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Abstract

The thesis examines the presence of Demeter in Hellenistic poetry, while it also
considers the way contemporary Demeter cult informs the poetic image of the
goddess. My research focuses on certain poems in which Demeter is in the
foreground, that is, Philitas’ Demeter, Callimachus’ Hymn to Demeter, Theocritus’
Idyll 7, and Philicus> Hymn to Demeter, supplemented by the epilogue of
Callimachus” Hymn to Apollo and Philicus’ Hymn to Demeter. The first part of my
study is dedicated to the presentation of the evidence for Demeter’s role in the
religious life of places that are directly or indirectly associated with the poems |
discuss, that is, Egypt, Cyrene, Cos and Cnidus, in order to establish the cultic and
historical framework within which Demeter’s literary figure appears. In the second
part | closely examine the poems that feature Demeter and conclude that the goddess
and motifs closely linked with her have poetological significance, which supports the
view that Demeter functions as a symbol of poetics. Furthermore, | examine the
social elements in the narrative of the most extant Hellenistic poem on Demeter, i.e.
Callimachus’ Hymn to Demeter, and propose that these reflect Demeter’s role as a

‘social’ goddess.
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Introduction

The topic of the current study is Demeter’s presence in Hellenistic poetry. Demeter’s
importance in Hellenistic poetry has been noted by a number of scholars who
examined individual poems featuring the goddess," while certain studies on
Demeter’s cult in Ptolemaic Egypt have indicated that Demeter held a very
prominent role in the religion of the area. Callimachus’ Hymn to Demeter in
particular has very recently attracted scholarly attention anew, as indicated by the
articles of Giuseppetti (2012), Faulkner (2012) and Faraone (2012), each of them
dealing with a different aspect of the poem,? while Demeter’s cult in Ptolemaic
Egypt has been the topic of a detailed treatment by Parca (2007). Nevertheless, the
lack of a treatise entirely dedicated to Demeter’s appearance in Hellenistic poetry
that understands it within its religious context prevents a full appreciation of her
poetic significance.

The present study examines Demeter’s role in Hellenistic poetry through
close readings of the Hellenistic poems in which Demeter’s presence is prominent,
while it also discusses the religious framework within which these poems are
composed, aiming at constructing the poetic image of the Hellenistic Demeter while
taking into consideration aspects of her cultic image. The Hellenistic poems on

which my research focuses are Philitas’ elegiac poem Demeter, Callimachus’ Hymn

1 Cf. the remark by Giuseppetti (2012), 103: “for those interested in exploring the mythic and religious
dimensions of Hellenistic poetry, Demeter offers one of the most varied and suggestive subjects of
research’.
2 All three of them refer only in passing to Demeter’s metapoetical role. Giuseppetti (2012), 104 n. 2,
notes that he deliberately avoids discussing this aspect for it has been thoroughly analysed by other
scholars.



to Demeter and Theocritus’ Idyll 7, while | also examine the epilogue of
Callimachus’ Hymn to Apollo and Philicus’ fragmentary Hymn to Demeter.

My thesis is divided into two parts, each consisting of three chapters. In the
first part I discuss Demeter’s role in the cult of certain places that are relevant to the
poems | analyse in the second part: chapter 1 discusses the evidence for Demeter’s
cult in Ptolemaic Egypt, chapter 2 deals with Demeter’s cult in Cyrene and chapter 3
examines Demeter’s cult on Cos. The choice of the locations is based primarily on
the scholarly views regarding possible places of performance of Callimachus’ Hymn
to Demeter, as well as the geographical setting of Philitas Demeter and Theocritus’
Idyll 7. Here it is necessary to note that I do not align myself with the view that
Callimachus’ Hymns were composed for the purpose of an actual performance at a
specific religious occasion.® However, unlike Hopkinson who underplayed the
significance of scholarly arguments in support of specific perfomative contexts for
the Hymn to Demeter,* | consider that such propositions are indicative of the
complexity of the religious and mythological background of Callimachus’ hymn,
while they contribute to the appreciation of the poem within its literary context. The
same idea applies to Philitas’ Demeter and Theocritus® Idyll 7, although the
geographical context of those two is clearer. The purpose of this section then is to
establish the religious background against which the examination of the poems will
unfold in the second part. This is not to suggest that | juxtapose details of each poem

with elements of the goddess’ cult at a specific place, but rather that I associate

® The issue of the Hymns’ performance has been greatly discussed. The prevailing view is that they
were composed for recitation in front of a learned audience; see Wilamowitz (1924), | 182; Herter
(1931), 434; Hopkinson (1984), 37; Mineur (1984), 11-16; Bulloch (1985), 8; Cameron (1995), 63-67;
Morrison (2007), 106-109. Contra, Petrovic (2007), 114-171, who has recently re-addressed the issue
and argued that the ‘mimetic’ hymns of Callimachus reflect contemporary religious practices where
the epiphany of the god (in the form of a cultic object or statue) held an important role

* Hopkinson (1984), 39: ‘once we are rid of the preconception of h. 6 as a poem for actual
performance, these arguments have little force’.



aspects of the poetic Demeter with general features of her cult in a way that
illuminates her poetic portrayal.

The second part of my study is dedicated to the examination of the Hellenistic
poems featuring Demeter. In chapter 4 | present and discuss the poems and by
drawing on the elements they share, |1 conclude that the Hellenistic poems on
Demeter form a poetic network which has Philitas’ Demeter in the centre. Thus,
through parallel readings of the poems I trace certain motifs associated with Demeter
that occur in all or most of them and thus are important for definition of the goddess’
poetic symbolism. This notion is elaborated in chapter 5, where the poetological
implications of the reoccurring motifs are analysed also with regard to their literary
background. A basic observation is that traditional motifs of poetological
significance come into association with Demeter in the poems in question, which is
indicative of the idea that Demeter herself functions on a metapoetical level. As it
will be indicated, this role of Demeter is largely indebted to Philitas’ presentation of
the goddess in his elegiac poem, but is also supported by the fact that certain aspects
of her cult correspond to notions or qualities that are of special importance for the
definition of Hellenistic poetics. Thus the overall conclusion of the chapter is that
Demeter is presented as a symbol of new poetics, exemplified in the notions of poetic
inclusion and exclusion which have a prevalent role in her cult. The latter notions are
important also for my analysis in chapter 6, which deals with the socially informed
narrative of Callimachus’ Hymn to Demeter. The core of my argument is that the
social elements of the hymn are compatible with corresponding aspects of Demeter
as a goddess, and thus are indicative of the idea that Callimachus’ poem is not

detached from religious reality.



Part I: Demeter in Cult

In this part of my thesis I examine Demeter’s role in the cult of certain places to
which the most prominent Hellenistic poems dealing with Demeter that | discuss in
Part Il are closely related. In the first chapter | thoroughly present and analyse the
evidence for Demeter’s cult in Ptolemaic Egypt, an area where Callimachus, Philicus
and Philitas composed the greatest part of their poetry as well as the place where
Ptolemaic religious policy is more manifest. In the second chapter | examine the
evidence for Demeter’s role in the religious life of Cyrene, a region of prominence
for Callimachus and the Ptolemies. Finally, in the third chapter I deal with Demeter’s
cult on Cos and Cnidus: Demeter’s cult on Cos is the central theme in Philitas’
Demeter and the framework of Theocritus’ Idyll 7, while Coan associations underlie
in Callimachus’ Hymn to Demeter, which also alludes to Demeter’s cult in Cnidus.
The purpose of this section of my thesis is to establish the poems’ religious
background, which will contribute to the understanding of specific aspects of the

poems and the goddess’ literary persona that I discuss in Part I.°

> This is not to suggest that | attempt a mechanical correspondence between details in the poems and
specific cultic elements; my conclusions are rather more general, dealing with aspects of the goddess.



Chapter 1

Demeter in Egypt

Alexander’s conquest of Egypt and the subsequent establishment of the Ptolemaic
kingdom were accompanied by the immigration of great numbers of people from
various areas of the Greek-speaking world.® As it was natural for the new colonists to
carry with them habits, customs and beliefs they had in their homelands, it is no
surprise that cults of certain Greek gods were transferred into the new lands.
However, the multinational and religious multicultural character of the residents of
the recently founded big cities, especially Alexandria, allowed only a few cults of
Greek deities to grow. A number of different factors determined each cult’s form and
popularity in Egypt; one of them, possibly the most important, was the position it
held within the framework of the Ptolemies’ religious policy.” It is now generally
acknowledged that the Ptolemies’ religious program addressed not only the Greek
people of Egypt, but also the native population, aiming at maintaining a balance
between the two communities.? For this reason, the gods that were more prominent in

Ptolemaic cult were either Greek deities who bore correspondences with deities of

® See Clarysse (1998), on the diversity of the people of Hellenic origin who immigrated to Alexandria.
” On the Ptolemaic religious policy, see Fraser (1972), | 213-246; Koenen (1993); Hélbl (2001), 77-
123.

¥ See e.g. Stephens (2003), 12-16.



the native Egyptian pantheon and thus appealed also to the indigenous population,®
or those who were created or re-invented with this double audience in mind.*

In this context, Demeter was one of the Greek deities that held a prominent
position in the religious life of Ptolemaic Egypt. It is indicative that the most popular
theophoric names in Ptolemaic Egypt were those associated with Demeter.' The
reasons for Demeter’s popularity in Egypt are numerous and diverse. The most
important was, without doubt, her aspect as an agricultural goddess: she is the one
who presides over the fertility of land, which was of great importance for Egypt
whose economic base lay in agriculture. At all times in the history of ancient Egypt,
the cultivation of land provided the means to the greatest part of the population and
was crucial for the state’s finances. Egypt’s proverbial fecundity depended
completely upon the Nile’s flood:*? the largest part of arable land was near the Nile
Delta or the Nile Valley, and since the rainfall was very scarce, the state’s main

concern was to establish and maintain an irrigation system in order to exploit the

® For instance, Aphrodite and Dionysus. See p. 27 for Arsinoe and Aphrodite. For Dionysus, see
Fraser (1972), 1 201-208; Muller (2009), 159-168.
19 For instance, Sarapis and Isis. For Sarapis, see Plut. Mor. De Is. et Os. 362a-e; Tac. Hist. 4.83. Cf.
Fraser (1972), | 246-259; Dunant (1973), 45-64; Thompson (1988), 116, 212; Shipley (2000), 165-
166; Holbl (2001), 99-101. For Isis, see esp. 10-11.
11 See Ronchi (1974), 224-229 for the sources. Cf. Visser (1938), 36-37; Clarysse and Thompson
(2006), 11 333. There are 56 instances of names deriving from Demeter (mainly Demetrios); Ammon
is second with 51 instances and then follows Apollo with 42 and Heracles with 29. The demotic name
Oeopoeopiog is also attested in the papyri, see: SB 111 6667 = SEG 1 866 (second century BC); UPZ
118.5 (136/83 BC). Cf. Calderini (1975), s.v. ‘@eopopopiog (1)°, 269; (1988), 141.
2 Egypt’s fertility and the Nile are praised by Greek authors, e.g.:
Aesch. TrGF 3 F 300.5-7:
maco 8’ VOUANC

Afyvmtog dyvod vAOTOG TAT|POVUEVT|

oepécfrov ANunTpog AvtéAAeL oTiyLY
Eur. Hel. 1-3:

Neilov pev aide kodmdpBevor poad,

avti dlog yoakdadog Atyvmtov TEdov

Agvki|g Takeiong y1ovog LYPAiveL YOOG
Cf. Herodotus’ account on the Egyptians and the Nile (2.14.2), according to which people there live
from the land with little labour: they do not need to plough, since the Nile rises and waters their fields
for them, they sow the fields but then pigs thresh the grain.



water from the flood as efficiently as possible.™® People’s anxiety for the unstable
flooding of the Nile and the interrelated fertility of the crops was reflected in the
worship of agricultural deities; therefore, it was natural for those who lived in Egypt
to turn to Demeter, the Greek agricultural goddess par excellence.

Demeter’s fertility aspect was emphasised in her assimilation with the
evidently most important Egyptian goddess at the time, Isis.'* This is the second,
equally important and interrelated factor which contributed greatly to the adoption
and diffusion of Demeter’s cult in Egypt. Demeter’s assimilation with an Egyptian
deity is understood within the framework of the traditional associations between
Greek and Egyptian religions that were cultivated much earlier than the Hellenistic
period.™ With regard to Demeter in particular, Greek authors reproduced or reflected
Egyptian traditions which claimed that Demeter’s Attic cult originated in Egypt.*°
Herodotus, for instance, reports that the Thesmophoria were transported to Attica
from Egypt by the daughters of Danaus,’” while Hecataeus of Abdera, a direct
witness of the religious life in Ptolemaic Egypt,® records in his Aegyptiaca how the

Egyptians claimed that many important Athenian institutions, among them the

13 See Eyre (2010), 292-295, on agriculture as the basis of the economy in Pharaonic Egypt. For
agriculture in Ptolemaic Egypt and the role of the Nile, see Manning (2003), 27-30, 72-73; Kehoe
(2010), 310-311.

!4 Basic treatments of the assimilation of Demeter and Isis are found in the following: Fraser (1972), |
199-201; Tobin (1991); Merkelbach (1995), 51-53 no. 93-96, 60-62 no. 106-108; Pakkanen (1996),
passim; Thompson (1998), 705-707; Parca (2007), 197-201.

!> The topic of Egypt’s ‘Hellenization’ by Greek authors had been examined thoroughly by Vasunia
(2001). For ancient Greek authors writing on Demeter and Egypt, see Tobin (1991), 187-188.

16 Cf. the similar scholarly view of Foucart (1914) that the Eleusinian mysteries were transferred to
Greece from Egypt and that Demeter is a Hellenised Isis. His suggestions were dismissed, see e.g.
Picard (1927).

Y Hdt. 2.171.4-9: Kai tiig Afjuntpog tehetiic mépt, Thv oi “EAMveC Oeopopopio kahéouat, Koi Tomtng
pot mépl edotopa keichw, MY doov avfic doin €oti Adysv: ai Aavaod OBuyatépec foav ai v
tehetnv Todv €€ Alydmrov e€ayayodoat Kai diddEacal tag ITelaoyidtidag yovaikag.

¥ Hecataeus was a contemporary of Ptolemy | Soter; for his chronology see Suda & 359, s.v.
“Exatoiog, ABdnpitng’; Diod. Sic. 1.46.8; Josephus Ap. 1.183. Cf. Fraser (1972), 11 719-720 n. 6-7.



Eleusinian mysteries, derived from Egypt.* More specifically, he mentions that they
considered the legendary king of Athens Erechtheus as an Egyptian who became
Athens’ benefactor when he exported great amounts of corn to the city, thus saving
its people from a terrible drought. Subsequently, as the donor of corn he legitimately
established at Eleusis the cult of the goddess who presided over the fertility of the
land and the cultivation of cereals. Subsequently, the Eumolpids and the Kerykes, the
priestly gene that controlled the worship of Demeter at Eleusis, were also claimed to
have derived from Egypt.

With regard to Isis, Herodotus notes that ‘Demeter in Egyptian is Isis’,?
while Diodorus Siculus writes that ‘the same goddess is called Isis by some, while by
others Demeter’.?! Similarly, the fourth century writer Leo of Pella mentions in his
treatise on Egypt that ‘Isis is called Demeter by the Greeks’.”? At a later time,
Plutarch records the similarities between the rites of Isis and the Greek
Thesmophoria.?® Thus Isis was known to the Greeks from the fifth century or even

earlier, possibly through the Greek colony of Naucratis at the Nile.?* It is indicative

Y FGrH 264 F 25 = Diod. Sic. 1.29.1-5.

20 Hdt. 2.59.6: “lowg 8¢ fom katd TV EAAjveov yAdccav Anuimp; 2.156.20-21: aiyortioti 8¢
Amodwv pév Qpoc, Anunmp 8¢ “Toic,

%! Diod. Sic. 1.25.1: v a0t yap oi pév “Iow, oi 8¢ Ajuntpav, oi 8 Ocopopdpov, ol & TeAqvny, ol
8¢ “Hpav, ot 8¢ mhoag taig mpoonyopioig ovopdalovot.

?2 The passage is preserved in Clem. Al. Strom. 1.21.106.3: Aéov 8¢ O 0 mept @V kat’ Afyvmrov
Ocdv Tpaypoteveduevog TV “Iotv vmd EAlivov Afuntpo kakeicOai pnow. Cf. Witt (1971), 127-128.
2 Plut. Mor. De Is. et Os. 378d-e: kai map’ "EAnow Spota modkd yiveton mepi oV odtdov Opod
TLYpOVOVY, oic Alydmtior Spdowv év toi¢ Iogioc. kai yap ABMvnoL vnotedovoy oi yvvoikeg &v
Oecpopopiolg yopol kabnquevar, kai Bowwtol ta g Ayoaiag péyapa kwvodowv Emaydi v €optnv
gketvnv dvopdlovteg, g S1é v Tiig Kopng kdbodov év dyst thic ARuntpoc odong. 6118’ 6 Uiy ovTog
nepl [TAewddag omopog, ov ABvp Aiyomrtior, [Tvaveyidva 6 AbBnvaiol, Boiwwtol 8¢ Aapdtpiov
KaAODGL.

? See, for instance, the dedication of an Isis and Horus statue by an lonian Greek residing in
Naucratis, dated to the end of the sixth or fifth century BC, published by Edgar (1904).

10



that a sanctuary of Isis was established in Piraeus by Egyptian merchants in the
fourth century BC.?

Isis” character in pharaonic Egypt is not much illuminated by the sources.? It
is known that she rose in prominence in the New Kingdom and that she was a throne
goddess who functioned as the guardian of the king?’ and was best known as the
sister and wife of Osiris and mother of the sun god, Horus, with whom each Pharaoh
was identified.?® It was in the Ptolemaic period that Isis’ cult developed greatly,
when she was ‘reinvented’ as the wife of Sarapis, with whom she shared a common
cult in Alexandria (and at a later stage along with their son Harpocrates).? In all
respects, Isis of the Hellenistic period was an almost completely new ‘product’: she
was a ‘Hellenised’ Isis, the Egyptian counterpart of Demeter.®° Isis was associated,
like Demeter, with agriculture and the fertility of the crops:** she or Osiris is said to
have discovered the first fruits,*? while the latter is reported to have travelled around
the earth to diffuse the art of agriculture, assuming a role similar to that of
Triptolemus.*® More importantly, Isis was believed to control the fecundity of the
land by managing the rising and flooding of the Nile every year, since, according to a

myth recorded by Pausanias, the rise of the Nile was caused by the tears of Isis

> See the Athenian decree IG® Il 337, dated to 333/332 BC, the same year that Alexandria was
founded.

