanderers and strangers alike, since

they are often skilled workmen, prophets, healers, and inspired singers.**® Such a reference to

the Odyssey may support the moralizing tone that kindness to travelers wandering from afar and

82 cf. Gow 1944: 38-39 wherein there is a discussion of the 0poDg as "eye" instead of "brow."

8 A number of scenes in the Odyssey reinforce that kindness should be offered to both strangers and countrymen —
rich or poor — alike. These sentiments are clear in Eumaeus' criticism of Antinods in Od. 17.381-395; "Avtivo', ol
pEV noha nol €00AOG €v Ayopevels:/ Tig Yoo o1 Eelvov nahel dAloBev atog emehBav / dhhov ', el wi) TOV,
ot dnogyol Eaot; / udviwy 1) intioa xoxdv 1) téxtova dovpwv, / 1) nal B€cmy dodov, 6 nev Téomnotv
agldwv.... {Telemachus responds} /

Avtivoog 8' elwBe nonmg 0eBlépev aiel / pdBolowv yakemolow, Emotoivel 8¢ nal GAAOVG," Antinods,
although you are noble, you do not speak well; / for who, indeed comes from another place, and calls upon another
stranger, at any rate, unless they are craftsmen? A seer, or healer of ills or crafter of weapons, or even inspired
poet, who delights in singing.. Antinoos is always accustomed to being awfully quarrelsome with harsh words, as he
stirs the pot with others.; Nausicaa also expresses this sentiment in [1Q0g Y@ Aldg giotv dmovteg Egivol te
mrwyot te, 0601g &' OAiYN TE Gikn TE, of Od. 6.206-209, and it is repeated by Eumaeus in Od. 14.56-61: Zeiv', ot
pot B¢ug €ot', 000" el noximv éBev EAOoL, /Eelvov dTufoarmog Yoo ALOg giotv dmavteg / Eetvol Te mrwy ol
ter d00Lg &' OAlyN Te Pihn e / yiyveTou Huetéon: 1) Yoo dpumwv dinn £otiv / aiel de1dLdT™V; see also Od. 19.74,
ToL00TOL TTTWYOL X0 AMUOVES vOQES Eaot, such men are beggars and wanderers; Od. 17.386, ovtoL YO0
nhntot ye fooTdV &n' dmelpova yolov.
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skilled workmen, like those in Leonidas' collection, helps to shape one's nobility.*** The didactic
sentiment of Leonidas' pair is implied in the repetition of all that he knew (}d€t, Leon. 10.9 G-P;
Leon. 11.5,7,9 G-P) and how he guided others in conversation (i00vouw, Leon. 11.8 G-P). The
name Aristocrates may suggest that Aristocrates was a wealthy man,*’ yet his nobility is rooted
in his good graces toward all men. Leonidas defines the virtue of an dvr)Q ¢00A0g as akin to the
moralizing guidance offered by Eumaeus in the Od. 17.381-395, with the pairing of the epigrams
about Aristocrates. The epigrams, however, urge the reader to inquire about the nobility of
Aristocrates on account of his inconsistent advice in Leon. 10 G-P, which the continuation of the
pair (Leon. 11 G-P) and the literary allusion engage.

The echo of the term €00A0¢ may allude to other archaic poetry more directly,
particularly in terms of its didactic sentiments. The didactic elegies of Tyrtaeus teach some of
the same virtuous ideals that Aristocrates presents; although related to the military, and not
necessarily to the wine-cup and conversation as in Leon.11 G-P, Tyrtaeus' virtuous man of
fragment Tyrt. 12.7-15 is described with much of the same syntax and word choices as Leonidas'

Aristocrates in Leon. 11 G-P.

ovd' i Tavtohidew [Méhomog PaoihevTeQog i,
yhdooav &' Adpfotov pethydynouv éyot,

ovd' ei maoav €xot 00Eav v BoLdog dlnic:
0oV yaQ GvnE ayabog yivetal £v ToAépumt

el W) TeThain LEv 0@V GpOvoV aipotodeva,
%ol Ontwv 6géyort' EyyvBev lotduevoc.

10’ dpeti), 100" debhov év dvBom ooy dLotov
HAMAOTOV TE PEQELY YiveTOL AVOQL VEWL.

Euvov §' £€00LOV ToDTO TOM)L TE TOVTE TE dTjUL. ..

Not would he be more kingly than Pelops, son of Tantalus,
Even if he should have the soft-voiced tongue of Adrastus,
If he should not have entirely good reputation except for his furious strength

% E.g. as with Leonidas' portrayal of himself in Leon. 36 G-P = AP 6.300, as a wanderer (TAdv1g), a poor man
(mevéotew), with meager breadbasket (OALyNoLTOOV).

485 As Gutzwiller (1998a: 98), who also mentions the coordination between Leonidas' poems on Aristocrates,
suggests.
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For he will not become a good man in war
Unless he, on the one hand, takes courage while looking upon the bloody slaughter,
Then while standing nearby he would take aim at his enemies.
This virtue, this is the prize, which is best and most noble
For a young man to bear among men.
This noble thing must be common to the city and the entire populus.
(Tyrt. 12.7-15)

Tyrtaeus outlines the virtue of a good man as an ideal of what one should be or should have; his
own excellence in battle, unlike that of any other king or hero in the past, ensures the greatness
of a city.** This €00LOV is to be a shared quality of all members of the city and of the city itself;
Tyrtaeus emphasizes that €60A0v ToDTO is not defined by good speech but bravery in war. A
man will gain nobility in life from sharing this virtue with the entire city. The didactic
sentiment is clear here as well, with the idea of "becoming" good and most noble, which implies
that it is a learned or developing process (yivetan, Tyrt. 12.10 & 14).

Tyrtaeus emphasizes that this nobility will be attached to his reputation not just in life but
also in death later on in fragment 12. This quality of €00A0vV is indestructible, regardless of the
passing of generations after one man has achieved it: o08¢ mote ®Aéog €00AOV dmtOALVTAL OV
dvop' avToD, / AL VIO YIS TTeQ €MV YiveTal ABAvVATOG, nor ever is his noble fame destroyed,
nor his name, but he becomes immortal because he is under the earth (Tyrt. 12.31-32). Tyrtaeus
teaches that a man is as noble as he is courageous in life, and he can never lose this quality; in
addition, passing from life into death maintains the good qualities established by a man's
courageous actions in life. By first discussing the life of the good man, and then the death,
Tyrtaeus fully defines the virtue, and its benefits. He implies that men should strive for this
virtue because it guarantees the virtuous man's nobility from life into death. Tyrtaeus establishes
a general model to which men can look for virtue; Leonidas uses this model and applies it to a

specific character.

8 Campbell 1982: 177-178.
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The structure of Leonidas' two poems reinforces the notion that Aristocrates has been
memorialized for his being €00L0g, a concept of virtue which develops similarly from life into
death as in archaic poetry. While his head in his hands notes Aristocrates' regret in Leonidas
10.2 G-P, in Leonidas 11.10 G-P the earth engulfs that same head. Aristocrates' material body,
and assumedly all other materials of his life, have been consumed by his death, yet the essence of
his preservation resonates in the coordination of the first words of both epigrams: the nobility
that he is in the first word of Leon. 10.1 G-P (EcOL0¢) remains because of the tomb (‘Hglov,
11.1) that preserves his sociability, and not his material being. The two poems, when examined
as "companion pieces"**” hint that Aristocrates did not follow his own advice, but he is honored
for his social abilities regardless. He is a good friend to all, even though he lacks wife and
pillars, and so is memorialized by Leonidas through poetry. Leon. 11 G-P completes with
endearing sentiment the life of Aristocrates, and emphasizes what it is to be €00A0Og, perhaps in
response to trends of archaic poetry. The allusions to archaic poetry indicate Leonidas'
learnedness and high style, while exhorting didactic sentiments that teach the reader about a

humble sort of nobility.

V. Commemoration of poetry through pairs
Two epigrams of Leonidas, dedicated to the poetry of Homer and Aratus, respectively,
present the coordination of poetry and wandering,*® in the epigrams' discussions of celestial

bodies and commemoration of two distinct epic poets.

*7 As Kirstein (2002: 114-135) shows among other epigrams.

8 It should be noted that these two epigrams sit next to each other in the Palatine Anthology, although such pairing
the AP isn't a tell-tale for how Leonidas might have coordinated his own poems; on this see Gutzwiller 1998: 91-92;
cf. Gow (1965b: 396) suggests that the ascription of Leon. 101 G-P = AP 9.25 to Leonidas is less certain, since the
Planudean manuscript ascribes it to Antipater, although he agrees with Jacobs and Brunck in accepting it for
Leonidas; I agree with Geffcken, (1896: 76) that there is a close relationship between Leon. 101 G-P = 4P 9.25 and
Callimachus 56 G-P = AP 9.507, although the influence might have been mutual.
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‘Aoto pev Nuabowoe ol iegd ®rha Zehfvng
GEova duvfioag Eumugog HéMog,
Dpvordhovg &' dyeAndov dmmudiduvey ‘Opunoog
rapmeoTatov Movotwv péyyog avaoyouevog.
The stars and the sacred/luminous disks of the moon, / the burning sun made dim as it whirled his chariot
round them, / and Homer plunged [other] minstrels in herds into obscurity / as he held up the brightest light
of the Muses.
(Leon. 30 G-P = AP 9.24)
Fodppa 168" Agfitolo dofpovog, &g mote herti)
doovtidL dnvarovg dotépag épodoaro,
amhavéag T dudm xol dMjpovag olot T évagyng
iAMOpevog nUxholg 0VEaVOG £vOEdeTal:
aiveloBm 68 xapmv EQyov uéya xal ALdg ivor
0eltegog doTig €0’ dotoa GpaelvoTea.

This is the writing of skilled Aratus, who / once with a keen (Aentf}) / mind observed the ancient
stars, both fixed and wandering, and by which / visible heaven, weaving in circles, is bound in;
and let him be praised for toiling over this great work, and he is second to Zeus, who made the
stars brighter.
(Leon. 101 G-P = AP 9.25)

The two epigrams work together in the following ways. First, we note that Homer dims the stars
while Aratus illuminates them. The two epigrams coordinate from beginning to end, with Leon.
30 G-P on Homer's poetry beginning with stars (d.otoa), and epigram Leon. 101 G-P on Aratus'
poetry ending with stars that are brighter (G.otoa paevotepa), a phrase which responds to, and,
with the comparative, augments the phrase in the epigram on Homer's poetry. The Aertf) in the
last word of the first line of Leon. 101 G-P on Aratus's poem shares this position with the last
word in the first line of the epigram on Homer — ZeAf)vnc. Through this placement Leonidas
calls to mind the acrostic A&t} in Aratus' Phaenomena (783-787) and the additional use of
Aemtn) at Phaenomena 783 and 784 to describe the shape of the moon. The holy orbits of the
moon (iegd ®Oxha ZeAnvng, Leon. 30.1 G-P) in the epigram on Homer correspond to the many
orbits of the stars that surround the sky (x0xAoig, Leon. 101.4 G-P) in the epigram on Aratus.
The 0eUteQoOg (second OR another) of Leon. 101.6 G-P sums up the epigram by saying that

Aratus is second to Zeus in making brighter stars, but the indefinite relative pronoun (6oTLg,
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Leon. 101.6 G-P) presents some ambiguity about whoever makes the stars brighter. The
"second," therefore, may indicate that Aratus is second to Homer in some way, since Homer
plunged other herds of minstrels into obscurity, as he, like the sun, illuminates the moon and
stars in Leon. 30 G-P.

The subtle hint toward the theme of wandering in Leon. 101 G-P explains how Aratus is
second to Homer. According to Leon. 101.2-3 G-P, the stars of Aratus are both fixed and
wandering. Leonidas here employs the terms dmhavéag (not wandering), an alpha privative
form of a word for wandering that Leonidas frequently uses, and dAfjuovag (wandering).**
Since Aratus specifically says that he is only going to discuss the fixed constellations
(amhavémv Td te vOrha TA T 0i0€QL onuot éviomelv, Arat. Phaen. 454-461), why the
paradoxical pairing of adjectives to modify stars in Leonidas' epigram?*° Leonidas' epigram
indicates that wandering within Aratus does occur, such as when he employs the rare term
aluovag (Leon. 101.3 G-P), which Aratus (GAnpoveg, Arat. Phaen. 1101) used to describe the
nature of mankind as wandering sufferers who seek occupation variably, like shepherds.*” This
description of mankind equates wandering with some form of rustic or laboring men, much like

in Antinous' rebuke of Eumaeus in the Odyssey, or Odysseus' defining of wanderers and beggars

in his rebuke of Melantho for excluding them.**> Leonidas' attribution to Aratus of a keen mind

¥ Of the forty-three uses in the Greek Anthology, Leonidas uses a compounded form of m\av- for wandering five
times Leon. 97 G-P = AP 6.154.4,36 G-P = AP 6.300.1; 93 G-P = AP 7.715.3; 33 G-P = AP 7.736.1; 101 G-P = AP
9.25.3, three of which uses he applies in describing himself.

% Other scholars have argued that Leonidas' epigram is an inaccurate reading of Arat. Phaen. 454-461; Klooster
2011: 161; Gow 1965b: ad loc.; Kaibel 1894: 122.