% Ashton (2001), 37.

%" Her hieroglyph meant ‘throne’, thus she might have personified the royal throne originally. See
Frankfort (1948), 6; Witt (1971), 15; Dunand (1973), 4-5; Heyob (1975), 1.

%8 Hdt. 2.156.15-19; Diod. Sic. 1.13.27; Plut. Mor. De Is. et Os. 355d-f. Cf. Thompson (1973), 58.

% Fraser (1972), | 263-265; Thompson (1973), 58; Ashton (2001), 37. Cf. Arrian’s account on the
foundation of Alexandria and the design of its architecture by Alexander himself (Anab. 3.1.5): ©660¢
obv AapPéver ovtov Tod Epyov, kel avtdg To onpeio T moAer EOnkev, va te dyopdv &v adTi
Selpocon £8e1 kol iepd 8o0 kol Oy Avivov, tdv pév EMnvikéyv, "Todog 88 Aiyvrrtiag, koi 10
18iy0¢ 1) mep1PePAfico. kai mi TovToIg £00ETO, KOL TO 1EPd KON EQaiveTo.

%0 For the “fabrication’ of Isis’ identity by the Ptolemies and their exploitation of her cult as a means
of propaganda, see Pachis (2004), 166, 170. Cf. Solmsen (1979), 21; Tobin (1991), 188.

3! Dunand (1973), 85-88.

%2 For Isis, see Diod. 1.14.2; 27.4. For Osiris, see Plut. Mor. De Is. et Os. 356a-b.

% Diod. Sic. 1.17-18. On Triptolemus, see p. 195 n. 896.
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mourning for Osiris.** Furthermore, as the mother of Horus, she was the archetypal
nursing mother goddess, just as Demeter was as the mother of Persephone,® while
she was considered as the protector of the dead, just as Demeter-Persephone in her
chthonic form.*

Those roles are exemplified in the main myths of the two goddesses, where
their parallelisation is very clearly manifested:*” as Demeter loses her daughter when
the latter is abducted by Hades, Isis loses her husband who is murdered by his
brother. They both wander around the earth to find their beloved and in the course of
their search they find a mortal queen whose son they take care of and try to make
immortal by fire. In the end, both stories reach resolutions: Osiris’ mummification is
followed by his resurrection as the god of the Underworld, while Persephone’s stay
in the Underworld is succeeded by her ascent to the upper world and the
reunification with her mother every spring.®

The correspondences between the two mythical circles are best demonstrated
on the frescoes found in the Alexandrian catacombs of Kom el-Shugafa, dated to the
late first century AD.* There, on the walls above the sarcophagoi, two parallel, one
above the other, scenes are visible: one Egyptian, one Greek. The upper register
depicts Osiris’ death and mummification, with Isis and her sister Nephthys next to
him lamenting for his death. On the lower zone, three Greek goddesses, i.e. Athena,

Artemis and Aphrodite, are shown and next to them Persephone, who wears a

% paus. 10.32.18. Witt (1971), 14; Stephens (1998), 176-177. According to Plut. Mor. De. Is. et Os.
36643, Isis was identified with the Dog Star that caused the flooding, or that Isis was the earth fertilised
by Osiris-Nile.

% Dunand (1973), 9-11, 95-98.

% Thompson (1973), 58.

¥ See e.g. Solmsen (1979), 10-11; Thompson (1998), 707.

% The basic source for Demeter’s and Persephone’s myth is the Homeric Hymn to Demeter. Accounts
of Isis” and Osiris’ story are found in Diod. Sic. 1.21-22; Plut. Mor. De Is. et Os. 361d-e, 366d-367c.
% See Empereur (1998), 170-173 with illustrations. Cf. Thompson (1998), 707; Guimier-Sorbets and
Seif EI-Din (2004), 137; Parca (2007), 203-204.

12



kalathos on her head, is being dragged away in a four-horse chariot by Hades.*° The
paintings on the side walls supplement the myth of Persephone’s abduction: one
depicts Persephone accompanied by her friends before the abduction, and the other
the moment of her return from the Underworld and her welcoming by Demeter and
Hecate. Both stories are appropriate in the context of a burial site, as they both
symbolise death and rebirth. Significantly, the two scenes are juxtaposed and not
merged, thus attesting the coexistence and not the mixing of the two separate
traditions. However, their parallel depiction proves that the people of Alexandria
noticed the similarities and correspondences between the two myths and were
receptive to both, adhering to both beliefs in afterlife.**

Admittedly, the frescoes of Kom el-Shugafa represent one of the few
instances where the two traditions are juxtaposed but at the same time are so clearly
distinguished. It is more common for the two goddesses to appear assimilated or
equated, such as in some of Isis’ aretalogies. In the oldest of them (second century
BC), originating not from Egypt but from Maroneia of Thrace,* Isis is presented as
the Law-giver*® and associated particularly with Athens, Triptolemus and Eleusis.**

Furthermore, in the Hymns to Isis composed by lIsidorus for the temple of Isis-

%0 Cf. the wall painting of Persephone’s abduction in a forth-century BC tomb at Vergina; see
Andronikos (1994), 126-130.
*! Empereur (1998), 172-173. Cf. Dunand (2007), 256.
2 |ThraceL 205; SEG XXVI 821; SEG XXXI 676; SEG XXXIIl 1570; SEG XXXVI 1586; SEG
XXXVIII 2014; SEG XL 1718; SEG XLII 655; SEG LIl 1978; SEG LIl 2232; Merkelbach (1995), 1,
61, 63, 71, 79, 122, 223-224. See Papanikolaou (2009).
® Line 29: ob vépovg &wkoc, Oeopol 8 ékalodvto kotd mpdtac. Cf. Diod. Sic. 1.14.5; Apul. Met.
11.3.
* Lines 35-41:

oV pécta T ‘EALGd0G ETipncag tag

ABMvag kel yap mpdTov ToUG Kapmovg EEEpnvag Tpurtode-

HogG 8¢ ToVg iepovg dpdicovtdg cov Katalen&ag apoTopo-

povpevog eig mhvtag "EAANvac S1€dwKe TO oméppa Totyopodv

g név ‘EALGdog 16€lv omeddopey tag ABnvag, tdv & Abn-

vav ‘EAlevoiva, thg nev Evpanng vopilovreg tv mo v, Tig

8¢ mOAEmG TO 1EPOV KOGLOV.
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Hermouthis in the Fayum in the end of the second century BC, Isis is invoked as
Demeter (alongside other female deities)* and is said to be worshipped by all people
under the names of other goddesses, among them Demeter.*® Demeter and Isis’
assimilation is more evident in iconography, where the two goddesses lend attributes
to one another: in some instances Demeter appears with Isis” crown and dress, while
Isis is at times depicted holding a torch, poppies and cornstalks or with a
cornucopia.”’

Nevertheless, apart from her appearance as or in relation to lIsis, there is
plenty of evidence from Ptolemaic Egypt which confirms that Demeter was
worshipped independently, in separate cult places and at distinct festivals. | begin my
survey of the evidence with the examination of the sources for Demeter’s cult in
Alexandria. The existence of a Thesmophorion in the Ptolemaic capital is attested by
Polybius, in his account of the events following the death of Ptolemy IV Philopator
towards the end of the third century BC.*® He mentions the temple as the place of
refuge of Oenanthe, Agathocles’ mother, who took advantage of the fact that its

doors were open for the annual sacrifice to Demeter. In the same point Polybius

* Hymn 1.3: Anoi dyiot; Hymn 3.2: "ot ayvi, Gyia, peydhn, peyohdvope Anoi; Hymn 4.4: Anoi
vyiotn "Towt Oeopopdpw). For the edition of Isidorus” Hymns to Isis see Vanderlip (1972). On these
hymns in general see Fraser (1972), 1 670-672; Hermann (1999), 75.
* Hymn 1.18-24:

Aotaptnyv Aptepiv o Lopot kKAnlovot Navaiov

kai Avkiov £6vn n Antodv kaAéovotv dvacoay

Mntépa o1 kKMlovot Bedv kail @prjikeg Gvopec,

“EMAnveg &” “Hpnv peyoroBpovov 116° Appoditnv

kai ‘Eotiav dyodnv, kai Pelav, kai Aquntpa,

Aiyontior 8¢ O10dtv, 811 povvn €1 o0 dmacon

ol V7o TV E6vdV ovopalopevar Beal GAlat.
*" See Dunand (1973), 92-94, 257; (2007), 258-259. Cf. Hermann (1999), passim, who discusses
Roman bronze statuettes and clay lamps from Egypt depicting Demeter wearing a long tunic, a cloak
and a diadem which is sometimes accompanied by a kalathos or/and a disc crown, while holding a
torch and an ear of corn in her hands. He argues that this is a type of ‘Egyptian’ Demeter and notes
(page 70) that this type of figurines ‘must not only have been common there, but it must have been
especially at home there. It was in all likelihood the centre from which the design emanated to other
parts of the Mediterranean’. On the cornucopia see below, p. 32-33.
*® pPolyb. 15.29.8-9; 33.8.
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refers also to a temple of Demeter;*® more specifically, he records that Agathocles’
supporters kidnapped Danae, Tlepolemus’ mother-in-law, from Demeter’s temple in
Alexandria and then dragged her through the city and imprisoned her. The fact that
Polybius does not refer to the temple as the Thesmophorion might be an indication
that he had two different buildings in mind.®® Another reference to the
Thesmophorion is found in the fragmentary papyrus of Satyrus’ work on the Demes
to Alexandria (late third century BC). There, Satyrus records a decree regarding the
cult of Arsinoe Il Philadelphus and describes, among others, the course of the
kanephoros’ procession which had to pass by the Thesmophorion.>* Although no
archaeological traces of a temple (or temples) of Demeter were found in Alexandria,
its (or their) approximate location might be deduced from the context of the events
described by Polybius.® Thus, it/they must have been situated within the royal
district, i.e. in the inner city or in a very nearby suburb, hence classified among the
most important cult places of the capital.”®

The evidence for the existence of a separate Kore temple in the city is not
firm. Epiphanius (end of the fourth century AD) refers to a celebration in honour of

Kore and Aion in Alexandria, but it is not certain if this originated in the Ptolemaic

* polyb. 15.27.2.

%0 See Skowronek and Tkaczow (1981), 132 with n. 9. They argue that that although ancient studies of
Alexandrian topography tended to confuse the two structures, Polybius distinguishes them clearly.
Contra, Fraser (1972), 1 198.

51 P.Oxy. XXVII 2465 fr. 2 col. 1: 10D Apowong [ ] Osopopopiov [ ] ITtokepaieiov pndeic Podiiéto
] Kavneop® Apoivong DAadéleov petd TPLTAVE®DY Kol iepémv Kol YOUvacslipyov Kol pnPov Kol
papdopdpwv (= Burstein 93; Austin 295). Cf. Thompson (1973), 71-72. On Arsinoe’s kanephoros, see
below, p. 27-28.

%2 See Skowronek and Tkaczow (1981), 132, 134 and Fraser (1972), 11 334 n. 70, for the outdated,
false identification of the ruins of a temple found near the Canopic Street with the Thesmophorion.

>3 Fraser (1972), 1 198-199.
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period.>* Generally, as the presentation of the evidence will illustrate, Kore did not
hold an important role in the cult of Ptolemaic Egypt as Demeter.

The Alexandrian suburb called Eleusis has prompted the greatest debate
regarding Demeter’s cult in the Ptolemaic capital, primarily with reference to the
nature of the celebrations that took place there.>> A brief reference to Alexandrian
Eleusis is found in Strabo, who offers details mainly on its geographical location,
that is, on the canal route to Canopus, in the south-eastern part of the city.>’ He
additionally informs us that it was the place where xavoPiopog (‘Canopic way of
life’, i.e. living lavishly) initiated and flourished.®® The Suda refers to the ‘village of
Eleusis’ as the place where Callimachus had taught as a schoolmaster when he
arrived in Egypt,> while Livy mentions a river at Eleusis and the latter’s distance
from Alexandria (four miles).® Moreover, some instances of the demotic "EAevoiviog
which most possibly refer to the respective Alexandrian suburb are found in papyri.®*

Overall, the aforementioned sources attest the existence of a place called

Eleusis in Alexandria, but provide no evidence regarding the worship of Demeter

> Epiph. Panar. haeres. 51.22.8. See Fraser (1972), Il 336-337 n. 79 §2; Skowronek and Tkaczow
(1981), 132. An additional reference to a festival in honour of Kore is found in Posidonius (quoted by
Strabo) FGrH 87 F 28.4, where he mentions that Eudoxus from Cyzicus arrived to Alexandria as a
theoros for the Koreia. However, it is more likely that he went to announce the festival to be held in
his own city, rather than to attend one in the Egyptian capital. Cf. Fraser (1972), 11 336 n. 79 §1.

% For a summary of the evidence and scholarly views, see Fraser (1972), 1 200-201; 11 338-339 n. 80-
88; Hopkinson (1984), 33-35.

% Strabo 17.1.16: 'Ev 8efild 8¢ tiic KavepPic moing £E6vit 1 didpvé Eotv 1 émi Kavopov
ovvamtovoo T Muvn: tavty 8¢ kal €mi Xyediov 0 TAodg énl TOV péyav motouov kai €mi tov Kavmpov,
npdrov 8¢ €mi v 'Edevciva: €0t 8’ abtn Katokio tAnciov tiig te AheEavopeiog kai Thig NiKomoAewg
€n’ avtii 1 KoavoPiki didpoyt keyévn, dwitog Eyovoa kai andyelg toig kamvpiley foviopévorlg Kol
avopdotl kol yovaiéiv, apyn tig KavoPiopod xoi tiig kel Aapvpiog. Cf. Calderini (1975), s.v.
“EXevoic (2)°, 136; (1988), 104.

%" See Skowronek and Tkaczow (1981), 134 on the archaeological findings at and near the alleged
location of Alexandrian Eleusis.

%8 Cf. Fraser (1972), | 200.

% Suda k 227, s.v. ‘KoAhipoyog’: mpiv 8¢ cvotadij T Pocihel, ypaupoto £8idackev &v EAgvoivy,
kopvdpio tiic Ale€avdpeiog. Cf. Pfeiffer (1953), Il xciv. 1.

% | jv. 45.12.2: ad Eleusinem transgresso flumen, qui locus quattuor milia ab Alexandrea abest.

%1 See Satyrus, P.Oxy. XXVI1 2465 fr. 3 col. 2.11; P.Petr. |1l 4.6 (237 BC). Cf. Fraser (1972), | 44,
200, 11126 n. 8.
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there. For this reason, the scholarly discussion on the celebrations at Alexandrian
Eleusis and their possible relation to Attic Eleusis has focused on three other
testimonies. The first is a scholion on Callimachus’ Hymn to Demeter, which
mentions that Ptolemy II Philadelphus established the procession of Demeter’s
kalathos in Alexandria in imitation of Athenian customs,®® presumably the
Eleusinian mysteries, thus implying that this was the ritual portrayed in the hymn.®
However, as scholars have pointed out, this kind of procession is not attested in
Athens,® while the ritual described by Callimachus is more similar to the festival of
the Thesmophoria than the Eleusinian mysteries.®

The assumption that the Athenian custom mentioned in the scholion was
related to the Eleusinian mysteries was based on another source: according to
Tacitus, Ptolemy | Soter invited the Athenian Timotheus of the Eumolpid family to
come to Alexandria to offer him advice on the introduction of Sarapis’ cult in the

capital.®®

Since the Eumolpidae were the genos from which the hierophants and other
priests of the Eleusinian mysteries derived,’” some have assumed that Timotheus, as
the religious advisor of the king, offered him valuable information regarding the

celebration of the mysteries in Attica, and that this was reflected in the establishment

%2 Schol. H. 6.1.: 'O ®Wadehpog TTrokepaiog katd pipnow tdv Anvdv &0n Tva pvoev &v
AleEavdpeiq, &v oig koi Ty oD koAdOov mpdodov. E0oc yap fv &v Abfvarg v dpropévn fuépa &l
oynuotog eépectan karabov gic Tuny thg Aquntpog. Cf. Pfeiffer (1953), Il Ixxix. On the Hymn to
Demeter and the kalathos procession, see p. 28.

%3 See Fraser (1972), 11 339 n. 87; Hopkinson (1984), 32-33. Some scholars argued that Callimachus’
hymn was composed on the occasion of the introduction of Arsinoe’s Kanephoros to Alexandria, see
Kern (1901), 2742; 1Jsewijn (1961), 136. Cf. Minas (1998), 48-49.

* Dillon (2002), 125.

% See Cahen (1930), 247-249; Fraser (1972), 1l 339 n. 87. Hopkinson (1984), 35-36, 39-43; Depew
(1993), 65; Giuseppcetti (2012), 105-106.

% Tac. Hist. 4.83.2: Ptolemaeus omine et miraculo excitus sacerdotibus Aegyptiorum, quibus mos
talia intellegere, nocturnos visus aperit. atque illis Ponti et externorum parum gnaris, Timotheum
Atheniensem e gente Eumolpidarum, quem ut antistitem caerimoniarum Eleusine exciverat, quaenam
illa superstitio, quod numen, interrogat.