1 Arat. Phaen. 1101 ff. OHto yao poyeol nol ddfjpoveg dAhoOev dhhol / Thopev GvBgwmor Ta 8¢ miQ ool
mhvteg étolpol / ofpat' Emyvavor xal ég ovtino mothoaotat. / AQVAOL UV XELMVOS ETEXUHQAVTO VOUNES, /
&g vouOv ommote LAMAOV EmeLydpevol 1oy owowv, Thus we suffering lot, wandering from place to place, make
our living; but all are ready to figure out the signs next to them and to apply them to their present circumstances.
Like when, on the one hand, shepherds conjecture about storms from their sheep, when they hasten to pasture...
¥2.0d.17.376 ...1 o0y, Mg Ny dAApovég giot xol GALOL, / TTwyol &vineol, SaTdV ATOMHAVTIQES. . ., Are
there not crowds of wanderers and other annoying beggars that are destroyers of our feasts?!

0Od. 19.74, toloDTtoL Tty ol ol AANuoves Avoes €aol. Such men as these are beggars and wanderers.
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(hemref) poovtidl, Leon. 101.1-2) perhaps references Arataus' ability as a keen reader of Homer.
For example, at Phaen. 1101, Aratus employs the phrase dAfjpoveg GAroBev dAloL, which is
reminiscent of 1} ovy &g v GAUOvES eiol xol @hhot in Od. 17.376. Just as this passage in
the Odyssey relates that "wanderers are not apart from us," likewise in Aratus, all men are
wanderers are not apart from us, although each performs his own task, since they all live while
interpreting signs and adopting them for the moment.

In all extant Greek texts, Aratus' use of this rare word for wandering (GAfjpoveg, Arat.
Phaen. 1101) is the next after Homer's chronologically, and the word only appears in the
Odyssey twice, Aratus' Phaenomena once, and in Leonidas' epigram (Leon. 101 G-P) on Aratus;
it does not appear again regularly until much later.*”> Thus, Leonidas shows that he is being far
from an inattentive reader. Instead, he is recycling Aratus' use of "dAfuoveg" in order to play up
the theme of wandering and wanderers relevant to his own collection. With dAfpovog in Leon.
101.3 G-P, Leonidas comments that although Aratus is only confident to discuss the x0xAo and
the ofporta that are fixed, Aratus is still astute in discussing wandering things that are limited to
the bounds of the universe, much like men to their human condition.*”* Thus, through the
epigram on Aratus, and its pairing to the epigram on Homer, Leonidas hints at his frequently
expressed paradoxical sentiment about wanderers as sufferers, continually wandering through
life, yet always bound to their death. The reader is left to interpret the poetic prowess of the
authors' poems and their celestial greatness, since both Homer and Aratus reflect the brightness

of the heavenly bodies with their poetry.

3 Dorotheus fi~. 387.21 (1-2™ cent. BC); it appears also in the Epica Adespota, encomium Heraclii ducis 43, and
Epica Adespota, Mercurius mundi et Hermupolis magnae conditor fi. Ir. 29, and so after the 1* century CE.

4 As Kidd (2004: 559) mentions, {Gopev in 1102 is a rare occurrence of the first person "whereby the poet
identifies himself with the human condition he describes."
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VI. Pairing with Poet and Reader

As seen above, Leonidas engages the reader in his collection through pairing, literary
allusion, didactic sentiment, and wandering. Wandering portrayed in Leonidas' own description
of himself is evident, as he calls himself a wanderer in a dedication (¢x fmA&vnct, Leon. 36 G-P
= AP 6.300), which, as has been argued,495 stood as the dedication to his collection, and in his
epitaph (torodtog mhaviwv dfrog Piog, Leon. 93.3 G-P = AP 7.715.3), which probably stood as
epilogue. Pairing, literary allusion, and didacticism, however, do not coordinate simply as
reflections of Leonidas' persona in his autobiographical epigrams, but, as has been argued above,
also to engage the reader to continue in his/her own wandering throughout the collection so that
he/she is held in the dialogue of the text and with the text. Within Leonidas' collection, the
suggestion of wandering reflects not just poetic theme, but also the reader's journey through the
epigrams.*® The pairs, however, serve also to guide the reader in wandering through the
collection, perhaps from section to section of epigram book.*” With pairs at opposite ends of a
section, the section would most strongly present the cynical treatment of the fleeting materiality
of life and the irony of a brave death apparent in so many of his epigrams.**® This framing
technique would develop a discussion or argument with each of the pairs and so involve the

reader through a number of different poems about whatever topic was the focus of a section.*”

3 See discussion in chapter 3; Gutzwiller 1998: 107-112.

4% As Hoschele (2006) has recently argued of other epigram collections, and in shorter form in Hoschele 2007: 333-
369. See note to Leon. 33 G-P = AP 7.736 below for further notation on Hoschele's discussion of reader as traveler.
7 Krevins 2002: 81-96.

%8 Gutzwiller 1998: 102; Gigante (1971: 109): Gigante agrees with Reitzenstein's statement; "Leonidas
demonstrates the liberal development of Leonidean poetry. The cycle of epigrams broadens, the sepulchral poetry
becomes long narration, the dedicatory poetry becomes one vast painting, the end accomplishes an accurate
development, the same theme is brought one second time in different form, the rhetoric presses on energetically, and
it is only natural in the grand poetry of the time"; cf. Fowler (1989: 9) for cynical treatment of fishermen in
Hellenistic poetry and art.

9 Dudley (1937: 114-116) explores the idea that cynicism in Hellenistic literature is an exposition of an argument
which often sought objective of argument through exposition of diatribe of main speaker, or that which is more
regularly combined in an "imaginary adversary." If this can be applied to Leonidas' views on the frugal life, as
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There are four "autobiographical" poems of Leonidas of Tarentum that agree in their
characterization of Leonidas, three of which include his name. Leon. 36 G-P = AP 6.300 is an
eight-line rustic dedication to the Lathrian goddess from the wanderer Leonidas, just as the eight-
lined Leon. 37 G-P = AP 6.302. Although like Leon. 36 G-P in its placement in book six of the
Greek Anthology, the dedicatory category is less appropriate than the denomination as rustic for
Leon. 37 G-P, since mice are the addressees, and since its setting is in the poor hut of Leonidas.
Leon. 93 G-P = AP 7.715 is a six-lined epitaph composed in the voice of the poet, which stresses
his distance from Tarentum, his lifeless life as a wanderer, yet the preservation of his name
through the Muses' love for him for all days. Leon. 33 G-P does not include his name, but still
coordinates with Leon. 36 G-P, Leon. 37 G-P in its eight lines, and also with Leon. 93 G-P in its
discussion of a wanderer and/or discussion of the difficult life. If these epigrams all sat in the
same poetry book, Leon. 93 G-P (the epitaph) and Leon. 36 G-P (the dedication to the rustic
goddess agreed to be Aphrodite) would have respectively made fitting epilogue and prologue, yet
these two epigrams Leon. 93 G-P and Leon. 36 G-P are not exactly companion pieces, although
they are coordinating.

Of the autobiographical epigrams, the more definitive companions are the two rustic
"dedicatory" epigrams, Leon. 36 G-P = AP 6.300 and Leon. 37 G-P = AP 6.302, whereas the
epitaph may coordinate more as capstone to the entire collection, and to Leonidas' wandering and

the theme of wandering altogether.

AaBin, éx ThavngT TadTNy AaoLv €n Te MeVEaTED
«NE dhynoutvou 0¢Eo Aewvidew

Palotd te mnevro xol evinoavoov éhainv

%®0l TODTO YAWEOV GVXOV ATOXRQAdLOV

%nevolvov otaduriic &y dmoomdda mevidoomyov,
TOTVLAL, ROL OTTOVONV TIVO' VIrormuOpidLov.

v 8¢ W' ydg €x voloou dvelpiom, wde xal £x00fg

Dudley states, it seems that this could also be applied to Leonidas' views on death. The "imaginary adversary" then
becomes the "invented" or "literary adversary" through which Leonidas puts forth cynical views.
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éx meving gvom d¢Eo ypopoBuThv.
Lathrian goddess, receive this gift from a wanderer and from a poor man, / and from a man with little corn,
Leonidas, / take some fat barley cakes and precious oil, / and this yellowish-green fig plucked from a fig
tree / and take this cluster torn from a wine-rich bunch, / mistress, and this drink offering at the bottom of
the vessel, / so if, just as you drew me up from disease, you likewise protect me from poverty that is
hateful, / you will receive a sacrificial goat.

(Leon. 36 G-P = AP 6.300)
Delryed' Vmen ralOPNG, onOTIOL PEG OVTL TEVLY Q)
udg ouwim Pooxew oide Acwvidew.
aUTdErNg 6 meéoPug Exelv dha xal d00 nEipuva:
& maTéQV TadTNV Nvéoauev PLoTiv.
1) Tl petadiedelg TodToV pUKdV, O GLAOMYVE,
008" amodeLvidiov yevoduevog oxvpalov;
omedWV eig AAOVS oiroug iOL -tapd 0¢ Mtd-
OV G710 TAELOTEQNV OIOENL LQUOMAY.
Flee from my hut, furtive mice; know that there is in no way / a poor breadbasket of Leonidas that mice can
feed on./ An old man is self-sufficient if he has salt and [a couple of] crumbs; / I have contented myself
with this livelihood that was inherited. / Why are you exploring this hole like this (t®), lover of dainties, /

tasting not even scraps of leftovers. / Go — leave my plain hut — hurrying into other homes, / from which
you'll get better rations!

(Leon. 37 G-P = AP 6.302)

The above two epigrams are parallel in their length, meter, and presentation of a rustic
Leonidas. They also both showcase his poetic style with its combined rich pallet of rare lexica
and familiar or everyday subjects. Each Leon. 36 G-P = AP 6.300 and 37 G-P = AP 6.302 are
eight lines of elegiac couplets, yet the most striking similarity is the placement of the name
Leonidas in the genitive at the end of second hemistich of the first couplet of each (8¢Eo
Aewvidew, Leon. 36.2 G-P; 0ide Aewvidew, Leon. 37.2 G-P. The prepositional phrase and
metrical measure of the first and second feet of Leon. 37.1 G-P (Delye0' vmex nalOPNg, flee
from this hut) correspond to that of the first and second feet of Leon. 36.1 G-P (AaOoin, ¢x
TNGvI0G, Lathrian goddess, from the wanderer), and so the semblence pairs the rustic resident of
Leon. 37 G-P with the wandering rustic dedicator of Leon. 36 G-P. Uniting the two Leonidas
types is their poverty, which is stressed in similar position in each poem in the last foot and a

beat eVEOTE®. ..OMYNOLITVOV (poor man...of meager breadbasket) of Leon. 36.1-2 G-P and
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meveyn (poor — modifying ouwwr), meal tub, in Leon. 37.1-2 G-P). The offering of a meager
meal tub from Leonidas (xn§ dArynouriov §¢Eo Aewvidew, Leon. 36.2 G-P) metaphorically
suggests not just poverty of rations of food, but may also refer to the small size of Leonidas'
poems, or the rustic or low subject matter of his poems. The meal tub of Leonidas in Leon.
37.1-2 G-P (ot meviyon) / pig outin Booxewy oide Aewvidew) is not compounded with the
prefix Ohyn-, like OAvynoutvov in Leon. 36.2 G-P, but instead is modified by the meviyom and
likewise suggests poverty of the rustic Leonidas' store, and so an overall dearth in supply of what
Leonidas has to offer for the mice. The phrases coordinate poetically to describe a rustic
breadbasket, yet the first in Leon. 36 G-P is able to make an offering to the goddess, while the
second in Leon. 37 G-P ironically does not have enough to share even with measly mice. The
sacrificial goat (0€Eo yLpuoapoOvv) that Leonidas promises from his poor meal tub
(6Mynoutvov 8¢Eo Aewvidew) implies a worthier offering of rustic poetry in Leon. 36.8 G-
P." By comparing the last word of Leon. 37.8 G-P the store elsewhere from which the mice are
to garner rations (GopaA)v), with the last word of Leon. 36.8 G-P, the sacrificial goat
(xtpon@oBvTNV), the pairing of epigrams suggests some change of supply of rations has
occurred, and so urges the mice to go elsewhere for their rations.

I argue that this pairing of terms, and the change implied from a comparison of the pairs,
metaphorically urges the readers to continue reading beyond the poems following the dedication

in Leon. 36 G-P, but by Leon. 37 G-P a change in theme is offered in the lack of resources

% For forms of this term as something sung, said, or composed in a small way, see OAiyn o7l pe TEOG pHOov Eeure,
he told me this tale with a low voice in Od. 14.492; cf. Callimacus Aet. 1-12, £€mog &' €7l TuTOOV €A[ioOW (the tale I
roll is toward a small measure), 0% OMYT ([the tale is] not meager), but it is [OA]iydoTL(OG (meager in lines), a|i
nOTA AeTTTOV (verses that are slender), as discussed in detail in chapter three.