%7 See Suda ¢ 3584, s.v. ‘Evpoinidar’. Cf. Hymn. Hom. Cer. 154, 475; Diod. Sic. 1.29; Apollod.
3.15.4 for Eumolpus, the eponym of the genos and, according to the myth, one of the founders of the
Eleusinian Mysteries.
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of a place called Eleusis.?®® Nevertheless, both the possibility that the name Eleusis
was transferred to Alexandria with the intention of reproducing the Eleusinian
mysteries in Egypt and the view that actual mysteries took place there have been
successfully rejected by scholars on the basis of the weak support they receive from
the sources.®

The only author that specifically refers to ceremonies taking place in
Alexandrian Eleusis is Satyrus, who reports that it was named after Attic Eleusis and
that once a year it hosted a panegyris which consisted of a musical and, possibly, a
theatrical contest.”” He thus confirms the existence of some kind of annual
celebration in Alexandrian Eleusis, as well as the place’s relation to Attic Eleusis.
These, however, are far from being evidence for the transplanting of the Eleusinian
mysteries in Alexandria.”* There is only one dedication to Demeter from Alexandria,
on behalf of Ptolemy IV Philopator and Arsinoe 111, and it addresses Demeter jointly
with Kore and Dikaiosyne.” The last epithet may be a personification of Demeter as

Thesmophoros (thus associated with laws and justice), or Isis, who is attested with

% Fraser (1972), | 200-201, 11 338 n. 86.
% See Fraser (1972), I1 339 n. 88, for bibliography. He follows Lloyd-Jones (1963a), 454, who has
pointed out that humerous other sites with the name Eleusis are attested, for which no evidence of
mysteries analogous to the Eleusinian exists. Epictetus (Enchiridion 3.21.11-14) attests that the
transfer of the Eleusinian mysteries to a different land was considered a sacrilege. Fraser (1972), |
201, refers also to the Roman emperors’ difficulties in transplanting the Eleusinian mysteries to
Rome.
"0 Satyrus, P.Oxy. XXVII fr. 3 col. 2. 1-5: 6md tod chveyyvg dvioc iepod, Thv &’ opevopiav siingdtoc
and Tiic &v ABMvaig EAcvoivog, ob kot’ £vianTov Opoime &Thyxavev dyopgvn maviyvpis Exovca
YOLVIKOV KO LOVGIKOV Gy@va., yoplEoTatov TOmoV Kateyovong Béac.
! See Dunand (2007), 256, who refers to it as evidence for the familiarity of the people in Egypt with
the Eleusinian legend nevertheless.
2 0GIS 83:

unep Paciiémg [toepaiov

kai Pacidicong Apovong,

Bedv Ovomatdpmv,

AmoAOVIOG Appmviov Kol

Twoxov Kpiothdov koi 1 mondio

Aquntpt kol Képn kol Awkotoovv.
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the epithet Dikaiosyne. However, since Kore is also mentioned here, it is most
possible that the reference is not to Isis.”

More eloquent regarding Demeter’s worship in Egypt are the sources —
mainly papyri — from the Ptolemaic chora. To begin with, three letters from the
archive of Zenon attest the early existence of Demetria and Thesmophoria in
Alexandria and the Arsinoite nome, where, as it will be illustrated further below,
Demeter’s cult gained great popularity throughout the centuries.” The first letter is
written by a xiBap@dog named Satyra who complains to Zenon that, despite the
hypomnema filed by Apollonius, she and her mother have not yet received the
payment (clothing allowance and ‘provisions’) for the former’s performance (?) at
the Demetria; thus she requests to be sent what she is entitled to receive.” No further
information is provided regarding the exact time of the year that the festival took
place, neither it is specified whether the Demeter festival was held in Alexandria or
at the place of the letter’s provenance, i.e. Philadelphia in the Arsinoite nome.’® In
the second letter, a certain Ctesias informs Zenon that he was not able to deliver to
Aristeas the two jars of wine destined for Amyntas’ wife for the Thesmophoria,
because Aristeas was away.’’ Since it is known from other sources that Amyntas
lived in Alexandria, it is very likely that the Thesmophoria mentioned here were held

in the Ptolemaic capital, presumably at about the same time of the year as in

" See Fraser (1972), | 221.

7 Zenon of Caunus was the secretary of Apollonius, the financial minister of Ptolemy 11 Philadelphus
and later of Ptolemy Il Euergetes.

> p.Cair.Zen. | 59028.7= SB 111 6784 (dated possibly to 258 BC): kai todto 8 ob Toig Anuntpiolg
anéotethag dodvar npiv. Cf. Rowlandson (1998), 98 no. 77, who translates it as ‘and these you send so
as to reach us during the festival of Demeter’.

’® See Casarico (1981), 126-127; Parca (2007), 201.

" 'P.Col. 111 19 (= P.Col.Zen. | 19), dated to 257 (28™ November). Lines 1-3: &ypayéc pot tva 5@
Apiotsi Gote | Tt ApovTov yuvauki gic 1o Osopoedpia yia §00. Sidt o i émdnueiv oby OV Apiotéa
ov0evi dEdwKa.
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Athens.”® According to the third letter, a man named Ariston sacrificed a pig at a
sanctuary but was later accused of having stolen the animal that had been fattened
‘for the fasting of Demeter’.”” Both references, i.e. to the pig sacrifice and the
vnoteia of Demeter, point to the celebration of the Thesmophoria, that is, the Attic
Thesmophoria in particular:® the pig sacrifice was presumably carried out during the

first day of the festival,®

while literary sources refer to the second day of the
Thesmophoria as the Nesteia.?

Festivals of Demeter are mentioned also in two account documents from the
same nome. The first records the grain supply for the making of bread for Isis’

% on the

festival and the Thesmophoria and is particularly important for two reasons:®
one hand it confirms the close relationship between Demeter and Isis in cult, while
on the other it attests the participation of Egyptian women in Demeter’s cult, since
the names of the recipients of grain denote the latters’ Egyptian origin.* The second
account merely refers to the Demetria and a Thesmophorion in the context of a list of
wine and eatables, possibly destined for consumption and/or dedication at festivals.®

Cult places of Demeter are attested in many places all over the Ptolemaic

chora. For instance, a petition from the Arsinoite refers to two Thesmophoria, one

"8 Casarico (1981), 127. Cf. Parca (2007), 201.

7® P.Cair.Zen. 111 59350r.4-5 (26" November of 244 BC): teBukévan 8¢ 1310V o1tevtdv, Kol T Kpéa |
gvedeikvoev: Tov 8¢ VoeopPov Epato Tapayevéoar T voteiq tiig ARuUNTPOC.

8 Casarico (1981), 127-128; Parca (2007), 201-202. The latter follows the former alongside Perpillou-
Thomas (1993), 78-81, in arguing that the Demeter festivals in the chora imitated the Alexandrian
one, which was in turn modelled on the Athenian Thesmophoria.

81 Piglets were sacrificed and then thrown into the chasms of Demeter and Kore, the megara. Then
some women called avtinzpion (Bailers) descended into the megara, brought up the remains of the
piglets and placed them on the altars. See Clem. Al. Protr. 2.17.1; Schol. Luc. 275.23-276.28 Rabe on
Dial. meret. 2.1. Cf. Burkert (1985), 243; Clinton (1988); Parker (2005), 273.

82 p|ut. Mor. De Is. et Os. 378d; Vit. Dem. 30.5; Cf. Ar. Av. 1519. See Parker (2005), 272, 274.

8 BGU VII 1552.2md.5-8 (end of the third-beginning of the second century BC from Philadelphia):
101G Toweiog aptafn a yoivikeg ¢ | Xowy Oeppovdet aptdpn a | kai gig o Oeopo@d|pra dptafor kp.
Cf. Casarico (1981), 128.

8 See Parca (2007), 202.

8 p.Teb. 111 2.1079.3 (late third/early second century BC): Anunrpiotc, 81 €ic 10 @copoeopiov. Cf.
Casarico (1981), 128.
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located in Dikaiou Nesos and the other in Oxyrynchus. According to the document,
after the death of their owner, the proprietorship of these was disputed, which means
that the Thesmophoria in question were privately owned shrines.®® Moreover, a
taxation account from Alexandrou Nesos in the Arsinoite mentions a temple of
Demeter (along with one of the Dioscuroi) situated in the vineyards around the
village,®” while another document from the same nome refers to the land belonging
to Demeter and Kore.®® Additionally, two papyri of the third century BC record the
existence of a Thesmophorion near the village (xoun) called Berenikis in the
Arsinoite.®® Finally, a village called Eleusis, suggestive of a Demeter cult and
possibly named after the homonymous suburb of Alexandria, is frequently mentioned
in papyri from the Arsinoite, the earliest of which are dated to the middle of the third
century BC.%

Apart from the papyri written in Greek, three demotic documents from the
Ptolemaic period refer to the cult of Demeter in the chora, thus attesting Demeter’s
popularity also among the indigenous population. The first of these is a demotic tax
document from the Arsinoite, dated to 243-217;%! there, Demeter is referred to with

her Greek name as T3mtr, while her two priestesses are mentioned as classified

8 P Enteux. 19.3-4 (222-218 BC): koi dmapyoviov adtd &v i Awaiov | kdun Ocopogopiov
ARENTPOG Kal TOV GVVKLPOVTOV, BGOHTOG 08 Kol dAlov &v O&upoyyols,

87 P Petr. Il 43 a-b.14 (299-200 BC): 10D nepi 10 Anuitpiov.

8 p Petr. 111 97.4-5 (214-205 BC, from Philadelphia): kai oi pétoyot | Anpntpdg kai Kopne.

8 p_petr. 111 41.5-6 (beginning of the third century BC): xatd Bepevikida thv mpoc 1@ Heopopopw;
P.Enteux. 74.1-2 (221 BC): Bepevikidt tf] npog 1@ | Oeopoeope. Interestingly, in later sources the
name of the village is referred to as Berenikis Thesmophorou (Bepevikig @gopopdpov), thus alluding
to the association of Berenice | after whom the village was named — since it is recorded from the
beginning of the third century BC — with Demeter. See Calderini (1973), s.v. ‘Bepevikig
Oceopopopov’, 42-44; (1988), 79; (1996), 34, for information and sources.

% The earliest papyri are P.Rev. XC 13 (259 BC); P.Sorb. 28.3, 10 (251 BC); P.Gur. 23.26 (third
century BC); P.Lille I 43.1, 10 (third century BC); P.Tebt. 111 936.1, 5 (third century BC). See
Calderini (1975), s.v. “EAevoig (1)°, 138; (1988), 104, for a comprehensive list of the sources. One
instance of the ethnic 'EAevcivioc (P.Mil.Vogl. 1V 212r 111.3) possibly refers to the village in the
Arsinoite and not the Alexandrian deme; see Calderini (1975), s.v. “Elevoiviog (2)°, 137.

%L p.Count. 8 col. ii.7 (132 BC).
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among a privileged group of people such as doctors, school teachers and those
related to the sacred ibis that are exempted from the salt tax.*> Demeter is once more
mentioned with her Greek name in a letter found in the temple archives of
Soknopaiou Nesos in the Arsinoite, in which the priests of Soknopaios and Isis
Nepherses address a certain Nmpn, priest of T3mtr.** As mentioned above, the name
T3mtr denotes Demeter, while Nmpn is probably a transcribed version of the Greek
name Nymphion. The latter appears to have been in charge of a worship of Demeter
in a separate chapel incorporated in the great temple of Soukhos, possibly in
Ptolemais Euergetis. The fact that Demeter is mentioned with her Greek name in the
two aforementioned demotic documents indicates that the cult in question was that of
Demeter in her Hellenic form and not as her counterpart Isis (Egyptians, unlike
Greeks, never referred to Isis as Demeter by name).?* Thus both documents confirm
not only that the indigenous population of the Ptolemaic chora was familiar with
Demeter as a Greek goddess, but also that her cult was very prominent (thus the
privileges for the priestesses). Furthermore, the attestation in the second papyrus that
Demeter was worshipped in the same temple as Egyptian deities is indicative,
regardless of the likelihood that her priest was a Greek, of the possibility of her being
adopted by Egyptians. The goddess’ popularity among the native population and the
latter’s participation in her cult is made even more explicit in the third instance, i.e. a
demotic document of endowment from Heliopolis (Arsinoite), which refers to the
priest of Demeter as Peteesis, that is, an Egyptian.”® Thus one may presume that

Demeter’s aforementioned ability to appeal both to indigenous and to immigrant

%2 See Thompson (1998), 700-701; Clarysse and Thompson (2006), | 234 ad loc.; Parca (2007), 194.
% P.Oxf.Griffith | 6.

% See Quaegebeur (1983), 305-306; Thompson (1998), 701; Parca (2007), 190, 192.

% P.Mich.inv. 4244.4a (142 BC). See Quaegebeur (1983), 306; Thompson (1998), 701.
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groups contributed not only to the great diffusion of her cult, but also to her
becoming a uniting factor between the different ethnic groups, especially within the
framework of intermarriage.”

Here it might be useful to note that there are numerous additional sources
from the Roman period which mention Demeter’s festivals taking place in the
Egyptian chora, while papyri dated to the second and third centuries AD attest the
existence of two dugeodo Anuntpeiov, one in Karanis and one in Arsinoe (both in the
Arsinoite nome)®” and an Gugodov @copogopiov in Arsinoe.®® The dppodo were
quarters of towns and were named after sanctuaries or shrines situated within their
territory.”® The importance of the Roman evidence rests on the assumption that it
reflects the adoption or the continuation of Ptolemaic practices and as such is

informative for the cult of the goddess in the earlier period.'®

A document worthy of
a more thorough treatment is a letter of the second century AD from Oxyrhynchus,
which constitutes an important testimony for the survival of Demeter’s cult in the
Egyptian chora well into the Roman period.®* There, the hierophant of the goddess,
named Marcus Aurelius Apollonius, addresses the priestess-kalathephoros of the

Oxyrhynchite nome asking her to go to the temple of Demeter in Sinkepha, a village

in Upper Egypt, in order to carry out sacrifices on behalf of the emperors and their

% Cf. Thompson (1998), 705; Parca (2007), 203.

% In BGU 1 154.6; V11 1623.6. See Calderini (1975), s.v. ‘Anuntpeiov &upodov’, 98; (1988), 93.

% E.g. in BGU 11 581.8; P.Fayum 52.5. For more sources see Calderini (1975), s.v. ‘@gopogopiov
Gueodov’, 270; (1988), 141.

% See LSJ, s.v. dugodov, meaning either ‘street’, or ‘block of houses surrounded by streets’/*quarter
of a town’. Cf. Casarico (1981), 126; Parca (2007), 196.

109 These are: P.Flor. 111 388.15 = SB XXIV 15920 (end of the first-beginning of the second century
AD, from Hermopolis Magna); P.Giss. | 18.11 (second century AD, from Apollonospolis Heptakom);
SB 111 7199.5 (second century AD, from the Arsinoite); P.Ross.Georg. Il 41.59 (late second century
AD, from the Arsinoite); P.Giss. | 49.17, 25 (mid third century AD, from Oxyrhynchus). Cf. Parca
(2007), 202-203.

101 p Oxy. XXXVI 2782 (after 217 AD). Cf. Rowlandson (1998), 62 no. 36.
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102 103

victory and for the rise of the Nile,” the growth of the crops and a good climate.
The reference to the office of the hierophant, mainly associated with Attic Eleusis,'®*
is possibly indicative of the preservation of the Greek character of the cult in that
specific area.’®™ The hierophant in question appears to be in charge of the minor
temples in his region and for this reason he arranges for the unstaffed temple in
Sinkepha to be visited by the priestess of a neighbouring village.'® This arrangement
indicates that the performance of the customary sacrifices to Demeter in all — even
the minor — temples of the goddess was necessary for the securing of good
agricultural production. Furthermore, it testifies that Demeter’s cult — in her form as
a Greek goddess in particular — was popular and survived for centuries, especially in
an area where normally only Egyptian deities flourished.*’

It is also important to mention that most of the evidence — both Greek and
demotic — for Demeter’s cult in the Ptolemaic (and Roman) chora derives from the
Arsinoite nome. The Arsinoite incorporated the province of Fayum, a large marshy
area between the west bank of the Nile and Lake Moeris that was called ‘the land of

the lake’ or ‘the land of Sobek’ (the crocodile god) by Egyptians. In the Middle

Kingdom the area underwent a reclamation that rendered part of the lake and the

192 Depending on the exact date of the letter, the emperors are either Marcus and Verus (161-169 AD)
or Marcus and Commodus (176-180 AD), unless, as the editor of the papyrus (A. H. R. E. Paap)
notes, ‘the words may be taken to mean emperors past and present’.

103 Mapkog Avpniiog Amorhdviog | iepoedving kadateope Neopeipemg yoipewv. | kaldg momoelg
amerBodoa | gic Zvképa gic 1O Tiig Af-|untpog iepdv kai émite-|hovpuévn tag cuvnbelc | Buoiag vmep
TOV Kupiev | NUOV avTokpatOp®V Kol | vikng avtdv kol Neilov | avafdoeng kai koprndv av-|Efcemg
Kai aépwv gvkpaciog. | Eppdobar ebyopat.

104 Mylonas (1962), 229-231 on the hierophant.

105 Raslan (1988), 211-212; Pakkanen (1996), 33-34; Rowlandson (1998), 62; Parca (2007), 196-197.
The former and the latter note that the name of the hierophant, Marcus Aurelius Apollonios, points to
a Greek-educated Roman citizen, which supports the idea that his (and the kalathephoros’) duties
might reflect Greek cult practices.

106 Raslan (1988) 213.

197 Thompson (1998), 699.
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neighbouring land suitable for agriculture.'®® However, the amount of cultivable land
increased immensely with a new reclamation project undertaken by Ptolemy | Soter
and Ptolemy Il Philadelphus, who, at some point near the year 257 BC renamed the
region after his sister-wife Arsinoe 11."® New towns and villages were established,
while the old were renamed; moreover, numerous Greeks and Egyptians settled in
the new areas and were allocated land for cultivation, which resulted in an outburst
of agricultural production.® Hence, it is no surprise that the cult of Demeter, the
agrarian goddess par excellence, developed and was greatly diffused in this specific
area. The fact that a great number of Greek papyri were recovered from the
Arsinoite, as well as the fact that the nome and its villages and towns were given
dynastic names (e.g. the capital Arsinoe, later renamed as Ptolemais Euergetes;
Philadelphia etc.) — both exceptional compared to other regions of Egypt — illustrate
that the Arsinoite area was of pronounced importance for the Ptolemies, especially
with respect to the state’s finances.!'! This, combined with Demeter’s prominence in
the same region, leads to the conclusion that the goddess and her cult were promoted
by the Ptolemies themselves.

The Ptolemies’ interest in Demeter’s cult is best exemplified within the
context of the dynastic cult, i.e. the deification and worship of the ruler, his spouse
and other members of his family.''? Ptolemaic queens in particular were associated

with Greek and (Greco-) Egyptian deities and worshipped as such posthumously or

1% Manning (2003), 99-101.

199 The earliest references to the Arsinoite nome are found in papyri dated to c. 257 BC: P.Col. Zen. Il
62.10; PCZ 159041.3.

19 \/andorpe (2010), 175; Kehoe (2010), 314.

11 Manning (2003), 101-102.

2 On the Ptolemies’ religious program, see p. 7 with n. 7 for bibliography. It must be noted that the
Ptolemies, despite being divine, were not equated with gods. In Greek documents cultic honours are
made ‘on behalf of the king and his family’, while in Egyptian temples they are presented as offering
honours to the gods, rather than receiving such themselves. See Fraser (1972), | 226-227; Winter
(1978), 158; Thompson (1988), 135.
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in their lifetimes.!*®

According to the Pharaonic tradition, that is, one of the most
important points of reference for Ptolemaic religious policy, the queens were
honoured as regents to their sons and intermediaries between them and the
population.™* Hence, it is no surprise that the queens held a prominent position in the
political and religious spheres in the Ptolemaic kingdom, gaining their authority
primarily from their status as the king’s spouse and mother of the crown prince.™™
Subsequently, the royal women’s assimilation with certain deities is understood
mainly as the expression of the Ptolemies’ effort to popularise and legitimise their
rule in Egypt, not only among immigrant Greeks, but also the native Egyptian
population.