1 Gow (1965b: 347) notes that "the promise of a larger offering is common, as in Theocritus 20 G-P = AP 9.437,"
yet Theocritus ironically offers a billy-goat among three offerings to Priapus, so that he may fall out of love with
Daphnis. The poetic serenade of nightingales in the dedication of the statue of Priapus, meant for doing the work of
Aphrodite (nadoyove dvvatov Kumoudog €oya tehelv), emphasizes the bonded poetic connection between
Theocritus' bucolic poetry and his love for Daphnis; Rossi 2001: 33-46.
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described.”® Perhaps a number of epigrams stood between the two epigrams as section ends, to
which Leon. 36 G-P provided dedication and later Leon. 37 G-P is used to signal some change in
the collection. Leon. 37 G-P is less about the wandering Leonidas, who is presented as living a
settled life in a rustic hut, than it is about the mice rushing from house to house like wanderers,
in their quest for some sort of livelihood. The disease from which Leonidas is greatful for being
retracted, in a backward motion in #)v 8¢ W' £€0', (g €% vooou dvelpVow Leon. 36.7 G-P,
stands opposite to the forward motion of the mice rushing into others' houses, ome 00wV ig
dAhovg oitnovg 0, Leon. 37.7 G-P.°” The supply of the five-fruited grape-vine torn off from
its swollen bunch of grapes (vg0olvou oTapuAic &€y dmoondda mevragemyov) of Leon. 36.5
G-P, stands parallel to an epithet for the mice, as if the grapes have run dry for those lovers of
dainties (1¢) Ti peTadhetelg TODTOV pUYdV, ® Grhéryve) in Leon. 37.5 G-P. If the two poems

are read in sequence, some change has occurred that spurs the need for more provisions. The

%02 Cf. 1 am in part following Gutzwiller's (1998a: 110-113) suggestion, comparing Leon. 37 G-P with Ariston 3 G-P
= AP 6.303, that "poor canister" mimics the programmatic motif that reappears in his epigrams as the "simple fare"
of his working class characters, and that mice are driven by hunger for more poetry, yet I don't agree that Leon. 37
G-P, on account of its close relationship with Leon. 36 G-P necessarily appeaered "in dedicatory sequence" as
reflected by Meleager's Garland with these poems preserved in the Greek Anthology as AP 6.300 and AP 6.302. 1
argue that Meleager and other editors and anthologists would undoubtedly have noticed the strong similarity
between the two Leonidean epigrams (Leon. 36 & 37 G-P), but the preservation of one epigram next to another in
the Garland doesn't necessarily mimic the ordering in the original collection. Catullus' parallel arrangement of
sparrow poems immediately after his opening piece does not correlatively prove that Meleager's preservation of
Leonidas' two epigrams effectively preserves the ordering of Leonidas' collection, since Catullus could be
mimicking an anthology rather than an epigram collection. The web of pairs in Leonidas' collection is far too
complex to assume that all epigram pairs are ordered one after another, although Gutzwiller argues position within a
collection with hestitation. I cite as a counter example, the pair of epigrams on Anacreon in the corpus of epigrams
of Theocritus 17 G-P = AP 9.599 & 21 G-P = AP 7.664, in two separate books of the Greek Anthology yet
coordinative in subject matter.

393 A discussed above, the condition that he suffers and from which he has been freed is related to wandering; the
dedicatee is first named with the prepositional phrase éx mhdvng in the second and third feet, and in the second and
third feet in the second to last line €éx vooov expresses from what the dedicatee was saved as means of avoiding
hateful poverty. Thus, the sickness may be his own wandering and his role as a wandering poet, not that of
lovesickness or other illness, although the epigram is most likely dedicated to Aphrodite. cf. Gow 1965b:346;
Geffcken 1896: 120.; cf. Gutzwiller (1998a: 110-111) suggests that Leonidas' dedication to Aphrodite is comparable
to her use in Philodemus 17 G-P = AP 11.41, "in which he asks the Muses to draw a coronis (convoluted sign that
marks the end of a book) upon his love madness since he has decided to devote himself to a life of wisdom." With a
dedication as prayer to Aphrodite to help Leonidas avoid sickness, Leonidas is not simply exhorting his readers to
become self-sufficient with his collection that discusses class, his is providing an ex-urban setting for his readers as
he and they wander through his collection.
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poems reflect a change from an abundance of offering for a goddess, to an absolute lack of any
sustanence for mice. Thus perhaps a supply of poetry is to be dedicated at the beginning of the
collection, and now the well of poems has dried up, and this poetic section has concluded.

The mice of Leon. 37 G-P are like readers, wandering through Leonidas' collection in
search for more sustenance. The innermost nook of the house (pvyov, Leon. 37.5 G-P) implies
the innermost part of Leonidas' collection, filled with descriptions of humble men and women.
Just as the weaving and ornate embroidery of Andromache captivates her in the innermost part of
a lofty house, and keeps her from knowing the lamentation of the household in 1/. 22.442 * the
mice are captivated by varied, ornate poetry, trapped wandering within a similar inner nook, yet
of the humble home of Leonidas, from whom they search for more. The mice are held by the
sumptuous craft of Leonidas, like the readers, as they search Leonidas' pantry for more
epigrammatic wit, or salt, which, along with two crumbs, is all that Leonidas claims to have left
in the pantry (a0Tdoxrng 6 mMEéoPug Exwv dha xai do xoiuva, Leon. 37.3 G-P).” To what
better store would Leonidas wish that these mice go? The douahiv of Leon. 37.8 G-P, the
larger store from which the mice are urged to draw up their sustenance, are not the rations that
one can find in a small rustic hut, or among the rustic poems of Leondias, but larger, more
extravagant rations, suggesting longer length and stock amassed from a longer period of time,

like the store (Glouahf)v) garnered by serfs from month to month.** The mice, however, are not

%% The joyful web ironically mimics the lamentation she hears, but does not yet understand, and so portrays her lack
of Hector and ignorance of the sad news; Il. 22.437-441: Qg £pato nhaiova', Ghoyog 8' ol md T MémuoTo /
“Extogog: o ydo of tig éthtupog dyyehog MOV / fyyelh’ 6tti 0 ol moolg Extobu piuve muddwv, / G 1 '
lotov Dparve puy®d d6pov L ynroio / dimhana mogdvény, év 8¢ Bpova mowri)' Enacoe. / Thus she [Hekabe]
spoke crying, but she - the wife - did not yet know about Hector, since no real messenger came to tell her husband
remained outside of the gates, but in the middle of the lofty house, and so she was weaving a web, a double-folded
purple web, and there she was embroidering variably-colored flowers.

%05 Plat. Symp. 177b; Plut. Comp. Menandri et Aristophanis. 2.685A, 854C.

%06 Like those garnered from an extended period of time Hes. WD 560, Tijuog tdpov fovoiv, & dvégL 8¢ mhéov
ein / dopaing: poxgal Yo éntpooBol evpeoval eiolv, In this season let your oxen have half their usual food,
but let your man have more; for the helpful nights are long, trans. Evelyn-White 1914; Theoc. Id. 16.35, mohhol &v
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slaves; they are scavengers, seeking more poetry for their own benefit, not for that of their
master.””’ The mice, those lovers of dainties - pthOMy Ve, are keen on richer stores that can be
found elsewhere, beyond the simple rustic abode of Leonidas (0mex »alng). They perhaps
search for more rich poetry that Leonidas' collection may be able to provide in other sections of
his poetic book, outside of the rustic epigrams. Considering Leonidas has only enough salt for
himself in the epigram, perhaps they should seek "salt" in its metaphorical symbolism for the
sea, or among Leonidas' sea-themed poems (avtdoxrng 6 meéofug €ywv dha ral d10
%0iuva).® In such a case the two crumbs (600 xiuva) would then likewise symbolize other
sections of the book.

Since Leon. 33 G-P = AP 7.736 avoids the use of the name "Leonidas," yet in its subject
who drags about his much-wandering life (egurhdéiviov Piov Exwv), Leon. 33 G-P presents a
characterization that is glaringly similar to how Leonidas characterizes himself in other epigrams
where he names himself. Thus, Leon. 33 G-P presents a riddle to be solved: who is the wanderer
addressed in Leon. 33 G-P and what is his relationship both to Leonidas as character and as poet?

M~ ¢Beigev, dvOBowme, megumhdiviov Blov EArmv,
AMAMV €E dMANG eig xOOV’ dhvoopevogc:

un ¢Oelpev: neven oe meQLOTEEALTO R,

v BGATOL JURROV TTOQ AVAROLOUEVOY,

el nol ool Auth| ye xol ovx eVaAPLTOC €l

GuOoTY) EVI YOOV LOLCCOPEVT) TTOAGLOLG,

el nal ool YA oV 1) zal O0pov 1) zal 6 mrog
aduyng &in xovoog €moidLog.

Don't give up, oh man, dragging about this wandering life, / rolling in the dust from one land to the next, /
don't give up; would that some empty hut cover you, / or a little kindled fire warm it, / and if there were at
least a paltry bit, there might not be even a good meal, / not some barley-cake, pressed in a mold with skill, /
or even some pennyroyal for you, / or even thyme, or even might there be a bitter granule of salt sweetly-
mixed for eating with bread.

Avtox010 dopoLg rai dvantog Aheba / Goualiy Euunvov éueteioovto mevéotal, many were the serfs that
drew their measured rations month by month in the halls of Antiochus and king Aleuas, trans. Gow 1965c: 125;
Gow 1965d: 313.

297 ¢f. Theoc. Id. 16.35, with n106 above, where pennyroyal is among an essembly of rustic items.

%% They might also be in search of rations found on a ship, like &Quadui}v in Apollonius' Argonautica 1.393, which
describes the Argo setting up to embark on its journey. Perhaps Leonidas urges the readers to leave the rustic
section of his poetry book to go to the section of his book concerning seamen and fishermen.
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(Leon. 33 G-P = AP.7.736)

Why avoid the name Leonidas? The simple livelihood at home in Leon. 33 G-P, which
the wanderer is beseeched to give up for wandering, is ironically charming like the empty house
in Leon. 37 G-P, not containing enough to sustain even mice,”” just as Atd., the simple
livelihood, is remarked upon both in Leon. 37.7 G-P (tapc 0¢ Mtd) and that of the wandering
addressee in Leon. 33.5 G-P (oot Auth)). The length of Leon. 33 G-P mirrors Leon. 36 G-P and
Leon. 37 G-P, two epigrams which parallel in their placement of the name Leonidas in the last
foot of the second line. Leon. 33 G-P is addressed to a general "sir" ((0vOowae), who is
described in the last foot of the second line as dAvdOpevog — one who wanders. This term for
"wandering" or "rolling" stands in the same position as, and so replaces, the name Leonidas in
both Leon. 36 & 37 G-P.

The absence of Leonidas' name suggests that Leon. 33 G-P = AP 7.736 provides a turning
post in the collection from Leon. 37 G-P, in its relationship to the two rustic autobiographical
epigrams, Leon. 36 G-P & 37 G-P, as well as within the theme of wandering. The absence of the
name Leonidas in Leon. 33 G-P engages the reader in further discerning the wandering within
the collection of epigrams. Like Leon. 36 G-P and 37 G-P, Leon. 33 G-P is composed of eight
lines that describe the poverty of a wanderer. The megumAdviov in Leon. 33 G-P, is a variation
of mhéivng in Leon. 36.1 G-P, yet intensifies the route of travel, as longer and roundabout,
similar to the thick leaves in a branch if ivy in ®x10000...xA@va mohvmhavéog of Leon. 97 G-P
= AP 6.154. The meQL- prefix suggests a turn, or change in direction, as reinforced by the change
from one to another destination in Leon. 33.2 G-P, dAAnv €€ GAAng €ig xOO6V'. Through

repetition and direct address to the general "sir" (M) ¢pOelpev, OvOowe,,... U GpOelpev..,

5% Fowler 1989: 129.
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Leon. 33.1-3 G-P), the author implies that the exhortation is to a wider audience in Leon. 33 G-
P.’'" The repetition of &i xai ool Mti) with &i xal oot yAfjxwv''" in Leon. 33.5-7 G-P
emphasizes the direct address (OvOowate), exhortation (U1 ¢pOelpev), as well as dedication to
whoever may be reading the epigram to continue from the rusticity to some other.’"> This
command may be self-referential in part, as noticed by Gigante, Gutzwiller, and Gow.’"
Considering, however, that a similar message is contained in the epigrams which include the
name Leonidas, the exclusion of the name seems to be a purposeful variation and a metapoetic
suggestion.’"*

In Leon. 33 G-P = AP 7.736, Leonidas insists that, although poor, the traveler must
persist in his roaming, since the settled life is not pleasurable either, as the poem advises that the
life of the traveler does not create any more poverty than that of the settled man. The salt that
provides self-sufficiency in Leon. 37.3 G-P (aUtdoxng 6 mpéoPug €xwv dla nol 000 ®Qiuva)
seems mimicked by the meager portion of salt that the addressee in Leon. 33.8 G-P (advuyng
ein xovdpog émoyidLog) would have upon giving up wandering in favor of a settled life. The
variant diction in Leon. 33.8 G-P distinguishes this coarse lump of salt, sweetly-mixed for eating
bread (AdvyNG...x06vOQOGg €m0 idL0g), from that of the éAa in Leon. 37.3 G-P, as if to allude
to a variation from the settled life that one is to gain in wandering. The epigram teaches that

poverty is not the reason to discontinue one's journey, implying that there is some other reason to

>19 Hoschle 2007: 356-7.

> As in Theocritus Id. 5.56.

312 Gutzwiller (1998: 107) also considers this a moralizing poem, "in which the epigrammatist appears to offer
advice directly to the reader," yet her translation and argument suggests the author is advising himself to stop
traveling.

13 Gow 1965b: 343; Gigante 1971: 109; Gutzwiller 1998a: 110.

1 Gutzwiller (1998a: 112-115) supports that the autobiographical poems are relevant to each other, and to
Leonidas, in addition to a few other poems which are less directly autobiographical; Hoschle (2007: 339) supports
that there is an increasing consciousness of the reader in Hellenistic poetry, and puts forth that the image of traveler
traveling is a metaphor for a reader reading; this naturally presents that the epigrams were written to suit a context
created in the libelli by the individual authors of epigrams. She does not, however, discuss such a metaphor in
Leonidas of Tarentum.
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continue "rolling" (&dhvdOuevog, Leon. 33.2 G-P). The reference to "rolling" may suggest the
rolling and unrolling of a papyrus roll as well as the undertaking of boundless journey, and thus
imply the invocation of the reader.’”” In Leon. 33 G-P, there is a certain didactic element in the
exhortation to the reader to travel, which advises the reader to carry on.”"® Leonidas describes
certain characters, and makes other literary connections between the pairs, to guide his readers
from epigram to epigram (GAANV €€ GAANG €ig xOOV', Leon. 33.2 G-P). The didactic
implications in this exhortation of the traveler are clear in the repetition of the command ()
$Oeipev, Leon 33.1-3 G-P).’"" Because Leonidas does not name himself in Leon. 33 G-P, the
general reference implies a shared exhortation to all accompanying him in these travels.”®

The autobiographical poems seem to provide hints about the author's life, but because
they do not directly mirror each other, yet still relate thematically, perhaps they were used as
stepping stones throughout Leonidas' corpus. These stepping stones would have guided his
readers through his compilation, from one section of epigrams to the next, and may have been
interspersed among the pairs whose constituent parts each help the reader along his way.”"
Leon. 33 G-P = AP 7.736 would have made a fitting turning post from the section containing
rustic epigrams, begun by Leon. 36 G-P yet concluded with Leon. 37 G-P, to introduce another
section in the epigram collection. Persistence in wandering is central to the epigram (Leon. 33 G-

P = AP 7.736), and to the life and death of Leonidas' poetry, as his autobiographical epitaph also

makes clear the essential role of the reader in such preservation.

15 See Austin 2002:148-151; Possidipp. Epigram. (et elegi) 118 .17: Bihov éAicowv; see also Ar. Ra. 904 for the
metaphorical use in dAvOn0gag emdv, or "rolls of words."

316 Hoschele (2007: 356-357) argues similarly, but in her treatment of Dioscurides 22 GP = AP 7.37, that the speaker
is addressed through vnyrvpe, and thus the addressee is assumed as a reader, moving through the space of a book in
a "literary landscape."

17 ¢f. Gutzwiller 1998a: 107-113.

8 Gutzwiller 1998a: 107.

¥ Bing (2002: 62): "readers of epigrams on scrolls/papyri themselves become the wayfarers that readers by
necessity had been before."
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Leonidas' epitaph, Leon. 93 G-P = AP 7.715, explains the point of wandering in his
collection, and emphasizes his wish to be remembered through his poetry as it is read by his
readers. Just as there is bitterness apart from wandering, sweetly mixed in living a poor, settled
life (] »al.... 6 mxrEoOg / AdOYNS €in xOVOQOg Eémoyidlog, 33 G-P = AP 7.736), lying apart
from his native land of Tarentum is bitterer to Leonidas than death, in 93 G-P (zetpow x00ovog €x

te TAQAVTOG ... HoL mxEOTEQOV BavdTov. .. TolodTog MAavimv dpLog Piog).

TToMOv 4t Traking xelpon x8ovog €x te Taavtog
atENG, TovTO 8¢ poL mrEodTEQOVY BavdTov.
ToLoUTog TAavimV &pLog Pilog, aAAd ue Moboot
g€oteQEav, Auyo®dv &’ avti peiyov €ym,

olvopa 8’ oun fuuoe Aewvidou: avTd pe dMa
unevooet Movoéwv mdvtag ' fehlovg.

Far from the land of Italy I lie, and far from Tarentum, / [my] homeland, and this thing itself is more bitter
to me than death, / such is the lifeless life of those who wander, but the Muses loved me, / and I have
something honey-sweet instead of gloomy things. So the name of Leonidas did not perish; these gifts of
the Muses proclaim me for all days.

(Leon. 93 G-P = AP.7.715)

From these six lines we learn that Leonidas wishes to immortalize himself, his travels,
and his relationship to the city of Tarentum through poetry. He says that the Muses proclaim his
name for all days, and so Leonidas' epitaph proves that he has succeeded in this task by leaving
behind the gifts of his poems in Leon. 93.6 G-P. He has exhorted his readers to continue on a
boundless journey toward immortality, which Leonidas claims to have achieved by delivering
the gifts of the Muses to his readers. The epigram laments the literary death of Leonidas through
elegiac meter, who has died a traveler, and is therefore remembered by his readers as a wanderer.
Leonidas has defined his own principles associated with "the lifeless life of wanderers" in his
epigrams (ToloDTog mAaviwv dftog Blog), both thematic and organizational; the plural TAaviowv
notes the collective sense of the journey, which has been shared by Leonidas and his readers

(unlike €% TmAdvnst, Leon. 36.1 G-P). The poetic themes and techniques that he teaches are
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hinted at through a general correspondence of the epigrams to each other and through his
exhortation to the reader. Although he shares the grief of the lifeless life wanderers, his poetry
immortalizes him and all those about whom he has written: GALG pe Movoow / €oteQEav,
AMyQ®V &' Avti pelyov €xw. / odvoua &' ovx fuvoe Aewvidov, Leon. 93.3-4 G-P). The
relationship between the Muses and poetic commemoration is conveyed by means of what is
honey-sweet (uelyQov €yw) — the didacticism nascent in poetry, for which his readers will
remember his name (o¥vopa &' 0% fjpwoe Aewvidov).” The moribund nature of man's
materiality is not anything to fear; instead, through descriptions of a wandering life, one is able
to immortalize men's everyday wandering and the many things his epigrams have to teach his

readers.

VII. Unity in the Corpus of Pairs

There are many relationships and links between the poems within the Leonidean corpus.
The most prevalent relationship, repeated again and again, is a series of pairs. These pairs, since
there are different types of relationships between the constituent members, parallel and
continuing, subtle and exact, I believe, were placed not one after the other in a book, but served
the purpose of uniting the various sections within the greater corpus. This effect would have
kept the reader involved in the corpus as a whole, within the groups of related poems, and in the
message the corpus wished to tell. Leonidas is the wandering poet, leaving pairs to the
wandering reader, to keep the reader along a path of stepping stones. He emphasizes the
importance of the simple life, the need for a traveler to persist, the dangers of the road, however

humorous, a longing for home, and the immortality possible through poetry. It is important to

320 Hes. Th. 35-52.
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recognize the connection between the epigrams in order to understand this lively interaction
between Leonidas and his readers through the landscape of his collection.

Leonidas' epigram fit into a number of categories concerning the everyday man, and so
the collection stands as an oeuvre to the art of realism. Although readers may not be able to
consistently categorize Leonidas' epigrams under the heading of sepulchral, dedicatory, or
otherwise, a number of epigrams coordinate thematically through their subject matter:
descriptions of weaving, fishing, sea-travel, old age, materiality, and rusticity. Within each of
these categories, many epigrams correlate as companion pieces, or pairs. Each epigram in the
pair or group is an autonomous poem, yet the poem's sense is often made clearer by some other
like-themed poem within the same category. The unifying thread of the collection was not
simply thematic commonality, but a poetry book that expressed, instead of an ideology of class
as Gutzwiller (1998: 91) suggests, an ideology of literary realism that stands apart from and
simultaneously rejoins the poetry of the surrounding literary milieu of the Hellenistic era. We
have explored the themes of meagerness and wandering in the collection, and how these
elements prove to be references to Leonidas' literary techniques and discussions. This chapter
has shown how pairs and relationships among the poems prove the persistence of thematic

coordination of wandering in the Leonidean corpus as a literary exposé of realism.
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Conclusion: Leonidas and His Tradition in Greek Literature

We began our study with an observation on the importance of the theme of wandering
within the poetic persona of Leonidas. Other scholars have typified his poetry, and often
disregarded it, as "low" "baroque" or "Cynic" on account of the poor, simple subjects his
epigrams describe. Other arguments have limited Leonidas' craft within these terms, and so
isolated his work from that of his contemporaries in Alexandria. We have shown that his poetic
craft reaches beyond these limits toward a poetic form that is highly skilled, artistically engaged,
and in conversation with the trends of his day. The dating of his work and the new developments
in the field of Hellenistic epigram shed light on the place of Leonidas of Tarentum in the Greek
literary tradition. Our investigation of the theme of wandering in Leonidas has shown that this
aspect of his poetry was most significantly recognized by his anthologizer as highly significant.
We have observed the thematic presence of wandering and its introduction to the corpus through
the literary persona of Leonidas, and its coordination with the thematically foregrounded olige,
or carefully crafted and highly literary description of poor, common and rustic subjects of his
epigrams. Leonidas distinguishes his own sphragis while responding to contemporary literary
styles through the confluence of wandering and to oligon. We have also examined the
interweaving of wandering throughout a group of epigrams in the collection, and how such
unification by theme and topic, namely epigrams associated with the sea, compares with sections
of poetry books of other Hellenistic poets, and so argues for the existence of a self-authored
poetry book by Leonidas. Lastly, we have identified a number of pairs throughout Leonidas'
collection, and so have shown that such a design might have been an organizational technique
within his own self-authored book of epigrams.

Meleager's anthologizing of the epigrams of Leonidas of Tarentum provokes us to
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understand Meleager's reading of Leonidas, so that we may know more of the collection of
Leonidas' poems from which he was working. In Meleager's Garland, the classification of
Leonidas' poems as "the blossoming clusters of ivy of Leonidas"

(Aewvidem Balegovg xloooto roUuPovg, Meleager 1 G-P = AP 4.1) proves to be a
metaphorical classification. Since the metaphorical relationship between plants and poetry is a
well-established symbol in Greek literature, the plant itself, ivy, can be understood as the ivy-like
poetry of Leonidas and not limited to his prolific rate of composition. Since so many of the
ascriptions of plant-life to poets within the introduction to Meleager's Garland symbolize themes
and/or other aspects of the authors' poetry, the same sort of symbolism may reflect theme in the
collection of Leonidas of Tarentum. Ivy, by nature, paradoxically wanders and clings. Itis a
blossoming, living plant-life as much as it is a symbol of death, poetic performance, Dionysus,
and poetic merit in Greek literature. With his ascription of ivy to Leonidas' poetry, Meleager
might even have had in mind an epigram by Leonidas that describes ivy as "much-wandering"
(mohvmhavéog, Leonidas 97 G-P = AP 6.154), a description akin to how Leonidas describes

himself and, as I argue above, his own poetry.”*'

Meleager's metaphor appropriately describes
Leonidas' epigrams, since the theme of wandering is apparent throughout the collection.
Although we have agreed with many scholars in our reading of Leonidas' epigrams that
poor, simple folk is a common topic of his epigrams, its combination with a particularly ironical,
high style of diction used in the humble medium of epigram reveals Leonidas' interest in
responding to trends of his day, and proves to be a literary technique. The union of meagerness,

or to oligon, and high style joins with the theme of wandering in his poetic persona, which

indicates its convergence throughout his collection. The autobiographical dedication to his

521 meQLTAdviov, Leon. 33 G-P = AP 7.736; éx TrhdvncT ... 0éEo Aewvidew, Leon. 36 G-P = AP 6.300; tolodtog
mhaviwv aprog PBlog, Leon. 93 G-P = AP 7.715.
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collection®*

shares many elements frequent in epigrams that act as seminal dedicatory or closing
poems of collections of his contemporaries. Although Leonidas may be mimicking such a trend,
he asserts his individual style with the epithet Lathrian for a rustic, healing Aphrodite that
reflects her location in the countryside, and so point to the everyday, non-urban subject matter
interwoven throughout his epigrams. This Aphrodite ironically contrasts her common
association with erotic poetry in other Hellenistic authors, such as Asclepiades. Leonidas
similarly responds to the Hellenistic discussion of "thin" style associated with Callimachus.
With his epigram's recognition of Aratus' keen observation of the stars that are both fixed and
wandering, Leonidas jointly compliments Aratus, notes his own close reading of Aratus'
Phaenomena, and asserts his own judgment of the merits of Hellenistic poetry based on its

awareness of wandering and style that is conversant in what is TO OAlyov.’”

Leonidas' merging
of themes of wandering and common folk of the countryside is also rooted in the Odyssey, as
evidenced through his many literary allusions to the Homeric epic. The refashioning of Homeric
poetry is characteristic of Hellenistic poetry, yet Leonidas distinguishes his own use of allusion
through its application in describing everyday wandering craftsmen, apart from urbane
community. This shows how these interconnected themes are a highly stylized poetic pattern in
Leonidas' epigrams, and so distinguish Leonidas' response to past and contemporary literary
technique.

In the same chapter, we also show how the repetition of words that compound OALy-
emphasize the relationship between wandering, poetry, poverty, and a sort of meagerness — or

insignificance of the human condition, as much as they present a signature stylistic trait of

Leonidas' epigrams. The epigrams display their very literary quality through their use of

52 Leon. 36 G-P = AP 6.300.
5B Leon. 101 G-P = AP 9.25.
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allusion to Homeric poetry and original, high diction. The many compounded forms of dAvy-
with ornate language individually and as a group indicate the poetic technique of Leonidas that
shows less sentimentalism or sensitivity toward the economic class participating in hard work,
but instead careful attention to the tedious labor of the craft itself, and presents a learned display
of irony much like a narrative that insists on the repetitious, impoverished, and moribund nature
of human life.