Fraser distinguishes three ways or stages in which the assimilation of a
Ptolemaic queen with a certain goddess was expressed. First, the queen borrowed
cult titles which usually pertained to a specific goddess; this is evident mainly in
toponyms, such as street names, city quarters and villages commemorating the
queen. Secondly, she was referred to with her name accompanied by the name of the
goddess; this is attested mainly in documents and inscriptions. Thirdly, she was
addressed with the goddess’ name, which marked her complete equation with the
latter, a development that appeared only at the end of the Ptolemaic period.*®

Arsinoe Il Philadelphus (316-270/269 or 269/268 BC) was the first Ptolemaic

queen who was deified during her lifetime in the cult of the Theoi Adelphoi (‘Sibling

3 For the Ptolemaic queens and their role in politics and dynastic cult, collectively and individually,
see e.g. Macurdy (1932), passim; Pomeroy (1984), 3-40; Thompson (1988), 126-133; Carney (2011),
passim.

14 On the Ptolemies’ association with the Pharaohs, see e.g. Koenen (1983), passim; Thompson
(1988), 106-154 esp. 106-108 and 146-154; Stephens (1998), 167-169.

115 Ashton (2001), 37. One must also consider the influence of the Macedonian tradition, where
(royal) women were much more powerful compared to, for example, Athenian women. On
Macedonian women, see Macurdy (1932), 229-232; Pomeroy (1984), 3-11; Carney (2000), 245.

1 Fraser (1972), | 237, 245.
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Gods’),**" while after her death her husband and brother Ptolemy Il Philadelphus
established a separate cult for her.*® It is well known that Arsinoe 11 was primarily
assimilated to Aphrodite and Isis,** but her association with Demeter, as will be
shown further down, is also evident and significant. The first type of manifestation of
her assimilation with Demeter is exemplified in the naming of two streets in
Alexandria after her, accompanied by cult titles associated with Demeter. More
specifically, papyrological evidence attests the existence of a Street of Arsinoe
Eleusinia and a Street of Arsinoe Karpophoros, presumably named thus because
specific shrines in honour of the queen with the respective cult titles were placed in
their territory.'?

A different expression of the association with the goddess is found in the title
of the eponymous priestess of Arsinoe Il, who was called kanephoros, meaning
‘basket-bearer’ (kxavneopoc Apowomng Padéheov).**t The kanephoros is a title
122

common in Greek cult, usually denoting girls who carried the basket (kavodv)

containing sacred objects in processions within the framework of the cult of different

W7 Fraser (1972), 1 217; 11 367 n. 228; Koenen (1993), 157, 159. P.Hib. 11 199.16-17, dated between
270-250 BC, refers to the priest of Alexander and the Theoi Adelphoi, most possibly of the year
272/271. See Koenen (1993), 51-52 n. 61.

118 According to the Mendes Stele, the deceased Arsinoe was welcomed into the company of the gods
as a goddess and a living Ba. For the Mendes Stele see Holbl (2001), 84, 101, 113 n. 23. For the date
of Arsinoe’s death, see Koenen (1993), 51 n. 61, who argues for 268 BC and Cadell (1998), who
argues for 270 BC. On Arsinoe and her deification see Holbl (2001), 101-104; Thompson (1988),
126-128, 131. See the latter for Arsinoe being a synnaos theq, i.e. a temple-sharing goddess, for the
Egyptians.

119 See e.g. Fraser (1972), | 239-245; Pomeroy (1984), 30-39; Carney (2000), 34-39. On Arsinoe’s
association with Isis on cultic oinochoai of faience see Thompson (1973), 57-58. On Arsinoe as Isis
on the Pythom Stele (264/263 BC), see Thompson (1973), 59; Ashton (2001), 46, with further
references. On Arsinoe and Isis in general, see Selden (1998), 339-340. She was also associated with
Hera, Agathe Tyche, Hathor and Athena. See Thompson (1973), 52, 59.

120 Fraser (1972), 1 35, 245.

121 There are several references to Arsinoe’s kanephoros in documentary papyri and inscriptions, see
for example, P.Col. 54 (256 BC); P.Hib. 98 (251 BC); OGIS 56 (238 BC); 90 = SEG XVIII 634 (196
BC). See Minas (1998), passim. The first kanephoros is attested for the year 269/268 BC or 267/266
BC; on the first date, see Cadell (1998), 3; on the second, see Koenen (1993), 56 n. 73.

122 For the kavodv, see Krauskopf (2005a).
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deities.’”® However, evidence from Egypt suggests that the ritual basket was
primarily associated with the cult of Demeter in that particular area.'®* For instance, a
procession of Demeter’s basket, the latter denoted with the word wkéAabog, is
described in the ritual frame of Callimachus’ Hymn to Demeter.'® This begins with
the narrator’s exhortation to chant for the goddess and the descent of the basket,
accompanied by instructions to the women attendees not to glance at its content.'?®
The concluding part of the hymn includes a more detailed account of the procession:

127

the basket is dragged on a four-horse chariot,”™" the Awvo@odpotl carry Aikvo

‘winnowing baskets’)'?® full of gold,'® while the women follow the procession
g g

barefoot and bareheaded,™*°

the uninitiated only as far as the town hall and the
initiated reaching Demeter’s temple.*! A reference to the kohaOneopog of Demeter
is found in the aforementioned Roman papyrus from the Oxyrhynchite nome,®

while of relevance may also be Satyrus’ account of Arsinoe’s kanephoros’

123 Farnell (1907), 111 47-48; Fraser (1972), | 225, 229; Hopkinson (1984), 41-42; Thompson (1998),
702.
124 See mainly Minas (1998). Contra, Miiller (2009), 291-292.
125 1t has been noted that Callimachus’ reference to the ritual basket as «diofog and not kavodv, i.e.
the term normally used in cultic contexts, reflects its use within the framework of the worship of
Demeter in Egypt in particular; see Minas (1998), 48. Indeed, the instance in Callimachus is the first
in literature where the word kdlaBog is mentioned within a ritual context; see Hopkinson (1984), 77
ad loc.; Schipporeit (2005).
% H.6.1-3:

Td koldbo KoTovTog EmpBéyEache, yovaikeg:

‘Adpatep, péyo xoipe, TOATPOPE TOVAVUESIUVE.

Tov KoAoBov katiovta yapal Oaceicte, BEPalot...
“"H. 6.120-121:

DG ol TOV KGAaBov AevkoTpLyeg immot dyovt

T€6GapPES, [...]
128 For the Afivov, see Hopkinson (1984), 42-43; Krauskopf (2005b).
¥ H. 6.126-127:

@G 6’ ol MKvOQ@OpOL Ypuod TAEN ATV QEPOVTL,

MG AUEG TOV YPLOOV APEBEN TaoEVEGOA.
B0H. 6.124:

¢ &’ anedidmTol Kol AvapumTvkeg AotV TATEDLES
“TH. 6.128-129:

péoTa TO TAG TOAOG TPV TAVILO TAG ATEAESTMG,

T1ag 6¢ telecpopioct motl ta B0V Gypig OpoPTEIV.
132 p Oxy. XXXVI 2782.2 (after 217 AD), discussed more thoroughly above, p. 23-24.
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procession in the context of which he mentions Thesmophorion.’*® The
archaeological evidence provides additional confirmation for the fact that the
kalathos was the cultic object par excellence of the ‘Egyptian’ Demeter, as it is one
of the most frequent attributes associated with the goddess in iconography. This will
become evident below when | discuss some iconographical instances related to
Egyptian Demeter.

Apart from Arsinoe Il Philadelphus, Philotera, i.e. Arsinoe’s younger sister
who died a year before the queen and was deified right after her, or, more probably,
her sister’s, death, was associated with Demeter.”** Philotera is one of the
protagonists in Callimachus’ fragmentary elegiac poem on the death and deification
of Arsinoe (fr. 228 Pf.); there, she is presented as learning of her sister’s death while
at the island of Lemnos, upon noticing the smoke coming from Arsinoe’s funeral
pyre in Alexandria. The point of relevance is that she is depicted as returning from
the Sicilian city of Enna, where she is said to have visited Demeter (fr. 228.40-45
Pf);**® this may reflect a possible association of Philotera with Demeter in the
dynastic cult that is not attested elsewhere. As noted by scholars, Callimachus’ poem
on Arsinoe’s ektheosis is modelled in terms of its narrative form on the Homeric

Hymn to Demeter: Philotera is portrayed as Demeter since both of them have lost a

133 See above, p. 15.

134 philotera is mentioned together with Ptolemy 11 Philadelphus in OGIS | 35; the latter founded and
named after her a town in the Jordan valley (Strabo 16.4.5.4-6; cf. Polyb. 5.70.3-4 on ‘®1\otepia’),
while he is said to have built a temple in honour of the two sisters in Alexandria (Schol. Theocr. Id.
17.123d Wendel). Furthermore, according to PP IX 5361, the high priest of Ptah, Nesisty Il, was
responsible also for the cults of Ramses II, Arsinoe Il and Philotera; cf. H6lbl (2001), 103. See also
Ashton (2001), 37, who refers to a statue representing the priestess of Philotera hamed Heresankh
accompanied by an inscription in hieroglyphic, which was found in the Sarapeion at Memphis
(Louvre Museum no. 2456). For Philotera in general, see Pfeiffer (1922), 14-37; Macurdy (1932),
127-128; Regner (1941), esp. 1290-1291; Thompson (1988), 131.

135 Enna is mentioned also in Callim. H. 6.30 as a favourite place of Demeter. See Hopkinson (1984),
106-107 ad loc. According to Cicero (Verr. 2.4.106-109, 3.5.188), Enna was the birthplace and the
place par excellence of Demeter, as well as the location of Persephone’s abduction. A similar account
is found in Diod. Sic. 5.3-5; cf. Claud. De rapt. Pros. On Demeter in Enna, see e.g. Zuntz (1971);
Hinz (1998), 121-124; Schipporeit (2008).
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beloved person, while Arsinoe is the counterpart of Persephone as they were both
carried away by gods (Persephone by Hades, Arsinoe by the Dioscuri), and finally
Charis has the same role as Hecate and Helios in the Homeric hymn, since she is the
one who is sent to look and who conveys the message of the queen’s death.'®®
According to the Diegesis, the poem narrated also the construction of an altar and a
precinct in honour of Arsinoe near the harbour of Alexandria.™®” Similarly, the
Homeric Hymn to Demeter concludes with the foundation of a temple of Demeter by
the people of Eleusis.*®® If the parallelism of the two poems was as close as inferred
and if the literary connection indeed reflected the official realm, it may function as
evidence that Demeter’s mythological and religious cycle held an important role in
the Ptolemaic ideological programme, especially with regard to Arsinoe and
Philotera, and as such was exploited by the poet Callimachus.

However, it is with the next Ptolemaic queen, Berenice Il, that the
assimilation with Demeter becomes more prominent and apparent.**® She, along with
her husband Ptolemy Ill, appear as Theoi Euergetai (‘Benefactor Gods”) four years
after their accession to the throne, i.e. in 243/242 BC.**® Around that time, shortly
after his return from the Third Syrian War, Ptolemy Il had to deal with an uprising
of the native Egyptian people, as well as with an insufficient flooding of the Nile (in
the year 245 BC), both of which led to a severe shortage of grain in Egypt. Ptolemy

Il confronted the famine problem with a massive import of grain from Syria,

138 This and the following observations were made by Hunter (2003), 50-51, and previously (mainly
with regard to the similar wording between this passage and Callim. H. 6.9) by Pfeiffer (1922), 31-33;
Wilamowitz (1924) Il 33-34; Hopkinson (1984), 88. On this passage see also Fraser (1972), | 669;
Griffiths (1979), 59-60.

37 Dieg. 10.10: gnoiv 8¢ avtiv dvnprdcdor KO TGV Alockodpov kol Bopdv kol TEREVOS adTHC
KkaB10pdcbat Tpog @ Enmopie.

138 Hymn. Hom. Cer. 270-272, 296-298.

139 For Berenice’s assimilation to Isis and Aphrodite see Thompson (1973), 60-62.

140 The first reference to the Theoi Euergetai is found in P.Hib. 1 171, dated to 243/242 BC. See Fraser
(1972) 1 219; Holbl (2001), 49.
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Phoenicia, Cyprus and other places with good grain production. This benevolence of
Ptolemy III is commemorated in his (and his wife’s) epithet Euergetes and is
recorded in the Canopus Decree.'*! The latter was issued by the assembly of the
Egyptian priests on the occasion of the king’s birthday and the anniversary of his
accession to the throne (7" March 238 BC),'* and its purpose was to honour the
royal couple as Theoi Euergetai as well as regulate the maintenance and
establishment of temple rituals, processions and festivals.'** Among the newly
instituted rituals were the cultic honours for the recently deceased princess Berenice
I11 (143-153 BC); according to the Decree, a statue had to be erected in her honour,
which was to be distinguished from that of her mother in the form of the crown: it
had to consist of two ears of corn with a serpent-shaped crown in the middle and
behind it a papyrus-shaped sceptre, similar to the one that the goddesses normally
held.*** To this particular statue the holy virgins were expected to dedicate the early
ripe ears of corn,'* while when provisions were to be given to the priestly personnel,
the bread offered to the wives of the priests had to have its own distinguished shape
and to be called ‘the bread of Berenice’.*® Overall, what may be extracted from the
Canopus Decree is the emphasis on the royal couples’ benefaction consisting of their
gift of grain, which was to be exemplified on the iconography of Berenice’s Il statue

and dedicatory gifts.

141 See OGIS 1 56.13-20 (= Austin 271) for an account of the events. On the Canopus Decree, see
Ha&lbl (2001), 105-110; Manning (2003), 68 n. 20.

42 See OGIS 1 56.5-6.

143 See OGIS 1 56.20-46.

14 0GIS | 56.61-63: givar 8¢ v dmmepévy Paciheiov T €ikoOvi 0TS Sl0pépovoay THG
gmrdepévng | toic eikdotv Tiig untpdg avtiic Pasiiicong Bepevikng ék otayvov §bo, GV ava uécov
goton M domboedng Poaociieia, Tantng 8’ Omicw cOUPETPOV oKfmTpoV | TOmLPoEdLs, O eidBaocy ai
Oeai Exewv &v Taig xepotv.

15 OGIS 1 56.68: koi dtav 6 TPGip0g GTOPOG TAPAGTI], AVAPEPEY TAC iEpiC TOPOEVOLS GTéYVS TOVG
napatednoopévous Td aydipatt thg 0goD.

16 0GIS | 56.72-73: kai OV S1d6pevov Eptov Toig yovally | Tdv iepéov &g 1dov tomov kai
KkoleloBon Bepevikng dptov.
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Hence, the association of Theoi Euergetai, especially Berenice Il (and
Berenice 111), with Demeter as the grain-giving, beneficent goddess was a natural
procedure.*®” An additional detail which contributed to Berenice’s II special
connection with Demeter is that her homeland was Cyrene, where Demeter’s cult
was very prominent at the time and earlier, as will be illustrated in the next chapter.
Relevant in this connection is the large ‘Aphrodite relief” (dated to the middle or
third quarter of the third century BC) placed in the agora of Cyrene next to the
Demeter and Kore sanctuary, which depicted Demeter and Kore on the two edges
with Aphrodite and Eros in the centre. The fact that Demeter and Kore were not the
central figures of the relief, despite its location, has led scholars to suggest that
Aphrodite’s image was an idealised depiction of Berenice II, who was linked with
the two goddesses in that guise.'*®

Berenike’s II association with Demeter is more explicit in other instances of
the former’s iconography where she is presented as assimilated (or linked) with
Demeter herself through the adoption of attributes that point to the fertility aspect of
the goddess. In coinage for instance, the association with Demeter is attested on the
representation of the cornucopia on the reverse of a common type of Berenice’s Il
coins.**® The cornucopia is one of the most common attributes on Ptolemaic coinage,
sculpture, vase iconography, etc. and is classified among the symbols of fertility and
prosperity, usually connected with deities of agriculture (such as Demeter, Pluto,
Dionysus). In the Classical period, the cornucopia was usually empty, but in some

instances it contained fruits and pyramidal cakes, i.e. the common sacrificial

147 pantos (1987), 349.

%8 Ridgway (1990), 366-367 with fig. 40. Cf. Moreno (1994), | 338 with fig. 422, who argues that
Aphrodite’s figure on the relief was inspired by Phidias’ Aphrodite Urania, as an allusion to the
‘celestial’ character of the apotheosis of Berenice’s lock.

9 For Berenice’s II coins, see Kyrieleis (1975), 94-96 pl. 82 no. 1-4; Markholm (1991), 106-108.
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offerings.™® Whereas the cornucopia on Arsinoe 11 Philadelphus’ coinage was double

151

(dikepag) and always contained fruits and/or pyramidal cakes,™ the cornucopia on

Berenice’s II coins was single and usually included a small cake, fruits and a

cornstalk.*>?

As mentioned above, the latter was the main attribute of Demeter; thus
its appearance on the queen’s iconography emphasised her association with the
goddess as they both gave grain. Interestingly, this specific style of cornucopia with
ears of corn came to be so closely linked to the Ptolemies that whenever it was
depicted on Syrian or Athenian coins it was thought of as denoting a relationship
with Egypt.®® Similar depictions were found on the oinochoai produced during
Berenice 11I’s reign,”* with the difference that on some of them the cakes in the
cornucopiae gradually disappeared completely and were substituted by three long
ears of grain.">

As far as glyptic is concerned, there are some examples which appear to
feature depictions of the queen herself in the guise of Demeter. The scholars’
argumentation regarding the identification of the queen on gemstones were based on
known depictions of Berenice Il, mainly in coinage, as well as her special link to

Demeter, as was analysed above. Thus, a type of sphragis found in the archives of

Kallipolis depicting a Ptolemaic queen with a veil and a crown of cornstalks and

%0 Thompson (1973), 31-32; Ashton (2001), 151-154. It also had a prominent role in the Grand
Procession of Ptolemy Il Philadelphus, where the Eniautos carries it; see Callixenus FrGRH 3 F2.115;
cf. Rice (1983), 49. On the date of the procession, see the summary of bibliography in Hunter (2003a),
2n.5,6.

51 The double horn was most possibly an innovation of Ptolemy Il Philadelphus. It symbolised the
‘double’ prosperity and the twin rulers. See Thompson (1973), 32-33.

152 BMC pl. 13 no. 2 (from Ephesus), no. 3 (uncertain provenance), no. 4-6 (from Cyrene); Markholm
(1991), pl. 19 no. 307 (from Alexandria), pl. 20 no. 313 (from Ephesus). Cf. Thompson (1973), 33.

153 Thompson (1973), 32.

> Thompson (1973), 33-34 with pl. 25-27 no. 75, pl. 28 no. 76, pl. 35 no. 101-102, pl. 42 no. 120, pl.
44 no. 125.

1% Thompson (1973), 34 with pl. 7 no. 17, pl. 11 no. 29, pl. 38 no. 109.
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poppies on her head,™ i.e. both attributes of Demeter,”’ has been considered as
portraying Berenice 11."°® Similarly, a cameo of the third century BC depicting a
veiled woman with a crown decorated with an ear of corn again points to a
representation of Berenice Il in the guise of Demeter.’® Finally, another
representation of a veiled queen with a cornstalk on her hair which was found on the
carnelian intaglio of a ring must also be classified among Berenice’s II
representations with Demeter’s attributes.®® Overall, it is evident that Berenice Il
maintained and, more importantly, reinforced her predecessor’s religious policy,
especially with regard to her assimilation with Demeter.

The succeeding queens’ association with Demeter was primarily in her guise
as Isis-Demeter. Some Phoenician coins (221-204 BC) depict the jugate busts of
Ptolemy IV Philopator and Arsinoe Il with attributes of Zeus-Sarapis and Isis-
Demeter respectively.’® The king is portrayed with a laurel wreath and the Osiris
crown while the queen has an ear of grain and the crown of Hathor-Isis on her
head.*®® Similarly, coins from Cyprus (180-176 BC) depict Cleopatra I, wife of
Ptolemy V Epiphanes, as Isis-Demeter with the ‘Libyan Locks’ and an ear of

grain.'®® Cleopatra 111 (161-101 BC),*®* the wife of Ptolemy VIII Euergetes Il who

1% The sphragis was published by Pantos (1985), 351-354 no. 274, 509-511 pl. 39-40. Pantos (1987),
351, dates it to the third century BC, most possibly near to 245, based on the fact that the queen is
depicted with short hair, which might point to Berenice’s consecration of her lock of hair after her
husband’s return from the Third Syrian War.

7 Such depictions are reminiscent of coins of the third century BC portraying Demeter as a veiled
woman with an ear of corn on her head. See Minas (1998), 47 with n. 20 for references to the coins.
158 See Pantos (1987), passim.

159 See Vollenweider (1979), 40 pl. 16.2-2a no. 38. Cf. Pantos (1987), 344; Minas (1998), 47.

180 For the gem, see Marshall (1907), 67 pl. 11 no. 367. On the identification, see Minas (1998), 47.
Contra Kyrieleis (1975), 80, who considered this as one of the two certain ring portraits of Arsinoe 1l
Philadelphus.

161 £ g. Svoronos (1904-1908), pl. 36b no. 13-16; Mgrkholm (1991), 110.

162 \/an Oppen de Ruiter (2007), 79 n. 104, 146-147.

183 Svoronos (1904-1908), pl. 40a no. 7-12, pl. 40b no. 14, 15, 18, pl. 47. no. 11, 15, pl. 51 no. 10. Cf.
Van Oppen de Ruiter (2007), 147.

164 On Cleopatra I11, see H8lbl (2001), 195-197, 207-209, 285-289.
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ruled jointly with her husband and mother Cleopatra Il (124-115 BC) and later with
her son Ptolemy IX (116-107 BC), manifested her association with Demeter in a
different way. In the beginning of her first reign she identified herself with Isis and
established a special eponymous priesthood for her in that guise,'® whose title was
‘The Sacred Foil” (Tepog I16A0og). A priesthood with the same title was associated
with the cult of Demeter and Persephone in Laconia, thus it is very probable that the
Isis with whom Cleopatra 111 was identified was Isis-Demeter, or, at least, that this
specific priesthood was related to that aspect of the queen-goddess.*® It contributes
to this idea that Cleopatra I1l was called Thea Eurgetis, an epithet she shared with
her husband (and her mother); it is reminiscent of the beneficiary grain-giving of
Ptolemy 111 and Berenice I, the first Theoi Euergetai, who were closely linked to
Demeter. Furthermore, at a later point, Cleopatra Ill acquired three more priestesses
who served her as Cleopatra Philometor Soteira Dikaiosyne Nikephoros.’®” The
epithet Dikaiosyne, as mentioned above with regard to the dedication to Demeter and
Kore, is associated with Demeter Thesmophoros.'®® Therefore, it is very likely that
Cleopatra 11 followed her predecessor Thea Euergetis in her assimilation with

Demeter or, in this case, Isis-Demeter.'®°

165 That is, Fraser’s third category of a queen’s identification with a goddess; see above, p. 26.

166 Fraser (1972), 1 221, 244; 11 279 n. 436; Thomson (1998), 702; Hélbl (2001), 287.

167 Thompson (1998), 702; Holbl (2001), 287-288.

168 See p. 18.

169" Another piece of evidence which links the Ptolemaic (?) royal couple with Isis-Demeter is the
Farnese Cup, a cameo cup from Alexandria. Its manufacture date has been greatly disputed, with
suggested dates spanning from the third to the first centuries BC. The three central figures have been
considered as depicting Horus/Harpocrates-Triptolemus, Isis-Demeter(-Euthenia) and Nile-Osiris,
accompanied by a sphinx, two nymphs (or Horai) and two winds. The entire scene has been thought as
an allegory of the prosperity of Egypt under Ptolemaic (or early Roman) rule, while some scholars
have suggested that the triad symbolises of the royal family. See Plantzos (1996), 45-54, for a
presentation of the cameo, a summary of previous views and an interpretation of it as a religious
allegory of the Isis-Osiris-Nile myth.
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In the following final part of the chapter, | briefly present some
iconographical motifs related to Demeter which are found on Alexandrian coins from
the Roman period (dated from 30/29 BC to 296/297 AD).'™® Although these
constitute much later evidence, they still attest for the goddess’ importance in Egypt
at a later date, while they may shed some light on the form of Demeter’s cult in the
area in earlier times as well, if we suppose that her cult in the Roman period was a
continuation of preceding religious practices. Skowronek and Tkaczow classify
Demeter’s Roman Alexandrian coins into different groups on the basis of the subject
they depict.”™ A group of coins depicts Demeter herself with or without her
attributes, either alone or accompanied by other deities, such as Isis, Sarapis,
Dioscuri, Athena, Harpocrates and Euthenia. The last mentioned was a new goddess,
the consort of the Nile, and first appeared on coins in the end of the first century BC.
She is usually depicted with ears of grain on her head, either standing or seated on a
throne or a rock, sometimes accompanied by a sphinx or two ships.}’? She was
considered the personification of wealth and well-being and as the wife of the Nile
she was assimilated with Isis, the wife of Sarapis.*”® A different category depicts
Persephone’s abduction, while another portrays Triptolemus on a chariot.
Furthermore, attributes of Demeter, such as cornstalks and poppies, as well as cult
objects associated with her worship, such as the kalathos, torches and chariots of

oxen or horses are depicted separately on coins. Another group consists of depictions

170 See Skowronek and Tkaczow (1981), 137 with n. 46 for references to catalogues of Roman coins
from Alexandria. An additional type of evidence from the beginning of the Roman period is the game
counters (tesserae) of bone or ivory which were made in Alexandria. Some of these tesserae depict a
building on the obverse, which on the reverse is denoted as ‘Eleusinion’. See Alfoldi-Rosenbaum
(1976), 231 with pl. 21 no. 28-32.

71 Skowronek and Tkaczow (1981), 138-142. The corresponding part of their paper is the basis of the
current presentation of the Roman Alexandrian coins.

172 Kakosy (1982), 291.

173 poole (1892), Ixxviii-Ixxx.
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with Demeter’s epithets, such as Homonoia, Eirene and Dikaiosyne. Finally, later
coins from Domitian’s reign depict the emperor and his wife with attributes of
Demeter-Ceres. The popularity of elements associated with Demeter or her wider
mythological spectrum on Roman coins is related to the Roman emperors’ intention
of promoting the blessed fertility of Egypt and the role of Egypt in supporting the
Roman state with the supply of grain.*”* Thus, in adopting Demeter-related motifs
which possibly derived from the Ptolemaic period, the Roman emperors follow the
Ptolemies in using Demeter’s cult as an instrument of propaganda.

What the above analysis of the evidence of Demeter’s cult in Ptolemaic
Egypt has demonstrated is that Demeter was a very important goddess in Egypt, one
who appealed both to native and to immigrant groups and was worshipped both in
the Greek cities of Egypt and in the chora. The great number of references to the
celebration of Thesmophoria in various places of Egypt is indicative of the fact that
she was worshipped primarily as a fertility goddess. It has also been illustrated that
the great diffusion of her cult was largely indebted to her assimilation with Isis, an
Egyptian goddess who came into the foreground with her adoption and adaptation in
Ptolemaic religion. Demeter’s cult was also promoted by the Ptolemies who
associated themselves with the goddess in their iconography and cult, emphasising
her role as the patroness of agriculture, since the crops’ production was a basic
concern of the Ptolemaic state. Finally, it is important to note that Demeter in Egypt
appears to have prominence on her own, i.e. usually not accompanied by Kore,

whose role in Ptolemaic religion is minor (taking however into account that details of

174 Cf. Tac. Ann. 12.43, who emphasises the role of Egypt as the granary of Rome; Plin. Pan. 29, who
mentions that the supply of wheat for Rome was one of the main concerns of the ruler. Roman
emperor’s interest in Demeter is also attested in their interest in the Eleusinian mysteries. See
Skowronek and Tkaczow (1981), 142 for references to ancient sources.
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the festivals’ celebration are not known). This iS an important development
compared to her cult in mainland Greece where she commonly appears paired with
Kore, sharing temples and rituals with her. This phenomenon may explained on the
basis of her assimilation with Isis and the emphasis on her agricultural aspect rather
than that of the mother — despite the fact that these two are interrelated in myth and

ritual.
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Chapter 2

Demeter in Cyrene

As noted in the introduction of this part, the consideration of Cyrenean Demeter is
prompted by Cyrene’s significance both for Callimachus and for the Ptolemies. The
latter, together with the popularity of Demeter’s cult in Cyrene, are the factors that
led some scholars to consider the city of Cyrene as the setting for the poet’s Hymn to
Demeter.'” More specifically, Cyrene was the birthplace of Callimachus,*”® who

Y7 the leader of the first colonists of

claimed to have descended from the king Battus,
Cyrene coming from the Dorian island of Thera after consulting the Delphic
Oracle.'™ Callimachus himself refers to the colonisation of Cyrene in his Hymn to
Apollo,*® where he praises the god primarily as the patron of his homeland and the

dynasty of the Battiads.'®® The poet’s interest in Cyrene, which is evident elsewhere

175 See e.g. Kuiper (1898), 11 43-45; Anti (1929), 227-230; Coppola (1935), 5-6; Chamoux (1953),
266 n. 1; Meillier (1979); Laronde (1987), 363-364; Bacchielli (1990), 22-25.; Pretagostini (1991),
259-261.
176 See the funerary epigram composed for his father, Ep. 21.1-2 Pf.:

‘OoTig £pov mopa otjpa eépeig toda, Kodiyidyov pe

1601 Kvpnvaiov naidd te kol yevétny.
7 See Ep. 35 Pf.:

Bottiddem mopd oijpa gEpeic modag €0 HEV Go1dny

£id0t0¢, €0 & ofvey Kaipio cuyyshdoat.
78 For Cyrene’s foundation see Hdt. 4.150-158; Strabo 17.3.21. Archaeological evidence illustrates
that along with the Therans, a number of Cretan, Laconian, Samian and Rhodian settlers had possibly
participated in the colonisation of Cyrene; see Chamoux (1953), 92-114; White (1984), 23-27; Schaus
(1985), 96-105.
9 H. 4.65-87. On the relation of Callimachus’ account of Cyrene’s foundation and Pindar’s in Pyth.
4,5 and 9 see Calame (1993), passim; Ambiihl (2005), 337-348. Cf. Stephens (2003), 179-182, who
discusses Cyrene’s foundation as a paradigm for the foundation of Alexandria at the end of book 4 of
Apollonius Rhodius’ Argonautica.
80 1n lines 68 (Ruetépoic Poaoiedow) and 71 (poi matphov) he once again emphasises his own
affinity with the Battiads (if we accept that the poet’s persona lies behind the narrator, cf. Morrison
2007: 123-137). Cf. Williams (1978), 65; Barbantani (2011), 190-192. For Apollo’s role in the
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» 182

k,'®" other than being a ‘personal matter’,"® is in line with contemporary

in his wor
historical developments leading to increasing Ptolemaic involvement in Cyrene.'®®
Cyrene and the wider area of Cyrenaica had close relations with Egypt long
before the Ptolemies arrived.'® Cyrene first became part of the Ptolemaic kingdom
in 321/320 BC under Ptolemy I Soter who restructured the city’s constitution,'®® a
move that left the city nominally independent with Ptolemy as the supervisor of the
oligarchical constitution. A revolt in 313/312 BC led Ptolemy to restore his general
Ophellas in Cyrene, who in the following years acted independently (attack on
Syracuse). After the latter’s death, a period of repetitive reassertions of dominance
by Ptolemy I and independence by Cyreneans followed. However, in ¢. 305 BC
Ptolemy I managed to regain the control and assigned Cyrene’s administration to his
stepson Magas (c. 300 BC). The latter around the year 275 BC imposed himself as
the king of Cyrene, declared independence, married the daughter of Antiochus I,
Apame, and with the help of the Seleucids turned against Ptolemy Il Philadelphus.
The period that followed was marked by hostilities and political tension between the
two cities, as Egypt sought eagerly to reclaim it."®® Nevertheless, Ptolemaic control

was re-established in Cyrene in 246 BC through the marriage of Berenice II, Magas’

foundation of Cyrene, see SEG IX 3.7-8, 17-18, 25; IX 72.1. Cf. Chamoux (1953), 104-107; Fraser
(1972), 11919 n. 309, 310.

181 For Cyrene in Callimachus’ work see Lehnus (1994), passim.

182 1t is not known at what stage(s) of his life he lived in Cyrene. For Callimachus and Cyrene see
Pfeiffer (1953), Il xxxviii-xxxix; Fraser (1972), | 786-789; Cameron (1995), 3-11. On Cyrene in
general and in relation to Callimachus, see the recent discussion in Acosta-Hughes and Stephens
(2012), 3-10.

18 A thorough account of the Ptolemies’ administration of Cyrene is found in Bagnal (1976), 25-37.
184 0On the Libyan kings of Egypt in the Third Intermediate Period (1069-664 BC), see Naunton
(2010). In the Saite period (664-525 BC), Pharaoh Apries sent troops from Egypt to support
Cyrenaica’s king Adikran against Cyrene’s Battus II; see Hdt. 2.161-162, 4.159; Diod. Sic. 1.68.2-4.
His successor Amasis married Ladike, daughter of Battus Ill, thus establishing an alliance with the
area; see Hdt. 2.181. Cf. Perdu (2010), 147-148, on these events. Cyrene formed a satrapy along with
Libya, Cyrene, and Barca under Persian rule (Hdt. 3.91). For Egypt and Cyrene before the Ptolemies,
see Chamoux (1953), 38-68.

185 SEG IX 1. See Laronde (1987), 85-128.

18 Hglbl (2001), 39.
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daughter, with Ptolemy Ill Euergetes, son of Ptolemy Il Philadelphus and Arsinoe Il
Philadelphus.'®” After its annexation to the Ptolemaic kingdom, the whole area was
re-organised and became part of a new league of cities (Kowév).'®® The close
relationship between the Ptolemaic kingdom and Cyrene which persisted through the
years is best illustrated by the great amount of Cyrenean coins issued by the
Ptolemies,™®® as well as the existence of a large community of immigrants from
Cyrene in Alexandria.'®

Demeter held a very prominent position in the religious life in the area,'*
second only to Apollo’s importance as the patron god of Cyrene.'® The cult of
Demeter and Kore appears to have been transferred to Cyrene from the colonists’
motherlands where the worship of the two goddesses is confirmed by archaeological
finds.'*® In addition, some late literary sources report a transgression story involving
Battus | and Demeter taking place at a festival of the latter in Cyrene. According to
these accounts, Battus wished to learn about the ‘mysteries’ of the Thesmophoria,
but was allowed to watch only the first part of the ceremony which contained nothing
out of ordinary; unsatisfied with what he saw, he tried to participate in the

‘forbidden’ part of the festival, with the result that the cedxtpion attacked and

187 Callimachus in the third and fourth books of his Aetia dedicated two poems to Berenice Il: the
Victoria Berenices (SH 254-269) and the Coma Berenices (fr. 110 Pf.= fr. 110 Harder; Catul. 66). The
former is an epinician celebrating Berenice’s chariot victory at the Nemean Games of 245 or 241 BC
and the latter refers to the queen’s dedication of her lock of hair when Ptolemy III Euergetes returned
safe and victorious from the Third Syrian War in 246 BC. See e.g. Fraser (1972), |1 729-730; Il 1021-
1026; Prioux (2011), 202-203.

188 |_aronde (1987), 381-415; Hélbl (2001), 45-47.

189 For the coins see Mgrkholm (1991), 65-70, 101-102 with pl. 7 no. 107-129, pl. 17 no. 286-288, pl.
18 no. 289-290.

190 See e.g. Clarysse (1998), 2-4. Cf. Acosta-Hughes and Stephens (2012), 8.

91 Notably, Demeter appears in the ending of Callimachus’ Hymn to Apollo (111-112). See my
discussion of these lines in chapter 4 and 5.

192 A temple of Apollo was built in the sixth century BC; see Bonacasa and Ensoli (2000), 105-118.
Cults of other gods, such as Artemis, Athena, Zeus Olympius and Leto were also present in the city.
See Acosta-Hughes and Stephens (2012), 8-9 with references to bibliography.