Next to his epigrams' affirmed usage of these themes that offer narrative comment on the
human condition is his epigrams' propensity to fit into certain categories or groupings that as a
whole reflect the themes of wandering and poetic technique of to oligon. This study has offered
both a conspectus and detailed analysis of wandering in nautically-themed poems to elucidate the
themes' resonance throughout one of the epigram groupings. The epigrams allude to the theme
of wandering in their narrative description of sea-travel, and those trapped at sea, repetitive crafts
related to the sea, and through the metaphorical description of water travel as an approach to
death. The nautical theme reflects trends of Leonidas' contemporaries; the theme sports an
organizational quality akin to that in Posidippus, whereas the description of fishermen and
everyday crafts related to the sea echoes the topic in Theocritus. So much of Leonidas' poetry is
wrought with allusion to Homeric epic, which these sea-themed epigrams also display through
the theme of wandering. Sea-wandering provokes the reader to engage the allusions and draw
upon the theme's repetition throughout this group of poems that discusses shipwrecked sailors,
who remain wandering forever at sea, and fishermen who repetitively wander their fated lines, as
they with rich narrative description are shown to exercise their craft until they reach their end.
Once again, this theme of wandering at sea resonates within the poetic persona of Leonidas, at a

forced distance from his native Tarentum, living the paradoxical "lifeless life of a wanderer."
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From examining thematic unity within a group with a similar setting, the argument
moved to affirming unity among the collection by the identification of pairs, which prove to be a
system of organization. The extent of such coordination supports the probability of a self-
authored collection. The pairs engage the reader in the collection through the dialogue that they
establish, as well as through their link to the theme of wandering. Some scholars have noted the
existence of pairs among both inscribed and literary epigram of other authors, yet the pairing in
Leonidas is a contrived and recurrent technique of organizing his literary epigrams that stresses
themes in his collection and sustains the reader's involvement with ongoing themes. Pairs occur
among each similarly themed group of epigrams, like pairs involving fishermen and those lost at
sea among the nautically-themed epigrams. Many pairs relate more directly through topic, or
shared character name, or they relate through the theme of wandering relative to location in some
rustic setting. The pairs involve the reader directly through the theme of wandering embedded in
vivid narrative, and offer moralizing discussions about the brevity of life and of man's substance
as fleeting. Through a pair of epigrams commemorating Homer and Aratus, respectively,
Leonidas communicates his respect for poetic craft that stresses the significance of wandering.
The pair marks that literary prowess is rooted in authors' related understanding of the wandering
nature of celestial bodies and errant suffering of mankind.

The pairs engage and guide the reader in his/her own journey through the collection of
epigrams. Pairing, literary allusion, and didacticism coordinate in the autobiographical
presentation of Leonidas' poetic persona, and the wandering within Leonidas' autobiographical
epigrams, and throughout the collection reflect not only literary theme, but means of
coordination through the reader's participation in the theme. We proposed that direct pairs might

have unified sections of a self-authored poetry book by abutting each end of their respective
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section, in order to prod the reader to settle within the topic's development by means of the frame
that the pair provides. The parallels that occur among Leonidas' autobiographical epigrams urge
the reader to interact with the author and the themes that he presents through his persona and
literary markings. One example of provoked interaction occurs when an epigram equates supply
of poetry with supply of sustenance in a description of Leonidas' own character; he suggests that
the mice in the epigram, a metaphorical representation of his readers, keep going to other stores
to look for more "salt." Such a suggestion urges that the reader continue from one section of the
book to the next, to which Leonidas' autobiographical epigrams provide endpoints for each
section. A certain epigram that parallels those that describe Leonidas' poetic persona command a
general "sir" to keep "rolling," or wandering, implying that the author's wandering or rolling
created in his poetry is not without the companionship of one wandering along with him.”**
Leonidas' autobiographical epigrams and those that mirror them, like his other pairs, suggest that
the pairs provide a means of navigating through his collection for a reader. Through Leonidas'
epigrams, the moribund nature of man's life is stressed, yet his and his characters' everyday
wandering is immortalized forever through the journey shared with the reader in his epigrams.
The delineated pairs and the thematic relationships among them prove that wandering is a
coordinative theme persistent throughout the collection and Leonidas' poetic technique.

The confluence of coordinating themes, dialogic pairing, and frequent self-reference to
his own fixed literary style supports the proposition of the former existence of a poetry book self-
authored by Leonidas of Tarentum. Through an analysis of his epigrams and argument defining
these concepts, we have situated Leonidas of Tarentum firmly within the Hellenistic period in his

adaptation of certain poetic traditions, and his innovation in epigram. Leonidas is a wandering

5% Leon.33 G-P=AP 7.736.
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poet with a unique interest on the common, everyday character, yet through such a description
and through his wealth of diction, Leonidas elevates his own character to that of a literary
persona, just as he elevates the seemingly mundane topics to the level of skilled exposé of
aesthetics. The resulting poetic form achieves a sense of realism, which becomes the poet's

means of establishing an engaging relationship between the reader and his art.
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Appendix
The Poems of Leonidas of Tarentum

1 G-P=AP 6.202
EvBlUoavov Cdvny tol 6pod »al tovoe ximoooLv
At0ig mabevimv Ofrev Hrephe Buodv,
&n TOnov, O Antwi, Baguvouivng 6t vndvvy
Cwov ar mdivwv Moao thode Poédoc.

2G-P=AP6.211
Tov dyveodv Epwta ®ai mepiopuoov
meCav 10 mopPpuedv Te Aeofidog nouUNg
ghypo xal pnhotyov VaidyQoo
TO Y dAxedV T' €00mTTEOV 10E TOV TAATUV
T DV OOYNVEVLTNQA, TUELVOV RTEVAL,
v §)0elev Tuyodoa, yvnoio Kmot,
év oaig Tinot Kahhinheia mootdouy.

3G-P=AP 6334
Atha nal Nvudémv iepog mdryog ol 0' Vo méton
mdaxeg 1) 0' OOy yertovéovoa miTug
%Ol OV TETQOYADY LV, unhooode, Mawddog Eoud,
0g te TOV aiy oy, [1av, natéyelg ondmelov,
{haoL Ta Paotd To Te oxPog EUTAEOV 0ivNg
0¢Ea00', Alanidem ddoa Neomrorépov.

4 G-P=AP6.188
O Kong Onoipoyog ta Aayoporo TTavi Avrain
TADTO QOGS AQrAIROIG EXQENOOE OROTENOLS.
AMAL o0 ONELpAY® dWEWV XAQLY, dypdTa daiuov,
¥€loa otV VOLS TOEOTLV €V TTOAE D
€v Te ovvayrelaot oplotaoo deEltepnPL,
TGO TO OLOOVG AryeNg OMEA KAl AVTLITAAWV.

5G-P=AP9.326
[Tétong éx dLoomg Yuyeov ratamdiuevov VAW,
yoipolg, nol Nuupéwv mowpevina Edava,
TETQOL T€ RONVEWV %Ol &V VOOOL OO TODTO
DuEwV, O xodEAL, pVEia TEYYOUEVQL
1 aleT’ AQLotoxhéng 68, 6d0LTOEOG, PTEQ ATOOC
dtyav Barpduevog, TovTo didw YEQAS.

6 G-P=AP 9.329

NiOupouw EpvdoLddes, Amgov yévog, dpdetolte
tobtov Tipoxrhéovs ®amov émecovueval,
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rol Yo Tipoxrhéng Dy, »dgat, aigv 6 notevg
RATOV €% TOVTOV DOLAL dWEOPOQEL.

7 G-P=AP 6.204
O 6 daudahdyelp T@ ITaALASdL T VY dxoTi
2Ol TETOVOV VT HOUTTOUEVOV TIRlOVOL
7ol TEAERVV QURAVOY T' TeVAYENT RO TTEQLALYES
TQUIOVOV €% TEYVAS AVOETO TOAVOAUEVOG.

8 G-P = AP 6.205
Téntovog dopeva tadta Agoviiyov: al te yooaxtol
otvan nal ®dAwv oi TayLvol fooéeg,
oTaOpaL %ol (UATELA AL AL OYEOOV AUDLITATIYES
opDoon nal AT pueduevoL RaVOVES
al T apideg Evotio Te %ol E0TENEMPEVOS OVTOG
euPoLONg, TéYvag 0 mEUTOVLS, TEAERVG,
TQUTAVA T' €VOIVNTA ROl MANEVTO TEQETOA
700 YOUPWV OVTOL TOL THOVQES TOPEES
apdiEovv te onémagvov: 6 O yooLeeyd ABGva
MVNQ €% TEYVOS OM1OTO TOVOUEVOG.

9G-P=AP7.719
Télvog 6de ThpPog Exm &' voPfwAiéa mpéaPuv
THVOV TOV TRATOV YVOVTO. YELOLOUEAELV.

10 G-P = AP 7.648
"EcOLOg Aglotoxdng, Ot dmémieev gig Axéoovia,
el OMyoyoving dpduevog xepolic,
'TaldwV TIg PVIooLTo Ral £dVMOALTO YU VAR,
el nal v ddnvol dvoPiotog mevin.

Conv otvddoato: ®arog 0' dotvhog idéaban
ol®og, 6 8' &V TAMLOTOC T' AVEQOC £0Y0QEDY
eOniwv Ppaivorto nal €v mohunoél dynw
evoth) avydlwv 0alov émeoydiolov.

NOeL AQLOTORQATNG TO %QTIYVOV: AALGL YUVOULRAV,
WvOQWIT, NxBougev TV AAtohQooVLVNV.

11 G-P=AP 7.440
"Holov, otov vuxti zatadpOiuévolo ralbmrelg
0otéov, oimv, yal', Audéyaveg nepainyv,
TOALOV pev EavBatotv dgeoropévov Xagiteool
TOALOD &' €V PV TGOV AQLOTORQATEVG.
NoeL AgLotordng »ol pelthyo dnuoroyioad,
0TEEPANV 0V OPQUV €00LOC EperndOuEVOC,
gL nol Baunyolo mod »ontijpoog ddnoLv
iB0vaL rowvnv evrvna Aoy,
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NOeL nal Eelvorol nat évonuolol mpoonvéa
g€0dewv. yal' égarti), Tolov €yelg dpOipevov.

12 G-P=AP 7448
[Moataiida TO pvijpo Avraotion, dxQov ¢gMTmV
eldotog, droa pdyag, dxroa Avootaoing,
dxga xopottuming. x0oviot
tobtov Kontaweig Kofjta mapwriocorts;

13 G-P=AP 7.449
Moatahidg moudeiov "Epws mdOov, Agteus dyoav,
Motoa x000Ug, Aong £yyvdEe pdyav.
OGS 0VK VAWV 0 AurdoTiog, Og ®al EQWTL
Goye nol £V HOATTA %aid dOQL %ol OTAMXL;

14 G-P = AP 7.665
Mijte paxef) Oopoéwv vovtihheo pite Pabdein
vni- noatel mavtog SopaTog eig dvepog.
mAeoe ral [Tpopayov tvow) pwio, xdpa 8¢ voitog
Aa0p00V &g rolhnv éoTudEMEEV GAaL.
oU pnv ol dalpwv dven rvonods: AAA' Evi yoin
ateidL zol TOpPoV nal nteQémV ENaye
©NOEUOVWV &V YeQOlv, el Tonyeta OdAaooa
VEXQOV TEMTAUEVOUG OfjreV € aiylalovg.

15 G-P=AP 7.652
‘Hyheooa 0dhacoa, Tt tov Tiudpeog otmg
TAWOVT' oV oAAT) Vi Tehevtaydony
dryoLaL XELU VOO RATATRNVDOOO TOVTW
ovv GOOTW, AAPQOV HDW Emyevapévn;

YO pEV ov namELY 1) ixBuPogois Aapideoot
te0NVNT' dmvoug Vel €V alylohd:
Tuydong 8¢ revov Térvou nexhavuévov aBohv
topPov daxgiel motda Televtayoonv.

16 G-P = AP 7.654
Aiel Motal xal aAgpOooL 0vde dinaiol
Kofjtec. tic Kontdv oide dinaootvny;
MG 1ol EUg TADOVTA OVV 0V eVTHOVL GPOQTW
Konraugic oooav Tipdhvutov #ad' Ghog
dethalov. xNym pev almolg Aagideoot
rnéxhovpon, TOpuPe 8" oy Vo TipdAvToc.

17 G-P = AP 7.655

AQuel ot yauing uxen ®Ovig: 1) 08 TeQLoo)
dhhov emOALiPol mhovolo neXMUEVOV
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OTNAN, TO O*ANQOV VEXQDV PAQOG. &l pe Bavovta
yvdoovt', AAravdom tovto ti Kalltéhevg;

18 G-P = AP 7.656
Thyv OAynv BdLOV %l TODT' OALYTOLOV, OVEQ,
ofjua motipOeyEan TAGpovog Alripéveng,
el nol TV *ERQUITTAL VT OEEING TAAOVQOV.
70l BéTtov Ny mot' &y oV Ahxiuévng.