193 White (1984), 23-27.
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castrated him.'** This account is important because it acknowledges the early
existence of Demeter’s cult in Cyrene and because it associates the founder of the
city with the goddess, even in a context of transgression and punishment.'*®
Archaeological evidence indicates the establishment of an extramural
sanctuary of Demeter and Kore around thirty years after the foundation of Cyrene,
I.e. at some point between the end of the seventh and the beginning of the sixth
century BC.'*® It soon became the centre of Demeter’s and Kore’s popular cult in
the area,™’ as indicated by the great number of votives and other objects recovered
from the sanctuary, such as pottery, statues, statuettes, terracotta/bronze/faience
figurines, glass, jewellery, ornaments, stone inscriptions, gems and several coins, all
either locally produced or imported.'*® Furthermore, a great amount of piglet bone

199

remains points to a possible celebration of Thesmophoria.™ Architectural remains

illustrate that the sanctuary had expanded rapidly from the Hellenistic period

194 Ael. fr. 44 Herscher = Suda o 4329, s.v. Atéyktowg: AiMavoc: olktov ye piv kol déipuo
guporodoat mavtag, Mg Kol Tovg ATéYKTOVS TE Kol dtepdpovag téyEat. Kol ATEYKTMG, E0YATMC. Kol T4
eV mp@dTo iépeton EmEp@VTO avTOV mpobvely kol avtéyelv Thg Opuiic. Plaimg 6& kol Atéyktmg
Slakeévon, TV PV amoppTov Koi & pr 188V Adov fv, ToVTOV 00K EKOAVOLY 01 TMV 8 TPOTOV
kol €€ Qv oBte 10ic Bsacauévolg oBte Toic Seifacty EueAré TL dmovTioschon Ssvov, mopsixdv ol
BAémey TadTo. Kol adOic ikavd meiBev kol SUCOTEWY TAC Yuydic TV Ui TOVIATOGY ATEYKTOUS Kol
drepapovog tantac &xovimv. Ailovog fv 88 dteyktog 88e 6 maic kai apsidkTog, Kol oi émétatTey
gmimovo, kol Kivduvev gxopeva T@v éoydtmv; Suda 0 272, s.v. Becpopopoc: 6Tt Battog 6 Kuprivny
kticag tilg ®eopoopov 1A pvotiple €yAlxeto pobeiv kol mpootjye Plav Alxvoig deBaipoig
yopriopevog; Suda o 1590, s.v. covOnua: oi 88 a0pdot Ve’ &vi cuvoyuott éml Tov Bértov féav, tva
adToV apérmvar T ETt eivon dvpa; Suda o 1714, S.v. cedktplan: iépstat. petd Tig iepdic oTofig Shan
TEMOVpEVOL LVGTIKGS GOAKTPION KaTaAelpOsicon kai oipovoar T Eipn youvd, kol adton katamhéag
Eyovoon Tod afpatog Téc yeipag Kol Té mpOSmMA LEVTOL, ooy 88 £k TV iepsinv yprodueval, dOpdar
Ve’ &vi cuvOquaTL £t OV Battov féav, tvo antdv deélovton Tod Tt sivar dvdpa. See the discussions
of Chamoux (1953), 265-268; Detienne (1989), passim.

1% There are more similar stories of transgression involving men and Demeter, such as Miltiades on
Paros (Hdt. 6.134), Peisistratus at Eleusis (Aen. Tact. 4.8-11), Solon at Colias (Plut. Vit. Sol. 8),
Aristomenes of Messenia (Paus. 4.17.1).

19 The universally accepted date for Cyrene’s foundation is 631/630. See Chamoux (1953), 120-124;
Boardman (1966), 153-156; Schaus (1985), 101; White (2008), 161. On the foundation of the
extramural sanctuary of Demeter and Kore, see White (1984), 23; Schaus (1985), 93; White (2008),
161.

197 White (1981), 23-24. Overall, the archaeological evidence indicates that the extramural sanctuary
was dedicated to both Demeter and Kore (probably worshiped in separate spaces as well).

198 \White (2008), 162-163, with references to individual studies for each kind of artefacts. Cf. White
(1981), 23.

%9 White (1981), 22, 24.
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onwards; according to White, the sanctuary in its later stages exceeded in size and
complexity of structure even the greatest Demeter sanctuaries in mainland Greece
and Asia Minor, such as Corinth, Priene and Pergamon.*®

Additionally, archaeological remains found near the city’s agora are believed
to have been part of an open-air precinct of Demeter dated to c. 550-525 BC.?*" It is
also notable that Cyrene’s daughter colony Taucheira (Tocra) appears to have
established its own sanctuary dedicated to Demeter almost immediately after its
foundation in c. 620 BC.?% Furthermore, more recent excavations brought to light
another precinct situated near the extramural sanctuary, which is believed to have
been dedicated to Demeter as well.?®® This would mean that Cyrene hosted two
different extramural sanctuaries serving the same deities, thus rendering the ‘entire
chora region to the south and southeast of the city [...] consecrated to the two
goddesses’.?%

The diffusion and popularity of Demeter’s cult in Cyrene, notably from the
initial stages of the colony’s foundation, may be explained in several ways. First,
settling in a new, unfamiliar environment would naturally lead the people to turn to
the goddess of agriculture and fertility in order to facilitate the establishment in the
new territory and to secure the survival of the community.”®> Cyrene in particular

206

was renowned for its fertility,”” and in fact its economy was based on the exports of

200 \White (1981), 19; White (2008), 161-162.

201 \White (2008), 161 with n. 9.

202 5chaus (1985), 93 with references.

203 |_uni (2001), passim, argues that the precinct had contained a fifth-century Doric sanctuary of
Demeter.

204 \White (2008), 165.

205 \White (1981), 24-25. Cf. White (1984), 29-30; Schaus (1985), 93, who suggests that a primitive
sanctuary of Demeter might have been established from the very foundation of the colony, on the
basis of the new settlers’ concerns about the fertility of the land and crops.

206 Cf, e.g. Pind. Pyth. 4.6: kaprmogdpov Apvag; 9.7: moivkaprotdrag [...] x0ovoc.
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wheat, barley, olive oil and its native plant silphium.?” As noted by White, famine
and desolation of land — or fear thereof — were not the only factors determining the
development of Demeter’s cult; equally important was the maintenance of a steady
cult in order to prevent problems in the natural agricultural process,”® and to express
gratitude for the goddess’ benevolence, one may add.

Furthermore, the sanctuary’s position just outside the urban area renders it as
a transitional and unifying space between the city and the country. Especially as the
city developed, the need to maintain an agricultural territory was deemed necessary,
but such assertions might have been received with scepticism by the locals. The
existence of dedications (such as portraits) of mixed Greek-Libyan or merely Libyan
origin, as the names of the dedicators/subjects reveal, suggests some form of
syncretism, or at least, native acceptance of Demeter’s cult and its importance for the
management of agriculture.’®® The sanctuary (or sanctuaries, as we have seen) of
Demeter, a goddess concerned with both rural and urban spheres, functioned as an
intermediary between the Greek colonists and native populations.?*

Finally, it is necessary to note that another factor which contributed to the
diffusion of the Demeter’s cult in Cyrene in the Hellenistic period — and most
possibly earlier — was her association with Isis, in a similar way as in Egypt.

According to Herodotus, Isis was known and worshipped in Cyrene in his time; in

207 gee, for instance, the account of the geographer Polemon (second century BC) regarding the
establishment of a cult for Demeter Libyssa in Argos in memory of the grain sent from Libya at a time
of famine (FGrH 3 F 119. 12: év tij Apyeig onopéviog @V Topdv onépuatog, &k Apomg Apyov
petamepyapévon: 010 kol Anuntpog Aipvcong iepov dpvoev v 1® Apyet, év Xopddpa obtm
kohovpéve tone). Cf. Farnell (1907), Il 69, 323. For Cyrene’s exports, including silphium, see
Chamoux (1953), 229-263.

208 White (2008), 164: “this, more than anything else, helps explain the need to keep up a steady flow
of pottery, terracottas, lamps and the other repetitive forms of inexpensive, mass-produced dedications
which accumulate in such numbers in the Cyrene extramural and Tauchiran sanctuaries prior to 550
BC and well beyond’.

299 White (1987), 76-78; (2008), 164; Kane (2008), 167-168.

219 Kane (2008), 167. These themes will be elaborated in chapter 6, p. 198-199.
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his account of the Cyrenean women’s dietary habits, he mentions that they
considered it wrong to eat cow’s meat because of Isis of Egypt, whom they honoured

with fasts and festivals.?!!

Moreover, it has been suggested that a number of crescent
pendants of the fourth and later centuries which were dedicated in the Demeter’s
sanctuaries in Tocra and Cyrene must be attributed to the Demeter and Isis
association, as the crescent is a symbol closely connected with Isis.”*? Thus, although
Demeter’s cult in Cyrene was centuries old by the time the Ptolemies arrived, it is
very probable that her association with the Egyptian goddess, who was also present
in the area (owing to the long-standing close relations with Egypt and the vicinity of

the two lands) took place earlier for similar reasons as in Egypt, and was possibly

emphasised or further promoted under the influence of the Ptolemies.?

211 Hdt. 4.186: Bodv pév vov Oniéwv 008’ ai Kupnvaiov yovaikeg ducatobor motéeodo Siit Ty &v
Aiyomte’Iow, 6AAY kol vnotniog adtf kol 0pTig SmTELEOVGTL.

22 \Warden (1990), 23.

213 A parallel to Isis’ presence in Cyrene from an early period is cult of Zeus Ammon. Cyreneans
came into contact with the god Ammon possibly on the Siwah oasis (the same oracle that Alexander
consulted before his departure for Babylon and India) from the sixth century BC and worshipped him
in his Hellenised form as Zeus Ammon. His cult was most possibly transmitted from Cyrene to
Greece already from the fifth century BC. Zeus Ammon appears frequently on pre-Ptolemaic
Cyrenean coins. See Chamoux (1953), 334-339. Cf. Acosta-Hughes and Stephens (2012), 10.
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Chapter 3

Demeter on Cos and Cnidus

Demeter’s cult on Cos is relevant to my discussion because of the island’s
importance for the Ptolemies and because two prominent Hellenistic poems which
feature Demeter are set on Cos. In the course of my discussion it will be illustrated
that Callimachus’ Hymn to Demeter is also associated with Cos through the
mythological background of the Erysichthon myth, which is additionally linked with
Cnidus, whose cult of Demeter | discuss as well.

Cos is the place where Ptolemy Il Philadelphus was born in the year 308
BC,?* an event which is presented as the highest honour for the island by Theocritus

and Callimachus.?*®

More specifically, in Theocritus” Encomium to Ptolemy (Id. 17),
the personified Cos receives infant Ptolemy in her hands and wishes that he may
honour her as much as Apollo had honoured Delos.?*® Cos in Callimachus’ Hymn to

Delos is mentioned in the account of Leto’s wanderings in her search for a place to

Y% Marm. Par. FGrH 239 F 19: kai ITtokepaiog 6 vidg &y Kt éyévero. Cf. Diod. Sic. 20.27.3.
215 Sherwin-White (1978), 84.
?1% Theor. Id. 17.58-67:

kai og Kowg dtitodde Bpépog veoyiAlov €6vta,

deEapéva Topa patpog ote TpdTay 1deg Ad.

&vBa yap Eireibuiav éBdoato Avcilmvov 60

Avtiyovag Buydatnp Befapnuévo adivesotv:

1] 0¢ ol ebuevéoiloa mapiototo, Kad &’ dpa TavTOY

voduviay Katéyeve HEA®V: O 8¢ matpl E0KMG

Taig dyamntog Eyevro. Kowg 6 dAdAvEev 1d0ioa,

00 8¢ kaBantopéva Ppépeoc yeipesot piknoiv: 65

‘OAPie kobpe yévouo, Tiolg 8¢ pe TOooov OG0V TEP

Afjhov €tipnocev kvovdapmrvka Poifog AndAiwv: [...]
On Theocritus reworking the story of Apollo’s birth on Delos of the Homeric Hymn to Apollo in his
Encomium to Ptolemy, thus making the association of the king with the god more explicit, see Hunter
(2003), 143-144 with bibliography. He also notes (ibid., 149 on v. 59) that Cos receiving Ptolemy in
her hands is parallel to Demeter receiving Demophoon in Hymn. Hom. Cer. 226, 331.
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give birth to Apollo; when she approaches Cos, the god himself addresses her from
the womb and warns her not to beget him there, because the island is destined to
become the birthplace of another god who will belong to the lineage of the Saviours
and will rule all the lands and continents of the world.?’

The special importance of Cos as the birthplace of Ptolemy Il Philadelphus,
as reflected in the two aforementioned poems, is undoubtedly one of the factors that
determined the island’s privileged position under Ptolemaic patronage.”*® Cos went
into an alliance with Ptolemy | Soter in 309 BC**° and remained affiliated with the
Ptolemaic kingdom for the greatest part of the Hellenistic period,®® apart from an
interval of Antigonid rule at some point during Ptolemy Philadephus’ reign.”** Cos’

political and judicial autonomy throughout its alliance with the Ptolemies is

217 Callim. H. 4.160-170:

ayvyinv dmerta Kéwv Mepommida vijcov 160

1e10, XaAKlOmNG iepov poyov Npoivng.

AALG € ToudOg Epukev EmOg TOdE ‘un ob ve, pijtep,

Th LE TéK01G. 0DT’ oVV Smipépeopar o0dE peyaipm

vijoov, émel Mmapn te Kai ebfotog, €1 vO Tig dAA:

aALG ol ék Motpémv Tig 0eelouEevog 006G BAAOC 165

goti, ZowTipov Dratov yévog @ HITO pitpny

iEetat 0Ok aékovoa Maknddvt Kotpavéechat

APPOTEPT HEGOYELN KOl O TEAGYEOTL KAOMVTOL

péypig 6mov Tepd T€ Kal Onndbev dkéeg inmot

"Hélov popéovoty: 0 &’ eioetal ifsa matpog. 170
Cos is one of the places that Leto visits in the Hymn Hom. Ap. 42 (MiAntog 1e Kdwg e, mohig
Meponwv avOpdnwv) and Callimachus’ wording in his description of Cos (H. 4.160) seems to rework
that specific line. See Hunter (2003), 6. Thus, Callimachus, like Theocritus, emphasises the
connection between Ptolemy and Apollo (cf. H. 4.170)
218 See Sherwin-White (1978), 66-69, 97, who suggests that the poems composed by Theocritus and
Callimachus reflect Ptolemy Philadelphus’ own sentiments towards Cos and possibly a specific
benefaction he bequeathed on the island. Cf. Hunter (2003), 141. On the relationship between the two
poems and the issue of the priority of one or the other, see Hunter (2003), 5-6. He concludes that it is
not possible to determine which poem is the earliest; see, however, ibid, 6 n. 18.
29 Djod. Sic. 20.27.3. Cf. Sherwin-White (1978), 83, 97; the conquest of the island by Ptolemy | Soter
most possibly did not meet with resistance.
220 Indicatively, Coan theoroi sent to Delos are attested from the year 282 BC and continued
throughout the next decades, during which Delos was under Ptolemaic dominance. See Sherwin-
White (1978), 91, with a list of the Coan theoriai. See ibid, 100, on the establishment of Arsinoe Il
Philadelphus’ cult on the island.
221 A naval battle near Cos in the year 261 (end of the Chremonidean war) or 255 BC between
Ptolemy II Philadelphus and Antigonos Gonatas resulted in the latter’s victory and the establishment
of Macedonian dominance on the island. See Athen. 209e; Plut. Mor. 545b. See Holbl (2001), 44, 70
n. 60, on the date of the battle. It is certain that Ptolemy Ill Euergetes re-established the Ptolemaic
patronage on Cos by 242 BC. See Sherwin-White (1978), 96, for the evidence.
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illustrated by the fact that, contrary to other islands in the Aegean, no strong
evidence of Ptolemaic rule such as taxes, laws, garrisons, etc. was found there.??
Naturally, Cos’ independent status contributed to its remarkable development as a
medical and cultural centre at the time.?”®> Numerous physicians as well as scholars
and poets from Cos immigrated to Alexandria to take advantage of the facilities at
the Museum and the Library and to enjoy the privileges offered within the Ptolemaic
court.??*

One of those poets was Philitas,?*> born on Cos in the second half of the
fourth century BC.?® Philitas was possibly a well-known poet on Cos when Ptolemy
| Soter invited him to Alexandria to become the tutor of Ptolemy Il Philadelphus.?’
An epigram by Posidippus of Pella attests that the king honoured Philitas by

commissioning the sculptor Hecataeus to make a bronze statue of him.?”® Another

reference to a statue of Philitas is found in Hermesianax of Colophon’s elegiac poem

222 Bagnall (1976), 103-105; Sherwin-White (1978), 93-96.
22 On the Coan school of medicine, see Fraser (1972), | 342-344; Sherwin-White (1978), 256-289.
On Cos as a cultural centre, see Hardie (1997), 21-23.
224 Sherwin-White (1978), 102-108.
225 philitas’ name is attested as ®ukitag in the earliest sources; the other version, ®itag/®intic, is
most possibly the result of etacism at a later stage. See Miiller (1990). Cf. Shardella (2000), 3-7;
Spanoudakis (2002), 19-23; Bing (2003), 330 n. 1.
26 Suda @ 332, s.v. ‘Pijtag, Kdoc® (= T. 1 Sp.): vidg Thrépov, dv éni te Pikinmov kol AAeEdvdpov,
YPOUUATIKOG KPITIKOG: Og ioyvmbeig ék tod Intelv tov kaAovpevov Wevdopevov Adyov amébovev.
€yéveto 8¢ Kail d1ddokarog Tod devtépov [Ttorepaiov. Eypayev Emypappata, kol Eleyeiog kol GAAQL.
See also T. 7b, 11, 12b, 18a, 21, 22a, 22¢ Sp. For Philitas’ chronology (he was most possibly born c.
340 BC), see Fraser (1972), 1 308-309; Il 464 n. 19; Spanoudakis (2002), 23.
227 As it is attested in the Suda (see n. 226). On Philitas’ relationship with Ptolemy II Philadelphus, see
Spanoudakis (2002), 26-28. Spanoudakis (2003), 23, suggests that Philitas’ residency in Alexandria
began c. 297/296 BC. See, however, the critique by Sens (2003) for the conjectural nature of this
statement.
228 posidip. Epigr. 63 A.-B. (P.Mil.Vogl. V11 309 Col. 10.16-25 = T 3 Sp.):
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Leontion.””® Nevertheless, the latter does not mention Ptolemy I Philadelphus, but
records instead that the statue was erected by the citizens of Cos and that it was
placed under a plane tree. The two passages have attracted much scholarly attention,
both with regard to the statues they refer to and the circumstances of their creation,
as well as the information that may be extracted from those statues’ description in
relation to Philitas’ work.”® Part of the discussion focused on the question of
whether the two poets refer to the same or to two different statues, one set in
Alexandria and one on Cos, and, if the latter is the case, if the one was a replica of
the other.”®* The communis opinio is that it is not possible to answer with certainty
any of these questions,?*? but it is generally acknowledged that the two passages are
testaments to Philitas’ high status as a poet, both in his homeland and in the capital of
the Ptolemaic kingdom.?*®

Philitas composed an elegiac poem with the title Demeter, of which only

234

scarce fragments survive.”" It has long been suggested that Philitas’ Demeter had a

Coan setting, possibly narrating the foundation of Demeter’s cult on the island.?®

229 Herm. Leontion 7.75-78 CA (= T 2 Sp.):

Oiofo 8¢ kai TOV 60186V, Ov Edpumdlov molritar 75

K®ot ydrkeov otiicay V0 TAatdve
Buttido poindalovta Bonv, mepi mavta Oikitov
pNpoto Kol TaooV TPLOLEVOV ACAMV.