19 G-P=AP 7.657
ITowpéveg, ot tahtnv 6Reog ALY olomoAleiTe
atyog xeveipovg eufotéovieg Oig,
KAertaryoon, mpog I'ic, OAiynv xdiotv, dALG mooonvi)
tivorte x0oving eivena Pegoedpovng.
BANynoavt' dég pot, € AEEoToLo 0¢ oLV
méTNng oveitol monéa fooropévarg:
elaoL O¢ MEMTM Aetuwviov dvog apéeEag
xwoltng otepétm THPPoV EUOV 0TEGAVWD,
70l TIG AT EVAQVOLO RATAYQAIVOLTO YAAOKTL
010G, ALUOAYOTOV HOLOTOV AVaoyOUeEVOG, (10)
7©oNTd' Vyoaivwv emTOpPLov. elol Bavovtwy,
elolv apolpaton xav GOpévolg ydottec.

20 G-P=AP 7.295
OfoLv TOV TELYEQOVTA, TOV EVAYQWV GO RVQTWV
Covta, Tov aibving mietova vnEauevov,
ixOvoAnotioa, coaynvéa, ynoauoditny,
OVYL TOAMVORAAULOV TADTOQO VOUTIAING,
gumng oVt AQuToDEOG ATMAETEV, OVTE RATALYIG
NAaoe Tag OIS TOV ETEMV denddac:

AMN' EBarv' €v nahOBN oxovitidl, Myvog dmola,
T® pane® ofeocbelg &v OV aUTONOTOG.
ofua 8¢ ToT oU malideg Edropooayv ovd' OuOAERTQOG,
AMO ovveyativng ixOvpoOLwv Blaocog.

21 G-P=AP 7.198
Ei ol uxog idetv xol &' 0deog, 0 mapodita,
Aaag 6 TupPitng duuy émuQépatar,
aivoing, dvBpwme, Drhavido TNV yaQ dodov
axotda, TV eboav TO mEv dxaviofdriy,
Oumholg &g Avrdpavtag ébilato, TV ralopitiy,
ral 0T €' LUVl Ynoauévn maTdyw:
znol W' ovde GpOLuEVNYV dmavivato, Toito &' €' Nuiv
TOAyoV MEOwoev oo ToAoTQOdING.

22G-P=AP 7422
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T{ otoyaowpeda cov, Iewoiotoare, ylov 0QMVTES
YAUTTTOV VTEQ TOUPOV REIPEVOV AOTQAYAAOV;
1 00 yeviyv 6L Xiog; owre yao. 1] 0' dtL maxtog
No0d4 g, o0 Ainv §', hyadé, mheoTofdrog;
1] T pev ovde olveyyvg, €v aneNT 08 naTéoPng
Xiw; vai doxnéw, TMde mpoonyyloouev.

23 G-P=API 182
Tav énpuyodoav potog éx ROATIWV €TL
ado®d te poguigovoayv evieyf Komouv
{0', g Amehhiic AMNOG e TaTOV
oV yoamtov, ArL' Eupuyov éEeudEaro.
e0 P&V Y Exoug yeeotv ExOMPeL xOuav,
€0 &' oppdTov yainvog éxhdumer mo0og,
nal poLog, anpng dyyehog, »udmvid:
avTa O ADGva %ol ALOC OVVEUVETIC
daoovoy: 'Q Zed, hewtopeoda. i xoioel.

24 G-P=AP 9320
Ein¢ mox' Evpdrag mot tov Komow: "H Mafe tebym
1] 'E0L g ZndoTag: & ToMg Omhopavel.
a 0" amalov yehdoaoa: 'Kal €ooopan aigv drevyng,
elme, '"nol olnfom Tov Aanedarpovioy.
¥ 6 pev Komolg dvomhog: avaidéeg oide Aéyovolv
{oT0QES, MG AUl (A Be0g OTAODOQEL.

25G-P=AP 9322
Olx ¢pa tadto Mduga. Tig 6 Bgryrolowv dvdapag
Anog tahTay TaV doQLy YAoLTa,;
AnAaOTOL PEV HMDVOL, AVaiLoxTOL 0 YavOooL
aomideg, drhootol 0' al *AadOQOL HALAKES.
aidol mavta mEOomI T ¢Qubaivouat, éx 0¢ LETMHITOV
100W¢ mMOVWV 0TNO0G EmoTaldel.
TAOTAO TLG TOLOIOOE KOl AVOQELDMVA AL AVAAY
ROOUE(TM 1Al TOV VUpidLov Bdlapov:
Apeug 0' aiportdevta SlwEimmolo Adpuoa
VNOV ®OOpo(N: Tolg YOO dpeonrdueda.

26 G-P=AP 9335
Yhodpbdoou tdhyalua, 6domdee, Mixrohimwvog,
‘Eoung: A\ ide tov nofyvov tAopogov,
g €€ oiluefic NrioTato dmweodoxrfjoat
¢oyaoing aigv &' myabog éot' ayabog.

) 27 G-P=AP 9316
Q tavde otelyovieg AtaQmTOV, 0iTE TOT AYQOVG
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dapobev ait' At dyomv vetobe mot' drQOmolLy,
Guueg dowv dpvhaxeg dStoooi Ogol, v 6 pev ‘Eouag,
olov 0915 W', oUTog &' drepos Hoaxhéng:
dudw pev Bvartolig evdnoot, AAAA 00" aitovg,
* * * * * * * * * *
al ftd pout mapadfic dyeddog, yrnénadev:
Vol pov oooitmg Tovg fotouag, aite mElovTol
MOLHOL aite YOV Supores, eVTQEMNKEV.
woé¢m Tav peToyav ovd' Ndopar Al 6 Gégwv T,
apdis, u xowvd tolg duvol moTOETW
rai heyétw: 'tiv To00', Hodxhees', GAhote 'todto
‘Eoud', xoi Mot tav €ouv aupotéomv.

28 G-P=AP9.179
ToEoforov Tov "Epwta Tig £Eeoev éx MPavwtod,
TOV oTE PN’ AVTOD ZNVOg ATOOYOUEVOV;
oy¢é mo0' Hopaiotw zeitow oromds, Ov xabopdadat
gmoemev oun AALA®G 1) TUEL TUGOUEVOV.

29 G-P=AP 9337
Evdryoet, hayobnoa, zal el meteeva dtonmv
iEevtig frelg To00' VIO dooov Bog,
RAUE TOV VANWEOV A0 ®enuvolo foacov
[Téva: ovvaypehm ®al ®Vol ®ol XOAGUOLS.

30G-P=AP9.24
AoToo pev HUohewoe ®ai iega ®OxAa Zekiivng
dEova divijoag Eumuoog HéMog,
VUVOTTOAOVG &' AyeAndOV drtnudAduvey ‘Ounog
Aopmeotatov Movoéwv ¢péyyog AvaoyOUevog.

31 G-P = APl 306
IMoéoPuv Avaxgeiovto x00av oecaloyUEVOV OV
Bdeo TOvmTOD oTEENMTOV VmeeBe AiBouT,
®G O YEQV Alyvololv 1 dupaoLy Uyed dedoQrMC
dyoL zot AotaydAmv EAreTaL AUTEXOVOLV:
doo®V &' AEPUVAd®Y TaV UtV uiov otor peOuThiE
wheoev év &' ETéQQ OLLVOV GRaE TOdA.
uélrer 8' e BaBvAlov édipegov g Meyiotay,
alwe®V ToAdUQ TAV OVoEQmTA XEAUV.
AMAA, TaTEQ ALOVVOE, PUAOOGE V- OV YA EoLreV
én Banyov mimrery Baxylaxov 0¢pama.

32 G-P=AP 999

"TEahog VT YWV aiyog TOOLS £V 100" AAmT
0lvNg TOVG ATaAoVG TdvTag Edanpe ®Addovg:
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@ &' €mog € yaing TOoov duue: 'nelge, HANLOTE,
yvaOpoig NUETEQOV RATIUOL TO ®OQTODGOQOV,
0lCa yao Eumedog ovoa MY YAurD véxTa dviioel
dooov ¢mmoneloal oot, Tdye, Ovopévm.!

33 G-P=AP7.736
Mn) ¢pOelpev, dvOowae, mepurhdviov Blov Elnwv,
AAAMV €€ aAMNG eig xOOV dlvdOuevoc:
un ¢pOelgevy: never| oe mEQLOTEEQUTO RO,
v OGATOL urnOV THE AVARALOUEVOV,
el nol 0oL M) YE ®ol OUR EVAAPLTOC €l
GUOTI EVL YOOV LALOCOUEVY TTAAGLOLS,
el not oot YAV 1] zol O0pov 1) »al 6 mxrog
aduuyng ein x6voog emopidloc.

34 G-P=AP 6.129
Oxtd ToL BUEEOVS, ORTD REAVY], OXTD VHAVTOVG
Bmenrag, toooag ' aiparéag romdag,
Tadt Ao Agvrovdv Kogudaoia évre' ABGva
Avyvov EvdvOevg 01y 6 Pronopdyog.

35G-P=AP6.131
ATd' 4o Agvrnavdv Bugedomoeg, oide yahivol
otoyyMoov Eeotai T dudiforol nGponeg
d¢dunvtat, moBéovoal OUMS Iovg Te nal dvogag,
[MoAAGoLr Tovg O' 0 péhag audéyavev Bavatog.

36 G-P = AP 6.300
AaBin, éx TAGVNST TaLTNVY ALY Ex Te TEVESTED
%xNE Ohynoutvov 8¢Eo Aewvidew
PYalotd Te mievta ral eVOnoavov hainv
20l TODTO YAWEOV ODROV ATORQAdIOV
%«eVOlvou oTadUAfg €)' Amoomdda TEVTAQQMYOV,
TOTVLAL, XOL OTTOVOTV THVO' VITorTuOuidLov.
v 8¢ ' ydg éx votoov avelgiow, wde #ol £x00fg
éx meving evon 9£Eo yLpuarpobiTny.

37 G-P=AP 6.302
Detryed' VmEr vohOPNG, OROTIOL PUES: OVTL TTEVLY )
udg owrim Pooxewv oide Acwvidew.
aUTAEUNGS O MEEOPUG Exely dAa ral OVO %ipva:
&% TOTEQWV TAUTNY NVECUUEY BLOTHV.

T T petarledeg TodTov puydv, ® Grhdluyve,
009" amodeuTtvidiov yevouevog oxvfdlov;
omevOmV eig dAlovg oinovg (Bt -Taud 6¢ MtTd-
WV GIT0 TAELOTEQNV OLGEOL CLQUALTYV.
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38 G-P=AP 6.200
"Ex tonov, EikeiBuia, mxoav ddiva puyodoa,
Appooin »hewvdv 0frotd oot 1o TOdMV
deopd #OpAG 1l TETNOV, £V @ OEXGT £ Ui
OLOOOV QIO TMVNG HD' ENOYEVOE TEUVOIV.

39 G-P=AP 6.355
A pdne Toov tov MinvOov, ola meviyod,
Bényw dweetton domnd yoopopéva.
Bdnye, ov &' v ypdng tov MinvBov- ai 6¢ 10 ddoov
0wmnOV, & Mtd TobTo hEQeL EViaL.

40 G-P=AP 6.286
Thg mélng ta pev dxoa ta deELd Py oL TOAOLOTHG
rol ormBopis oAng Bittiov gipydoaro,
Bdrtega &' AvtidivelQo. TQOOTIQUOOE: TOV 08 PETAED
Moatavogov xal tag mabevirag Butin.
roVQAV ®OMOTN ALOg, AQTepL, TODTO TO VAU
ROg Yuyfs Oeing, Thv TOLTOVNTOV EQLV.

41 G-P=AP 6.288
Al Avroundevg maideg, ABnve nai Melitelo
not Drvtod Iinvig 0', ai prhoggyodTata,
g€oywv €x dendtog moTlBV A TOV TE TROOEQYOV
ATQOANTOV RAL TAV GTOLOL XQLVOUEVAY
%neExl0a, TAV 0TV HOATTATION, ROl TA TQOY LA
navio TreQTaoTdg ToVodE MoTIEEOYENST
roll omdBag evPELBels Trohvdoyvoa T Ot mevLyQal
€€ OMlywv OMyav potgav dmoyoueda.
TOV X0 0iév, ABdva, émmifooio pev iowg,
Being &' evoTvoUg €€ OMYNOLTVWV.

42 G-P = AP 6.289
Avtovoua, Mehitela, Botoxov, ai dhorqdem
rol Nixotg Kofjooau toeig, Eéve, Buyatégec,
A UEV TOV JutoeQyoV deldivntov dtoaxtoy,
a 0¢ TOV 6pdvitay elQorROUOV TAAAQOY,

A O' Gpa Tav AeTTdV EVATQLOV €QYATLY, LOTOV
reQuida, Tav Aexéwv [Mavehdomog dpviaxa,
ddoov ABavaig ITavitidl ' évi vod
Ofxav, ABavaiog Tovodpevol ®opdTmy.

43 G-P=AP 5.206

Mnho »ot Zathen Tavunlxes, Aviiyeveidem
naideg, Tal Movoéwv elinolol ¢Qydtideg,
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MnAo pev Motoaug ITipmniol Tovg tayvyelheig
QVAOVG ®ol TOOTNV TOELVOV AvA0OOKNV,
1 Pthegwg Zatven 0¢ TOV E€0TTEQOV OLVOTOTIEMWV
oVyrmUOV xNE® TevEauévn ddvana,
HOVV OVQLOTAQA, GVV () FTAVETOQPVIOS T
Noyaoev avielog ov eyrngotéovoa BVQLS.