%0 See e.g. the discussions by Hollis (1996); Hardie (1997); (2003); Bernsdorf (2002); Bing (2003),
331-332; Sens (2005), 209-216; Tsantsanoglou (2012). It has also been attempted to identify Philitas’
statue(s) with certain types of actual statues, Roman copies of Hellenistic originals; on this, see
Steward (2005), 197-203; Prioux (2008); Tsantsanoglou (2012).
21 For instance, Spanoudakis (2002), 28, argues that Posidippus is referring to a statue in Alexandria,
while Hermesianax to one on Cos. Hardie (1997) suggested that the statue mentioned by Hermesianax
was placed in a (plausible) Mouseion on Cos. He maintained this opinion in his later article (2003),
after the edition of Posidippus’ poem, and extended his theory to suggest that if the case was that there
were two different statues, they would both have been placed in Mouseia, one on Cos and one in
Alexandria.
32 See e.g. Hardie (2003), passim and esp. 36; Tsantsanoglou (2012), 113.
3 On the ‘heroic honours’ of Philitas, see Dickie (1994), 379-380; Hollis (1996), 56-62; Hardie
(1997), 33-35; (2003), 32-34; Spanoudakis (2002), 37-40.
234 See chapter 4 for a thorough discussion of Philitas’ fragments.
2% Kuchenmiiller (1928), 53-58; Sherwin-White (1978), 16-17, 308-309; Fraser (1972), 11 917 n. 290.
Knox (1993), 72-73; Weber (1993), 343 n. 1; Shardella (2000), 46-49; Spanoudakis (2002), 158-162,
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Spanoudakis bases his reconstruction of the poem on the scholia on Theocritus’ Idyll
7, which, he notes, ‘tell us more about Demeter than any other source’.?%® Theocritus’
poem is explicitly set on Cos and clearly refers to a celebration in honour of Demeter
taking place there.”®” More specifically, in Idyll 7 the narrator Simichidas relates a
past journey he made with two friends to the Coan countryside (the deme Haleis) in

238 to which he

order to attend the Thalysia, a harvest festival in honour of Demeter,
and his friends had been invited by Phrasidamus and Antigenes.?*® The latter were,
according to the narrator, the noble sons of Lycopeus who, in turn, descended from
Chalcon and Clytia.?*® The scholia elaborate further on their genealogy, mentioning

that Clytia was the daughter of Merops who married the Coan king Eurypylus, son of

22. Contra, Maas (1896), viii-ix; Cessi (1908), 122-137, argued that Philitas’ Demeter contained a
dialogue between Demeter and Celeus at Eleusis and that it served as a model for Ovid’s presentation
of Demeter’s story in Fast. 4.417-620 and Met. 5.341-571. See Spanoudakis (2002), 223-224, for a
summary of the various views regarding the relationship between Ovid’s treatment and Philitas’
Demeter. Cf. Shardella (2000), 44-45.
2% See Spanoudakis (2002), 223-241, for the reconstruction of Demeter. Cf. Shardella (2000), 45-49.
27 See Gow (1952), 11 12; Lawall (1967), 75; Segal (1974a), 70. Cf. Arnott (1979), on Brasilas’ tomb;
Zanker (1980), on Burina. Contra, Krevans (1983), 203-204. Indicative of the prominence of the Coan
setting in Idyll 7 is the fact that it constituted the basis for ancient and modern scholarly assumptions
regarding the possibility of Theocritus’ sojourn on the island. Theocritus was born in Sicily, in
Syracuse. On Theocritus’ life and the view that he lived on Cos at some point in his life, see Gow
(1952), Il xv-xxii, xxv-xxvii. Suda mentions that some people even considered Theocritus as a Coan
(0 166, s.v. ‘@edkprrog’: [...] €ott kai Erepog Oedkpirog, [pa&aydpov kai Oiaivvng, ol 8¢ Zwupiyov:
2upakovctog, ol 8¢ pact Kdov: petdrnoe 6¢ év Zvpaxovoarg |...]).
2% The festival mentioned is of private nature; it involves a feast and the offering of the first fruits as a
sign of gratitude for the goddess’ gift of barley in abundance. See Id. 7.31-34:

[...] &8 680¢ &de Baivoidc: 1 yop £taipot

avépeg eOmETA® Aapdtept doito TeledvTl

SAPo dmoapyopevor palo Yap oot Tovi HETP®

o daipwv ebkplBov AVETANPOOEV GA®AY.
On the Thalysia, see Gow (1952), 11 132; Hunter (1999), 153.
291d. 7.1-5:
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0 Hunter (2003), 30, suggests that Theocritus was associated with the family of Lycopeus from Cos
and possibly composed Idyll 7 for them.
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Poseidon, and gave birth to Chalcon and Antagoras on Cos.?* The latter two, we
learn, inhabited Cos when Heracles besieged the island and welcomed Demeter when
she visited Cos in the course of her wanderings in her search for Kore.?** Thus
Phrasidamus and Antigenes were associated with Demeter through their ancestors
and the cult of the goddess was possibly hereditary within their family.?*?

According to Spanoudakis, the scholion on Chalcon’s and Antagoras
reception of Demeter is the only testament of the goddess’ passing from Cos and it
most probably corresponds to the content of Philitas’ Demeter.”** The event
involving Heracles might also have been mentioned in Demeter, but the main part of
the poem must have dealt with Demeter’s visit to Cos and her reception as a guest by
the king Chalcon which resulted in the foundation of her cult on the island and the
expression of her benevolence towards the people of Cos. That is, Philitas’ Demeter
featured a typical narrative providing an aetion for the local cult of the goddess,
similar to that in the Homeric Hymn to Demeter and others.”*® This view is further
supported by the fact that Theocritus mentions in the same context the Coan spring
Burina,?*® which also appears in Philitas, according to the scholia on the Theocritean

passage.?*” This particular verse of Philitas has long been ascribed to his Demeter,?*®

for reasons which will be examined more thoroughly in chapter 4. For the moment, it

241 5chol. 1d. 7.5-9¢-h. Cf. Hunter (1999), 153 on Id. 7.4-7.
242 schol. Id. 7.5-9f: obtol 8¢ elow ol éni tiic ‘Hpaxhéove mohopkiag v Kd katowhoovieg kai
V10dedeypévol Ty Afuntpay, ko’ ov kopov mepinet v Kopnv {nrovoa.
243 Cf. Gow (1952), 11 133; Sherwin-White (1978), 312.
24 Spanoudakis (2002), 225.
% gpanoudakis (2003), 225, mentions as parallels Apollod. FGrH 244 F 89 for Demeter’s cult on
Paros, Paus. 2.18.3, 35.4, 7.27.9 in Argos, Paus. 1.37.2. in Attica. Cf. Richardson (1974), 178-179.
#%1d. 7.6-7:

Xdikovog, Bovpvay 6¢ €k T0d0¢ Givue Kpdvay

£V évepelopevog TéTpa yovu- [...]
47 schol. 1d. 5-9k: Bovpvav: kpfiviv Aéyet Tiig Kd. Pntag: ‘vaooato 8 &v mpoyofiot LeLapméTpoto
Bupivne.’ (= ft. 6 Sp.). Nikévop §& 6 K@og vmopvnuatiCov enoi- ‘Bodpva mnyr &v tfi viico éotiv, ¢
10 TPOoOTOV BoOg Pvi Tapanincilov.’
2% |t was first ascribed to Demeter by Knaack ap. Susemihl (1891), | 177 n. 17; his view was adopted
by Shardella (2000), esp. 169-178, and Spanoudakis (2002). Cf. Knox (1993), 73.
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Is important to establish that Philitas’ Demeter most likely dealt with the goddess’
cult on Cos and that Theocritus’ Idyll 7 is set in a similar context, presupposing
Philitas’ treatment of the topic.”*°

Demeter’s central role in two poems so closely associated with Cos is not
coincidental, since her cult was very prominent and one of the oldest in the island.?*
More specifically, the worship of Demeter and Kore is attested on Cos before the
synoecism of 366 BC. Terracottas of Demeter and the head of a Kore statue dated to
the end of the sixth or beginning of the fifth century BC were found in the remains of
a small fountain sanctuary on the north-eastern coast of the island, thus allowing the
assumption that the spring was dedicated to the two goddesses.?®* Furthermore, a
small temple of the fifth century BC, located in the western part of Cos on the
acropolis of Astypalaea (the deme of Isthmus in Hellenistic times), was most
possibly a temple of Demeter, as illustrated by the inscriptions found there.?*
Another small sanctuary excavated at Kyparissi was evidently dedicated to Demeter
and Kore, as it hosted seven dedicatory statues, three of Demeter, three of Kore and
one of Hades, all dated from the second half of the fourth to the third century BC.?*®

The epigraphical evidence for the cult of Demeter after the synoecism is

abundant, partly because at that time local religious festivals and regulations went

249 spanoudakis (2002), 55-56, notes that the commentary of Nicanor of Cos mentioned in the scholia
on Theocritus further supports the assumption regarding the ‘strong Coan colour’ of Philitas’
Demeter, since, in his view, most of the information on the ‘res Coae’ in the scholia on Id. 7 derive
from Nicanor’s commentary on Philitas. He presupposes that Nicanor’s commentary was on Demeter,
based on his own ascription of fragments, despite the lack of such explicit reference. Nevertheless,
even if the commentary did not deal — exclusively — with Demeter, it is clear that it reflects Philitas’
interest on Coan traditions. The relationship between Philitas’ Demeter and Theocritus’ ldyll 7 is
analysed in chapters 4 and 5.

20 Cf. Cessi (1908), 126-127; Kuchenmiiller (1928), 57-58; Fraser (1972), Il 916-917 n. 290;
Spanoudakis (2002), 226.

21 Sherwin-White (1978), 53.

252 Sherwin-White (1978), 27 with n. 84, 305. For the inscription, see AA 16 (1901), 135.

253 Sherwin-White (1978), 28, 312. For the inscriptions, see Héghammar (1993), 56 no. 84-86.
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under the control of a central authority and thus had to be inscribed on stone.®* A
fragmentary inscription preserving a religious calendar of the late fourth century

® while the calendar for the month

refers to sacrifices to Demeter at Alceidai,”
Batromios mentions a temple of Demeter (Aaudtpiov) located at Eitea, a cult place
for the phyle of the Pamphyloi.*®

Very enlightening for the nature of the cult of Demeter on Cos are the leges
sacrae, i.e. purification laws, which are preserved on inscriptions. One of them was
found in the Asclepieion and dates to the early third century (c. 270-260 BC).?*’
According to the inscription, two elected epistatai had to ensure that copies of the
purity regulations for two distinct public cults of Demeter were deposited in the
temples of Demeter and Asclepius.”®® The first group of restrictions is concerned
with the cult of Demeter Olympia; according to them, the priestess is restricted from
having contact with anything ‘impure’, e.g. the impious, a heroon or meat sacrificed
for a hero, a place where a recent childbirth or miscarriage or a death took place.?*®
They also mention the purificatory procedures that needed to be followed on the
occasion of ‘impurity’: in case of eating ‘polluted’ meat, the priestess had to sacrifice
a female piglet, while in all the other cases she had to sprinkle herself with water and
grain seeds from a prospermia.?®® The second part of the inscription refers to the cult

of Demeter Korotrophos and includes the same restrictions as for Demeter Olympia,

with additional clauses regarding the purification process to be followed in the case

%4 Cole (2004), 137.

%5 HGK 1.59-60.

26 HGK 3.4-5.

%7 HGK 8 (= LSCG 154).

28 HGK 8 | a.6-12. See Craik (1980), 205-206, on the duties of the epistatai.
29 HGK 8 11 a.21-27.

20 HGK 8 11 a.27-35.
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of a death in a sanctuary, as well as sacrifices and the foundations of altars.?*
According to Cole, these regulations illustrate a high level of purity that was
exceptional for the priestesses of Demeter on Cos and a small number of other
priesthoods, primarily at centrally located sanctuaries.”®* The reason for the special
standards of purity expected by those priests/priestesses was mainly their and their
cults’ importance for the welfare of the community.

Moreover, an inscription from Antimacheia dated to the end of the fourth or
beginning of the third century BC includes regulations regarding the priesthood of
Demeter, a formerly elective office that became ‘purchasable’, as well as the duties

of the attendees and the priestess.?®®

More specifically, two distinct groups of women
are mentioned, the televpevon and the gmvopgevouevar and, according to the
inscription, for the former group the priestess is obliged to perform the customary
rites. The meaning of the terms used to describe the two groups has been disputed by
the different editors of the inscription and other scholars: some considered them as
referring to two categories of initiates, which would presuppose the existence of
some kind of mysteries, while others though that the reference was to married
women and women being betrothed.?**

The only (other?) reference to mysteries of Demeter performed on Cos is
found in a dedication to Demeter Soteira, Kore and Poseidon dated to the late third or

early second century BC.?®®> There, a woman named Aischron commemorates an

earthquake which occurred during the rites of Demeter (év teketoic Aduotpog, 1. 5).

1 HGK 8 11 b.36-111 b.46.

%2 Cole (2004), 137-144. She notes that similar purification regulations applied for the priest of Zeus
Polieus on Cos. Cole also mentions as parallels Apollo’s Pythia at Delphi, the Hellanodikai at
Olympia and Poseidon’s priestess at Kalaureia.

%3 HGK 17 (= PH 386; LSCG 175 = ED 178).

24 Dillon (1999), 67-68 and n. 26, for a summary of views. Cf. Sherwin-White (1978), 306, who
interprets it as a reference to initiates and married women.

25 BPhW 52 (1932), 1011.
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She and other women were gathered in the sanctuary of the goddess at the time of the
earthquake, when she appealed to Demeter Soteira (I. 9); eventually, Demeter and
Kore were propitiated during the nocturnal rites (voyioig iAdoat’ &v tehetaic, 1. 11)
and the earth was still again. The content of the rites is not clarified, but it is very
probable that Aischron’s role in the appeasement of the goddesses indicates her
status as a priestess.”®® Coan women’s intense participation in the cult of Demeter is
further attested in an inscription of the late third or early second century BC which
enumerates the donations to Demeter carried out exclusively by women.?®

The prominence of Demeter’s cult on Cos, the goddess’ strong presence in
Philitas’ and Theocritus’ poetry, as well as an additional point which will be
mentioned here, led some scholars to suggest that Coan elements underlie
Callimachus’ Hymn to Demeter as well; this made Cos a possible place for the
performance of the hymn.?®® The additional element supporting this argument is the
association of the Erysichthon myth narrated in the core of Callimachus’ hymn with
Cos, present in the earliest known version of the story in the Hesiodic Catalogue of
Women. There, Erysichthon appears as a man of burning hunger, which he tries to
appease through the means he receives by repeatedly offering his daughter Mestra —
completely absent in Callimachus’ version — as a wife to different men.?*® After an
account of a legal dispute between Erysichthon and Sisyphus regarding a failed

marriage deal for their children,?”® Mestra is carried by Poseidon to Cos where she

%66 See Sherwin-White (1978), 311-312; Dillon (1999), 77.

27 ED 13-14. For more inscriptions referring to Demeter and/or Kore’s cult, see Craik (1980), 216-
217; Hoghammar (1993), 56 no. 87, 47 no. 34.

%68 McKay (1962b), 33-60 esp. 59-60; Fraser (1972), 11 916-917 n. 290; Sherwin-White (1978), 306-
311; Bowie (1985), 80 n. 58.

%% Hes. Cat. fr. 43a.2-25.

?"% Hes. Cat. fr. 43a.26-54.

55



bears him Eurypylus, the future king of Cos and father of Chalcon and Antagoras.?”*
The text further narrates that because of the latter king and ‘from a small beginning’
Heracles sacked Cos while he was returning from Troy.?”? This is a reference to the
story of Heracles’ siege of Cos which, according to one account, happened after the
shepherd Antagoras refused to offer him a ram.?” It is also the story that is
mentioned in the scholia on Theocritus’ Idyll 7 and the same that was possibly
featured in Philitas’ Demeter. A Coan folktale entitled Myrmidonia and Pharaonia
featuring a narrative similar to that in the Catalogue and, more importantly,
Callimachus’ hymn has been considered as further proof of the Coan origin of the
story.?’* Nevertheless, it is now generally accepted that the folktale cannot be viewed
as evidence for the survival of the ancient myth, but rather as an adaptation of the
story from literary sources.?” This, together with the fact that Callimachus does not
include the ‘Coan’ part of the Erysichthon story in his hymn, led scholars to dismiss
the argument regarding a Coan setting of Erysichthon’s story and Cos as the place of
the hymn’s performance.?’® In any case, as already noted, the Hymn to Demeter was
probably not composed for the purpose of being performed at a certain location; this,
however, does not eliminate the idea that elements associated with specific places

and their mythological and religious traditions underlie the poem.

“" Hes. Cat. fr. 43a.55-60.

2’2 Hes. Cat. fr. 43a.61-64.

2% plut. Quaest. Graec. 58 (= Mor. 304c-e). He narrates the story as an aetion for the priest of
Heracles in Antimacheia dressing as a woman (Heracles disguised himself as woman on Cos). Cf.
Rutherford (2005), 108-109.

2% Dawkins (1950), 334-340; McKay (1962b), 33-60.