44 G-P=AP 6.281
Atvdupa xai Pouying muowraléog dupLmoiedoon
TEMOVAG TNV uxefv, Mfteg, AQLotodixny,
rOVENV ZELMVNG, TTOUITOTVLAL, XELS VUEVALOV
%elg YAUov adivalg, Telpata *ouQooUVaS:
av0' OV ool %ot TOMA TQOVALL %Ol TTAQO PO
maBevinnv €tivak' Evla nal EvOa noOuNv.

45 G-P = AP 6.309
E{puhrov ToL odaipav éurngdtahdy te PLhoniiig
‘Euein tadtv muEwvény mhotdynv
dotoaydhog 0', aig TOAN' EmepvaTOo, %ol TOV EMHTOV
06uPoV, roUEOoUVVNG TOlYVL', AVEXQELAOEV.

46 G-P=AP 6.13
Oi towo00i ToL TadTa Ta dinTua Ofray dpoipotl,
ayoota ITav, dAing dhhog At drygeoing:

@V 4o udv wravav Iiyong 1ade, tadta 8¢ Adpug
teTeamodmv, Kheltwg 0' 0 toltog eivahiov.
av0' OV T@ ptv méume Si Négog ebotoyov dyony,
TQ O¢ dLd OQUUMV, TO d¢ dU' NIOVMLYV.

47 G-P=AP 6.35
Tovto ypowgofdta Teréowv aiymvuy ITovi
TO onOAOG AryQeing Telve ®aTA TAATAVOU
®ol Tav QauPorQavov ¢uotdpbuyyo xoQlivay,
0 TAQOC QUPMITOVG EoTuPEéMEE Minovg,
YOUAOUG T€ YAAYOTT YOS AYWOYOIOV TE HUVAYY OV
%ol TAV eVQIVOV APOTES AV ORVAARWV.

48 G-P=AP 6.262
Tov vopinv xai €émavia fodv xal foTogag dvogag
owvopeEVOV xhayydv T oUyL TRE0AVTO HUVDV
Evdlung 6 Kong émvixtio pijho vopevwv
TEGVE nal Ex ToVTNG EXQENOOEV TTVOC.

49 G-P = AP 6.263
[Mveo® To1TO A0VTOG ATOPAOLDOATO OEQUOL
ZMoog 0 foumapumv, Sovel GOVEVCAUEVOS
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dotu %araﬁgvxovw TOV stnM]uovoc HOOY OV
ovd' (net' éx uowégag aUTLS €T Evkoxov
pooyelm &' amétioev O O avl' alpotog atpor
BANOsic: dyOewvav &' €ide fooxTaciov.

50 G-P = AP 6.296
Aotepd Toddyony ol 00Uvarag TAVIVXTHOAS
®al Alva xol yveov todto haywoforov,
1006xNV %ol ToVTOV €T dETLYL TETQAVOEVTA
QUAOV ROl TAWTOV eVTTAEXES AuPiPorov
‘Eoueln Zdoutmog, énel mageviEato To mhedv
NPNG, €x yNowg O' adpavin dédeta.

51 G-P = p.Oxy. 662
'Akpopitg [Tavi zot evagl.....] NOudpoug
[CIAf VIS 6 0B vyeitwv ddoa x[vvnyeoting
TOOTNV T€ TQOTOUAY KL O ........ no.[.v
Buooav xai QoBiovg Too[d' dveéOnre] mOdOC.
IMav @ %ol Nouda, Tov ... aylegvtioa
Afviv deEnooud' audl........ [

52G-P=AP64
TEOnamest dyniotoov xai 0ovvaxa doviiydevta

YOOV %ol TAS iOVdOrROVS oTTLEIdaG

%ol ToDTOV Vnrtolowy €7 ixOVoL Teyvaoévta

20QTOV, AMITAEYRTOV €VQEUO ORTUPROAMV,

TONY LV TE TELOdovTa, [Tooedamviov €yyog,

%ol ToVg €€ axrdtwv diybadiovg €gétag
0 youmevg Alddpavtog avaxtogl OMrato téyvac,

g BES, ayaiog Aetypava teyvoolivag.

53 G-P=AP 6.221
Xeegnv oua virta yohalnevid te ouQuoOv
1oL VIPETOV q)ei)yoov 7ol %Qvésvra OOV
HOUVOAEMV %0l O) %e%ommpsvog a@@oa yuia
nst (pLXO%Qmwwv avMy &g awwouwv
oi 0' oUx A’ aly®dv pepeAnuévol, AMAA TEQL OPEWV,
elato omwtia ZNV' émunenhouevol.
yelpo 0¢ TOM peivag O vixtiogt ovte TLv' Avodv
olte Bor(bv PAaypog, olyet' dmabldoVVOC.
ol 8¢ maOmNg ¢ SQYOV T00' évypadeg a%@okoq)mxt
Zovi o' eVTEEUVY TAS' AvéDevVTO QU

54 G-P=AP 6.293
O oxinwv xal tovto ta fravtio, moTvia Kimot,
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dyxrertar »uviroD orbA' Ao Zwyaeeog
OATIN TE QUITOEGOO TTOAVTENTOLO TE THQOS
Aelypavov, dpyaing mAnBouevov coding:
ool 8¢ POdWV 6 »ahdg, TOV TTAVEOPOV T)Viro TEEGPUY
fyogvoev, otermroig OMrat' Emi mpoOvols.

55G-P=AP 6.298
ITMonv ®adéYNTOV ATEORANQUUUEVOV allyOg
0T€QPOog %Al PARTEOV TODTO TO AOLTTOQLVOV
ROATAV AOTAEYYLOTOV QY AARWTOV T RKUVODYOV
2ol TWAOV ®ePOaAAS 0y O0lag OxEMAVOV,
tobTa ratopOLpEVOLo puoriveov mepl Oduvov
onDA' A0 Zwydoeog ALUOS AVEXQEUOOEY.

56 G-P = AP 6.305
Aapootva tade ddoa T Pprhevyeilwt te Aadpuyud
Ofnato 0el00Cog AmELEog xedohd:
Twg Aagootmg frutoydotogagt &pnrioag
2Ol YVTQWGS %Ol TOV EVEUYAOT) RUMKAL
2ol TAV VYAARMTOV EVYVOUTTTOV TE RQEAYQAV
Al XVAOTLY %Ol TAV £€TVOOOVOV TOQUVAY.
AaPoooiva, ov 8¢ TadTa ®oroD rond dWENTHQOG
OeEauéva veuoaLg UNTora 0POoUVaY.

57TG-P=AP7.19
Tov yapievt' AAxpudva, TOV UuvnTie' Uuevaimv
rOUVOV, TOV Movoéwv dEwo pelMpdpuevov,
TopPog €yel, Zmdotag peyahav xdowv T €0’ 6 ye MioBoct
dy0og duroppiag olyetan eig Atdav.

58 G-P = AP 7.408
Atépa Tov Topfov mogapsifete, p) TOV €V Vv
TURQOV EYELQNTE OPNH' AVATAVOUEVOV.
dott yap Trmivantog 6 nai Toxedve PaidEag
doTL nexoiuntow Oupog €v novyin.
AAAQ QoM BN oao0E, TA YOQ TETVOWUEVOL REIVOU
Ofuato mpaivery oide ol eiv Atdn).

59 G-P=AP7.67
Aldem hvmmee dirove, ToDT' AyxEQOVTog
VOWQE Og MAmELS TOEOUIOL ®VAVEN,
O¢Ean W, el nai ool péya PotBetan dnguodeooa
Paoig amodOLuEvav, TOV ®vOva Aloyévny.
OATIN poL ®al TN €POAKLO ROl TO TTOAALOV
£€000¢ y0 dOLpEVous vavoTorémv OoAOG.
ave', 6oa xnv Lwoig émendueda, Tadta mo' Adav
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goyop' Exwv, Aetmm 0' ovdev VI NeM.

60 G-P=AP 7.264
Ein movtomdpw mhdog otglog: dv &' de' dnng,
g €ué tolg Aldew mEOOTENAOT) APESLY
pepp€obm pn Aattpo xoxrdEevov aAl' €o TOApav
00TIg Ao’ NuetéQov melopat' Elvoe Tddov.

61 G-P=AP 7.266
Nauvnyod tddog eipl Aloxiéog: ol &' dvayovtal,
bed TOAUNG, A éuod metopata Avoduevol.

62 G-P=AP7.273
Ebpov pe tonyeia nol aimnecoo watatylg
ral VUE nal dvodetic xvivpota avovoing
Ephay' Qolwvog, dndiobov 8¢ Pioto
Kdéilhowoyoog Aurod péooca BEmv mehdyevc.
RAYO PEV TOVTO dtvevpevog tyBvoL vbopa
olymuow, YPevotng 8' ovtog Emeott AMbog.

63 G-P=AP 7.283
Tetonyvia Odhaocoa, Tt 1 ovr 0illved mofovTa
TNAOC' ATTo PLAi|g Emtvoag MOVoG,
g 0D uNd' Aidao rantv Emeluévog ayhuv
DV AUPLUEVEVS AOOOV EYELTOVEOV;

64 G-P=AP 7.503
—-Agyaing @ Ovog émeotnhwuévov dydog,
elmolg dvTv' €xelg 1) Tivog 1) modamdv.
--®ivtov' ‘Eguovijo BaBuxhéog, Ov oAy »dua
MdAeoev Agrtoov hathamm Y ONOAUEVOV.

65 G-P = AP 7.506
Knv v noi movtw nexpbppeda- TodTo meguoocov
éx Mowpéwv ®@dpovg Xaguidov nvuoduny.
1 Y0 & drynbong Evoyov Baoog eig dha dvmv
Toviov 0' Uyeov #DUo ROTEQYOUEVOS
TV pev £€0ma’, atog 0¢ petdtoomog €éx fubod €oowv
NOM nol vatoug xelpag 0QeyviUeEVog,
EPODONV- TOlOV poL &' drypLov eb péya xfjtog
NhOev, dméPootev &' dyolg £ dudaiiov.
YOV HEV vodTor, Yuxeov PAQog €€ AhOg LV
NoavO' uov d¢ mptoTig dmexhdoator
NovL &' év Tattn xana helhpava Odpovog, aveQ,
gnouyav, mdtonv 0' o MY inoOueDaL.
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66 G-P = AP 7.504
[Téoug 6 Kahyvdtou émantaiog »ahapevTig,
anQog ol %niyAng »al oxdov ixOupohevg
rol AMaPoov méung dehedomaryos oo TE ROIAOG
onoayyag méteag T éuPubiovg véuetau,
dyong éx mowTig ot iovAida meTNEcOAV
dauvAalmv dhomy €€ AMOG AQAUEVOS
£POLT" OMoONOT) YO0 VTIER EQOS AUEac
WyeT' ém oTeLvov mohAopéVN Gaouya.

YO HeV unotvlmv nat 000voxog ayrioTowv Te
£yYVC Amd JTvouy Txe xulvdduevog,
vijuot' avaminoag émpotolor Tot o8 Bavovrog
Iolmwv 0 youevg TovToVv EYwoe Thdov.

67 G-P=AP 7452
Mvhung EbBotholo cadpovog, ® mootovTeg,
TUVOUPEV: ®OWVOG TA.OL Ay Aidng.

68 G-P = AP 7.455
Moagwvig 1 pihowvog, 1) TBwv 00d0g,
gvtan0a xetton yonie, g 1o Tédou
YVOOTOV TTQOXELTOL TTAOLY ATTirT) ROME.
otével ¢ ral yag véQBev oy VIEQ TEXVWV
oVd' avdbg, ovg Elewmev évoeeis Plov,
gv &' avtl mhvtwv, ovvey' 1 ®OME nev).

69 G-P=AP 7.463
Atrta Tyodrdel, atita P, aiita AQLot®,
avta Typwoubom, moideg AgLotodixov,
oo VT MOIVog mepovevuévar aig £m TodTo
OG0 TTTNE 0TAo0S ®ATOAV' AQLoTOdXOG.

70 G-P=AP 7.163
--Tic tivoc evoa, yUvou, I[Taginv o niova neloow;
--ITonEm Kailtéhevs. --Kai modasti); --Zapin.

--Tig 8¢ oe nai ®x1eQéIEe; --OeO%QITOG, (O e YOVijeg
¢Eédooav. --Ovioxels O' éx Tivog; -- Ex toreton.
—-Edoa méowv étéwv; Ao xeixoowv. - H 04 y' dtenvog; —
--Odn, drlha Toleth) KaAltéhny EMmov.

--Z®oL 0oL ®elvog e nal €g Pabv yhoag (xotto.

--%0l 0oL, Eetve, mogoL whvta Toym T vahd.

71 G-P = AP 7.466
A Seil' Avtindeig, deth) &' Eyo 1) TOV &v fifng
axpf) ot podvov alda TUEWOUEVY,
ORTORALOERETNG O ATNMAED, TEXVOV- €YD O
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00paviov nhatw yioag 6dVQONEVT.
Bainv eigc Adog o#1eQOV dOUOV- 0VTE POt OIS
NOel’ oVT' Axtic dxrEOg NeLiov.
a Ot Avtinheig pepoonuéve, mévOeog eing
intne Cofg €x pue xnouooduevoc.

72 G-P=AP7.726
‘Eoméolov #Qov Andooto woAldxrig Dtvoy
1 yonvg mevinv ITAatbig dpvvopév,
ral TL TEOS NAOXATNV ROl TOV oVVEQLOOV ATQOKRTOV
feloev oo yNeaog dyyibugog
ral TL ToLOTIOL0G dtvevuévn dyotg € odg
relvov AOnvaing ovv Xagoww d6hyov,

1] Owvi) oLrvod mepl yohvatog dorlov Lotd
YELQL OTQOYYUAAOVC' ieQOETOO HQORV.
oydmrovtaéts &' Axegotolov nyaoev 1OwE
1 ®al) raldg [ThatOic VHnvapévn.

73 G-P=AP 7478
Tic mot' do' &i; Tivog doa mapd TlBov doTéa TabTa
TAUOV' €V NP ovel AGQVarL YUV LEVEL;
pviua 8¢ ral Tddpog aigv apageovrog 0ditem
dEovi nol TeoyLf) Aetta mapakéeTad.
10N ooV ®ail MAeVEAQ TaRATEIPOVOLY dUaEaL,
oyéthie, ool &' 0vdelg 0V’ eml ddnEL Paet.

74 G-P = AP 7.480
"Hom pev tétoumron Urerxena v ppuévov 0otedv
dopovin T, dve, TMAE Emuerlpévn-

NON ®ol onmdANreS VIER 600D avydlovTo

nuetéong: ti mhéov yiv émevvoueda;

1 YO0 TV omw v ity 680V EtunEavto
avOomaoL zot' EUf|g VIoOUEVOL ®EDAMS.
AMG 71e0g Eyyainv Aidwvéog Eopeia te
ol Nurtoc ta0Tng éntog it' dtpamtod.

75 G-P=AP 7.740
Avta ¢m Konbwvog éym AiBog, ot vouo xetvou
onrotoa, Konbwv 8' éyx86viog omodid,
0 motv nai I'yn maprogbpuevog OABov, 6 To molv
Pouvmauwv, 6 molv mhotoLog aimoriols,
O moiv—rti mhetw pubedp €Ty, Aol poraQTog,
ded, yaing doong dooov €yel LOQLOV.

76 G-P = AP 7.472b
Xewuéorov Cmnv vmoieleo, velo §' g douov
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g xiyw Petdwv 6 Koitou, gig Aidnv.

771 G-P=AP 7472
Mupiog v, dvOowae, }0OVog RO ToD, dyoL TEOC T
NhOec, xd howtog pvplog eiv Atd.
tig poipa Cwtg VmoieimeTal 1) doov doooVv
OTLY] ROl OTLYURG €1 TL Yo unAOTEQOV;
LuxE1 ogv Lo TeMpuévn, ovde Yo ot (5)
Noel’ AL’ €x000D otvyvoTéQn BavdTov.

&x ToiNng WVOQMIOL ATN®OPOUEVOL OOTOV
aguoving Yoo t'f Méoa ral vepéhag.
OVeQ, (', Og dyoeilov, £mel mepl Vijuatog dxreov
gV AxEQULOTOV ADTOG EdPeCopévn
Tolov 1O PardOoLov AmePwuivov olov
TOMQ Aoy Valov oTVYVOTEQOV O%EAETOD.
Nodv £E fodg dooov 00évog, vep, £0eVVAVY
eing év Mtf) nenhipévog PLoti
aigv To0To vOow pepvnuévog, dyolg Opuiig
Cwoig, €€ oing Nopodviool *oAduNG.

78 G-P=AP 7.731
VAumehog g oM xapont otneitopon aitwg
oxnmovie: xaléel W eig Aidnv Odvatog.
dvoxmdel ui, ['o6gye. Tl ToL yoLéotegov 1) Toelg
1] mlovpag moloag BdMpar LT Neiw;'
®d' elmag 0V 1OUTTY GO Twny 6 Tahonodg
HhooTo Mg Medvwv NAOE petoresiny.

79 G-P = Stob. 4.52.28
EVOupog dv Egecoe v € Adog
ATOQIOV €QIMV, OV YAQ €0TL dUoPaTog
0V oraANVOg oVd' évimheog TAGVNG,
0o ' 1) pAMoTa %ol ROTARALVTG
Amooa, xNx LEPLROTMV OOEVETAL.

80 G-P=AP9.318
Evpdoabov mondva nat evoxndvora Aehoyymg,
‘Eouf), »al tardTav, & ¢pthog, aiyifooty
nal Aoy ovnhOym €000 ®al aiyLvouiL TQoomvig:
€Eelg nal Aoy dvov ral YAGyeog peida.

81 G-P=API 190
Tav aiydv 6 vopevs Moouyog tov émioxomov EQuav
£€0100' aimolimv evdOnIpHOV Ao
AAAG ot ol T &v' deN YAweds xexogeouéval VAOG,
TOD Y AQIOKTHQOG Ui TL uéreoBe AMrov.
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82 G-P=AP9.744
Quywvopol Zotov xol Zipahog, ol ToAvaryot,
oia Badvoyivav, & Eéve, Troolxidav,
‘Eoud tupevtijoL »ot dyAayt TOV XudoaQyov
1éAreov eDTOYOY MY' AvEDEVTO TOAYOV.

83 G-P = APl 236
Avtob £€¢' aipaolaiol Tov ayoumvodvta Ilpinmov
gotnoev hayavov Agtvopévng puiaxar
A g Evtétapo, oo, Euplene. 'TodTo' &' EowTdg
"TOV OMywV Aoy dvov givera; TV OMywV.

84 G-P = AP1 261
Appotégoug mo' 6dotor pUAAE Eotnra IToinmog
iButeveg unodv 0p0Ldoog GOTaAOV,
eloaTo Y00 motov pe OednoLtog. AAN dmotnhod,
dwo, {0, ur) ®havong v pAEPa deEduevog.

85G-P=AP 10.1
O mhO0g HEAIOG, nail YO Aaloyedoo xeMdmV
Non pépPrwnev xm yapielg Zéhpvog,
Aewpdveg &' avBevol ogoiynrev 0¢ Bdhaooa
HOPAOL RO TONYEL TTVEVUATL BQOOCOUEVT).
ayrUag AvéLoLo ral Exhioolo yvoud,
VauTihe, ol TAOOLS IOV €delg 00OV V-
to00' 6 [Toinmog éymv émrtéAlopal, 6 Apevitng,
WVOQWP', G TAMOLS TTAoOV €T EUmOQINV.

86 G-P = APl 230
Mn) o0 ' &' olovopolo mepimheov ikbog mde
toDTO0 Yapadoaing Oepuov, odita, ming:
AMO LOADV pdAo TUTOOV VTEQ dapainfotov dxonv
nelo€ ye moQ nelva mopevig siTul
gvNoelg xeha@VToV uxEivou dLd TETENG
vapua Bogelaing Yyuyoodtegov vidpddoc.

87 G-P=AP 6.226
Tod1' 0Aiyov Kheltwvog ématiov 1) T dOMyadAaE
omeipeoaut Atdg 0' 0 oyedOV AumeleDV
To0TO 1€ T malewvi OAYOEUAOV- AL’ €71l TOVTOLS
Kheltwv oydmnovt éEeméono’ €tea.

88 G-P=AP9.719

Ovx Emhacév pe MOpwv: éetoato, fooropévay &g
€€ ayéhag éhdoog dfjoe Pdoel MBivo.
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89 G-P = APl 206
Oeoméeg 10V Egwta udévov Beov év Kvbepeing
ACovt' oy £TEQOV YQOITTOV AT ALOYETVITOV
AAL' Ov ITpaErtélng Eyvo Oedv, Ov mepl Poiivn
deQuOUEVOS OPeTEQWV AMITQOV Edmne TOOMV.

90 G-P = APl 307
18", g O mEGPUG €x nEOBAC AVarQémv
VITEOREMOTAL HOL TO AMDITOG EAXETOL
godyoL yutov, Tdv d¢ PAauTioV TO pev
Opwg puAdooel BGtegov §' AdAETEV.
uellodetol 0¢ Tav xEAUV dloanQénmv
ftolL BdBvirov 1) »alov Meyiotéa.
¢Uhaooe, Banye, Tov yépovta pi méon.

91 G-P=AP 6.120
O¥ pdvov Vymhroic émi dévopeoty oida xabiCwv
aelderv Cabegel navpatt oAmdpevog
meoixrtog avOpmmoLoL nelevONTNOLY AOLOOG
Onheing €oong ixpdda yevouevog
AMG ral edTTAN®og ABnvaing ém dovl
TOV TETTLY' dpeL W', Ve, Epelouevov:
6ooov yae Motoaug éotégyueda, tbooov AOHvn
g€ NUEwV, 1) YO TapB€vog avhobEéTeL.

92 G-P=AP 5.188
Otx adéw Tov 'Egwta -yAuric- poQTiQoual avtiv
KOmouv, BéPAnpal &' én doliov népaog
®al g tepoouaL, Oeguov &' ém Oeoud idAel
droaxtov, h\opa &' ovd' ooV iofoldv.
%O OVNTOS TOV AMTQOV Féomnel OvnTog O daipwv,
tioopar éyxiuwyv &' Eéocop’ dheEoOUEVOG.

93G-P=AP7.715
IToAoOv &’ Traking xeipon x0ovog €x te Tagovtog
TATONG, TOVTO O€ oL TKEOTEQOV HavATOV.
toloUtog mhaviwv dfLog Pilog, dALE pe Motoo
g€oteQEav, Auyodv & AvTi pelyQov Exw,
ovvoua &’ oUx Nuuoe Aewvidov: aiTd pe OMA
xnovooel Movoéwv tdvtog € fehiovg.

94 G-P=AP 6.44
IMevromotang Zatvpolot xal apsehodpitoor Barywm (1)
‘Ho®vag modtng dpdrypuato dputohig
TOLOOMV OLVOTEOMV TELOOOVS iEQMOATO TOVOdE
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ELITAN00G OLVOU TTRWTOYVTOLO RAOOVG,
wv Nuetg oneloavteg, 0oov O€g, oivom Baxnyw (5)
7ol ZatQoLg, Zatiemv mhelova mouedo.

95 G-P=AP 6.130
Tovg Bueeovg 6 Moloooods Ttwvidl ddoov ABdva
[TYEog amo Bpaocéwv éxpépaoev 'alatdv
évto TOV Avirydvou xabehmv otootdv. ov péya Badua:
alyuntol zal vov ral wdoog Aiaxidar.

96 G-P=AP6.110
Tav éhagpov Khedroog Vo nvopoiol Aoynoag
gntove Mowdvopou maQ TolEMxTov 1OMmE
ONxTd cavewThEL, TA &' dxTAEELLA pHETOTWV
Godyuad' vmEp npavady ahog Emake miTuy.

97 G-P=AP 6.154
Avyoovoup téde Tavi zai evootior Avaie
meéoPug xai NOpparg Agrag €0nre Bitwv:
ITovi pev dptitorov Yipagov cuuToioToQo UNTEOS
woo0d 0¢ Boouio ®Ad@va molvmhavéog,
NOupoig d¢ onieilc evmoinihov dvBog dOTmENG
GUALOL TE TETTAPEVOV OUpOTOEVTA QOO WV
av0' v ehvudgov, NOudat, 16de ddpa yEQovtog
avEete, [1av, yhayepov: Baxye, molvotddulov.

98 G-P=AP7.13
[MaBevirnav veaoldov €v UUVOTOAOLOL LEAMGOLV
"Howvvav Movoéwv dvBea dpemrouévnv
Awdog eig Vuévarov dvaomaoey: 1 oo t6d' Eudpomv
el thumg & maig, 'Bhonavog £00', Atda.

i 99 G-P=AP 7235
Apuevog N Eeivorotv dvng 6de xai dpilog doroig,
[Tivoagog, evpavov ITiegidwv medmorog.

100 G-P=AP 7.316
Thv &' eued otAnv maoapeiPeo prnrte pe yolgewv
eimmv uno' dotig, w tivog éEetdoag,
] ph v avoelg tehéoatg 600V 1jv 0¢ maeéAong
owyf) und' oVtwg v dvielg tedéooug.

101 G-P=AP9.25
Todpua 168" Agftolo danpovog, &g mote Aemri)
doovtidL dnvauovg dotépags edhdoato,
amhavéag T dudom xol AAuovog olot T Evagyng
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IAAOUEVOG RURAOLG OVQAVOGS €VOEdETOL:
aiveioBw o0& nopmv €gyov péya not ALog etvat
delteQog Hotig €0Mu' dotoa GpaevoTeQa.

102 G-P = AP 9.563
Tov dprhomwoLotiiv AnuodreLtov fjv ov £dpeiiong,
OvOoWIT, Ayyethov ToDTO TO ®0DPOV Emog,
MG 1) AEVROOTWQEOG EYM Ol EPDELOC 1ION
%elve ovroPoE® TAG ATVEOVS ARONOVG.
OTEVOATM -0V OYVETV YOQ €Y OTAOLV- €{TtEQ OTTMENYV
TanonTovt yonlel dpéyoar dm' dnpepdvog.

103 G-P=API 171
Apeoc #vrea TabTo Tivog xdowv, » Kubépeia,
gvdEduoaL, xeveov ToDTo dé¢ovoa FEog;
avTOV AQN YUUVT) YOQ AdOTALoOS, e O¢ AélewTTan
ral Bedg, AvOQWITOLS OTTACL LATNV ETTAYELS.
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