275 See Fehling (1972), 185-195. Cf. Hopkinson (1984b), 26-30.

2% More elements thought to associate Callimachus’ hymn with a Coan setting (e.g. Coan laws
prohibiting tree-felling, prayers for homonoia found in Cos ~ H. 6.134, the games of Itonian Athena in
H. 6.74-75 as an allusion to Coan theoroi sent there) are easily dismissed, either because they are
applicable to other places as well or because they are of secondary importance. See Hopkinson
(1984b), 38-39 for the dismissal of these arguments.
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A hint of such an underlying association with the mythological-historical
tradition of Cos and the neighbouring area is found in the beginning of the main
narrative of the story of Erysichthon in Callimachus’ Hymn to Demeter, in the
reference to the Pelasgians’ migration from the Thessalian Dotium to Cnidus, the
Carian peninsula on the southeast of Cos.?”” The Thessalian colonisation of Cnidus
was traditionally associated with the figure of Triopas, who in Callimachus’ hymn is
the father of Erysichthon and a beloved of Demeter,?”® and also the son of Poseidon
and Canace, daughter of Aeolus the king of Thessaly.?”® According to Diodorus
Siculus’ account, Triopas committed the crime that is ascribed to Erysichthon in
Callimachus’ hymn, i.e. the felling of Demeter’s sacred grove at Dotium, a deed
which provoked the locals’ rage, and led Triopas to immigrate to Cnidus, where he
founded the Triopion.”®® Wilamowitz thought that the story recorded in Callimachus’
hymn derived from Cnidus and that the version featuring Triopas as the transgressor

was the original,”®* while Fehling argued that Diodorus Siculus most likely ‘revised’

2" H. 6.24-25:
obno tav Kvidiav, £t1 Adtiov ipov vailov,

Friv 8 avtdt kodov dhcog énomcavto Ilehaoyol

2" H. 6.29-30:
[--] Bed &’ mepaiveTo YOP®

6ccov ‘Elevoivy, Tpiona 6’ doov 6xkdcov "Evva.
The reading Tpiwong has been questioned by some editors who substituted it with Tpiorw, assuming
that the reference was meant to be to the place and not the person, thus maintaining the parallelism
with the city Enna. Others thought the latter as referring to the respective nymph and not the city, thus
coupling it with Triopas as the two favourites of Demeter. Hopkinson (1984), 106 on H.6.30, notes
that a reference to the Triopion would be anachronistic, since it was founded after the migration to
Cnidus; therefore, he keeps the parallelism between a place and a person, despite its peculiarity.
?9 H. 6.97-99:

Toio. TOV 0VK diovto [Toteddmva KaloTpéwmy:

‘yevdomdtwp, ide TOVOE TEOD TpiTOV, elmep &yd pév

oeb te kai AioAidog Kavakag yévog, adtap €ueio
Likewise, in Apollod. Bibl. 1.53. Cf. Diod. Sic. 5.61.3. Several, diverse genealogies involving Triopas
are attested. See Meyer (1916-1924); Wst (1939); Hopkinson (1984), 30-31.
%80 Diod. Sic. 5.61.2-3: évtaibo 8 10 TépEVOC THG ARUNTPOC EkkodyavTa Ti [uev] DA katoypiiodo
pog Pactrieiov katackevv: O fiv aitiav vmd @V yyopiov pondévia euyelv ék Oettoiiog, Kol
Katamhedoal LETd TV CUUTAEVCGVTOV Aodv sic T Kvidiav, &v 1 kticar 10 kalodpsvov &m’ odtod
Tpiémiov.
281 Wilamowitz-Moellendorff (1924), 11 33-44.
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Callimachus’ version by making Triopas the culprit, on the basis of the traditional
connection of Triopas with the Thessalian colonisation of Cnidus.?®? At any rate, it is
possible that there was a distinct version of the myth in which Triopas had the role of
the transgressor and where the sacrilege was associated with the migration to
Cnidus.?®® In Callimachus’ narrative Erysichthon’s sacrilege is not explicitly
presented as the aetion for Triopas’ migration and his foundation of the Triopion, but
it is certainly implied as such.?®*

Triopas is also associated with the pre-Dorian, Thessalian colonisation of
Cos,”® as he is said to have been a king of Cos.?® In the Iliadic Catalogue of Ships,
the Coan contingent is led by the two sons of Thessalus, i.e. Heracles’ son from
Chalciope (Eurypylus’ daughter) and the eponym of the Thessalians.”®’ The topic of

the early Thessalian settlement of Cos, the neighbouring islands and Cnidus seems to

have interested scholars and poets of the third century, as, apart from Callimachus

%82 Eehling (1972), 181-182.
283 Hopkinson (1984b), 26.
284 Hopkinson (1984), 99; Ambiihl (2005), 195. Contra, McKay (1962b), 46, 128, where he argues
that Callimachus did not present it as an aetiological story, but as a ‘Hellenist’ includes a reference to
it to illustrate his awareness of it.
%85 The autochthonous inhabitants of Cos were called Meropes. See Sherwin-White (1978), 47-50. Cos
was believed to have been colonised by Dorians from the Argolid in the Dark Ages (see Hdt. 7.99).
See Sherwin-White (1978), 29, who refers to archaeological evidence in support of this view.
286 See Schol. 1d. 17.68/69b I: év 8¢ i Tyii Tplomov: Tpioy Pacikeds tig Kd, 4o’ o dkpotiptov
avopaoton the Kvidov. Cf. Sherwin-White (1978), 192; Spanoudakis (2002), 189.
7 Hom. 11. 2.676-679:

018’ dpa Nicvpdv 1’ eiyov Kpanabév te Kédoov te

kai K@v EvpumvAioto noly viicoug te KaAiddvag,

6V o Deidummog te kol Avtipog yncdsdny [...]

®ecc0lod vie dvw HpoxAeidao dvaktoc:
On Thessalus as the son of Heracles and Chalciope see Pherec. FGrH 3 F 78; Apollod. Bibl. 2.166.
Cf. Herodas’ reference to the glory of Thessalus and Heracles on Cos and Asclepius’ origin from
Thessalian Trikka, 2.95-97:

viv ogi&et’ | Kdg ki Mépoy kodcov dpaivet,

KGO Oec60ldg TV glye kNporAfic S6Eav,

KOGKANMOG kMG RAOeY év0as’ éx Tpixkkmg, [...]
The tradition of the Thessalian colonisation of Cos is further attested by the common names
(Eurypylus was also a Thessalian king) and toponyms between Thessaly and Cos. See Patton and
Hicks (1891), 344-347; Sherwin-White (1978), 18 n. 36; Spanoudakis (2002), 188-189.

58



and others,®® Philitas also seems to have dealt with it in his poetry. More
specifically, in one of his fragments he refers to Coan women as ‘Thessalai’.”®°
Spanoudakis suggested that the fragment belonged to Demeter,?®® which, if true,
would mean that Philitas mentioned or alluded to the Thessalian colonisation of Cos,
maybe in relation to Demeter’s cult in the area. This is of particular importance as it
would establish a further link between Callimachus’ Hymn to Demeter and Philitas’
poem.?*

It is also useful to note that Cos and Cnidus, apart from their common pre-
Dorian Thessalian ancestry, shared their Dorian tradition. More specifically, the two
formed along with Halicarnassus and the Rhodian cities of Lindus, lalysus and
Camirus the Dorian Hexapolis, i.e. a religious league whose centre was the sanctuary
of Apollo on the cape Triopion.?®* At a later point, Halicarnassus was expelled from
the league which was thereafter called Pentapolis, whose members every four years

celebrated a festival that honoured Apollo along with Poseidon and the nymphs.?®?

288 Sherwin-White (1978), 17-18. E.g. Zenon of Rhodes (FGrH 523 F 1 = Diod. Sic. 5.55) refers to
the colonisation of Rhodes by Phorbas, the son of Lapithes. Antimachus of Colophon also appears to
have dealt with the Thessalian migration from Dotium in his Lyde, see fr. 85 Matt. On Antimachus
see also p. 70 n. 330 and p. 81 with n. 383.

%89 Hsch. 0 405, s.v. @socohai: ai Kda mapd Gvira kai of eappokideg (= fr. 15 Sp.). See Fraser
(1972), 11 917 n. 290 (iii); Sherwin-White (1978), 309. The latter suggests that Philitas possibly
portrayed Mestra as a Thessalian pharmakis (‘witch’) because of her ability to transform herself.

2% spanoudakis (2002), 187-189. He adopts Sherwin-White’s view (See n. 289 above) on Mestra as a
Thessalian pharmakis and assumes that ‘an allusion to the ‘Thessalian’ Coan women as witches due to
their association with Mestra is conceivable in P[hilitas]’. He further infers — quite arbitrarily — that
the fragment points to an episode in Philitas’ Demeter which involved an ill child and the Coan
women’s attempts to heal it before Demeter’s intervention. Cf. Sbardella (2000), 157, who does not
ascribe the fragment to a specific poem and notes that it may derive either from a poetic or a
glossographical context.

1 See Spanoudakis (2002), 297-298.

292 See Hdt. 1.144: kot mep oi €k Tiig meviamotog viv xdpng Aopiées, Tpdtepov 8¢ EEamdMog THg
aOTHG TOOTNG KAAEOUEVNG, PLAACGOVTOL 0V UNdapoDs £60€EacBat T@V Tpocoikov Ampiémv £g TO
Tpromikov ipdv, GALL Kol CEEDV ODTAOY TOVG TEPL TO POV avopnoavtag eekAnicay tig petoyic. Ev
Yop @ dydvi 100 Tpromiov AmdAhmvog €tifecav 10 maAol Tpimodag xoAkéovg Toiot ViKMo, Kol
TOVTOVG YPTV TOVG AdpPdvovtag £k ToD 1pod pn Ekpépely AL antod avotiféval T@ Oed.

293 Schol. 1d. 17.68/69d: oov Ampiéeoot: 1y GV Awpiéov nevidmolg Atvdog Tevooc Kampog Kag
Kvidog. dystol 8¢ kowi] vmo TV Awpiéwv ayav &v Tpromie Nopeag ITooelddvi ATOAA®VL. KaAgiTot
8¢ AdpP1og 0 aydv, dg APloTeidng eNoiv.
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The league’s strength gradually diminished as the local sanctuaries in each of the
city-members kept growing in importance.**

The close association of Cos and Cnidus from this respect is reflected in
Theocritus’ Encomium to Ptolemy: following her wish to be honoured by Ptolemy as
Delos was by Apollo, the personified Cos prays that the Triopian hill and the Dorians
who live nearby may receive as much honour from Ptolemy as the island of Rhenaia

received from Apollo.”®

According to the scholia, this reference reflects Ptolemy 11
Philadelphus’ interest in the area of Cnidus, which was expressed by his attempt to
revive the Dorian festival of the Pentapolis and the games in honour of Poseidon and
the Nymphs that took place at the Triopion.?*® Although it is certain that Cnidus was
associated with the Ptolemies, no details of this relationship are known.?®” Hunter
suggests that Ptolemy Philadelphus’ interest in the Dorian festival echoed in the
Encomium (note also the reference to Cnidus’ inhabitants as Dorians) corresponds to
Apollo’s patronage of the Ionian festival on Delos as it is presented in the Homeric

Hymn to Apollo (v. 147, 152).”® It is commonly acknowledged that the Ptolemies

promoted their Dorian ancestry which went back to Heracles and the Temenid family

2% Sherwin-White (1978), 30.
% 1d. 17. 68-70:

€v 0¢ il T Tpiomov katabeio koAdvay,

loov Awpiéecsot vy yépag £yyde Eodotv:

foov kai Pivoiay dvaé pikncsy AmdAov.’
Rhenaia is an island near Delos which, according to Thucydides (1.13.6; 3.104.2), was dedicated to
Apollo and bound with a chain to Delos by Polygnotus of Samos. See Hunter (2003), 150 ad loc.
2% gehol. 1d. 17.68/69a: <d¢ 100 DhadELQOV> E0moVdaKOTOC TEPL THY &v 16 Tpromio TV Avprény
obV0JdoV Kol TV adTdOL dpmpévny Tavnyvpy Kol Tov aydva tov dyouevov Tlocelddvi kai Nopeoig.
See, however, Gow (1952), 11 337 on Id. 17.68, who argues that this is most possibly an assumption
based on Theocritus’ text.
297 See Bagnall (1976), 98, who accepts the Ptolemaic links with the area, but argues that there is no
certain evidence of direct Ptolemaic rule. Cf. Sherwin-White (1978), 93 with n. 55, where she notes
that Cnidus, like Cos, was exempted from the Ptolemaic taxation.
% Hunter (2003), 148-149. He does not mention that Cnidus is referred to right after Cos in the
catalogue of the islands in the Homeric Hymn to Apollo (v. 43: xoi Kvidog ainewr| kai Kdapradog
Nvepdecca).
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of Argos.?®® In fact, Theocritus refers to Alexander’s and Ptolemy’s I descent from
Heracles in the Encomium.®®

Therefore, the Dorian associations of the Ptolemaic court and areas under its
influence contributed to the presence of respective notions in contemporary poetry
and the allusions to Cos and Cnidus are to be understood within this framework.
Accordingly, the ascription of the sacrilege against Demeter to Erysichthon instead
of Triopas by Callimachus in his Hymn to Demeter has been considered as related to
the Ptolemies’ interest in the area of Cnidus and the Triopion and their attempt to
exonerate the eponym Triopas from a ‘sinful’ mythological background.*** Couat
even thought that Cnidus, and more specifically a festival in honour of Cnidian
Demeter organised by Ptolemy Philadelphus (based on Theocritus’ scholia), was the

place of performance of Callimachus’ Hymn to Demeter.*%?

Although the existence
of such a festival is not attested, it is certain that Demeter’s presence in Cnidus was

very prominent, especially in the Hellenistic period.*

%9 Holbl (2001), 96.
0 1d. 17.20-27:

avtia 6° ‘HpakAijog £dpa keVTOLPOEOVOLO 20

idputan otepeoio teTvypéva €€ adapavtog:

&vBa ovv dAlotow Boriog Exer Ovpavidnot,

Yoip@V VIOV TEPLOGLOV ViVOIsLY,

St opewv Kpovidng pehéav é€gileto yijpag,

aBdavatot 0& kahedvtar £0l VEMOJEG YEYUDTEG. 25

Guoew yap Tpodyovog oy 0 kaptepog Hpokieidoag,

apedTepol 8 apbuedvtor &g Eoyatov HpakAfa.
0L Miiller (1987), 72 n. 244. According to McKay (1962b), 36, Triopas was thought to have
transplanted Demeter’s cult from Dotium to Cnidus ‘in expiation for the family misdeeds’. He notes,
however, that Callimachus did not aim to present it as such.
%02 Couat (1931), 234-238, argued that Callimachus composed the Hymn to Demeter on behalf of
Ptolemy Philadelphus in honour of Cnidian Demeter and that Erysichthon’s story was the right choice
for its narrative since it constituted the mythological source of Demeter’s cult in the area. This view
has been justifiably dismissed by Hopkinson (1984), 38, as there is no such indication in the poem.
%3 Here 1 do not discuss the issue of Cnidus’ relocation from an older urban settlement in the
mainland to a new one on the coast in the fourth century BC, which, if true, might be the reason for
the lack of evidence before the fourth century. See e.g. Bean and Cook (1952). Contra, Demand
(1989).
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A sanctuary of Demeter and Kore was excavated near the Cnidian acropolis,
alongside numerous terracotta statuettes, vessels, lamps, inscriptions and twelve
statue bases.*** On account of the findings, Newton, the excavator, concluded that
the precinct was established near the middle of the fourth century BC. The earliest of
the statue bases, dated to the middle or the end of the fourth century BC, bears an
inscription reporting that Chrysina, the mother of Chrysogone and wife of
Hippocrates, founded a sanctuary and dedicated a statue to Demeter and Kore,
reacting to a sacred dream in which Hermes informed her that she would become the
servant of the goddesses.®®™ Newton thought that it referred to the initial foundation
of the sanctuary,** but it has since then been pointed out that a private foundation of

a sanctuary for a city-cult is not very likely,"’

while it is more possible that the base
carried the portrait of the priestess Chrysina, rather than of one of the two
goddesses.*®® The other inscriptions, dating from the end of the fourth to the middle
of the second century BC (the majority from the third century BC), are dedications
from women (apart from one) to Demeter and Kore, while in two of them the
dedicators are named as priestesses of Kore.**® The well-known marble statue of

Cnidian Demeter, carved in the second half of the fourth century BC, was found on

the same location.*'® The statue, now exhibited in the British Museum, portrays the

%04 On the temenos of Demeter and Kore, see the reports of Newton (1863), 375-426.
%K 131:
Kovpau kai AGuatpt oikov koi dyakp’ évédnkey
Xpvooyovn[g] unmp, Inmokpdrovg 8¢ droyoc,
Xpvoiva, Evvoyiov dyv idodoa iepav:
‘Epuiig yap viv Epnoe Oeaig Tabvnt Tpomoiedev
306 Newton (1863), 418.
%07 Bean and Cook (1952), 207.
%% Breton Connelly (2007), 134-135.
309 |K 131-146 (IK 141 for the dedication by a man; 1K 132, 143 for Kore’s priestesses as dedicators).
319 Ashmole (1951), passim, argued for a date near 330 BC based on stylistic criteria.
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goddess seated on a throne, wearing a himation and a chiton.*** Additional findings
from the same sanctuary are the curse tablets, which derive, however, from a later
date (late second or early first century BC).%*? These record curses against persons
who had committed a certain offence against the dedicator(s); the curse is articulated
in the form of the perpetrators’ dedication to Demeter and a request for them to
suffer until the time they arrive at the temple and confess their crime. The importance
of these tablets lies in their being evidence for the sanctuary’s involvement in legal
matters and thus its prominence,313 which is relevant to Demeter’s role as the bringer
of justice (as Thesmophoros).*!*

The significance of Demeter’s cult in Cnidus is also reflected in the
foundation of the ‘Triopian’ shrine of Demeter in Rome by Herodes Atticus in the
first century AD, allegedly modelled on Demeter’s cult on the Triopion, the latter
most likely used as a synecdoche for the whole area of Cnidus.** Inscriptions found
on two columns near the shrine report that it was dedicated to Demeter, Kore and the
‘chthonic deity’ and include warnings against vandalism.*'® An additional inscription
preserving Marcellus of Side’s epitaph in honour of Regilla, Herodes Atticus’ wife,
reports that the Roman Triopion contained statues of Demeter and the deified
Faustina the Eldest who was identified with the goddess (v. 6 Ano® te vén Ano 1€

nohou), while a statue of Regilla was also placed in the shrine at some point later.®!’

The same poem concludes with a warning for people to respect the sacred space,

311 British Museum, GR 1859.12-26.26 (Sculpture 1300); Ashmole (1951), pl. 1-7; Ridway (1997),
332-334 pl. 79a-c.

312 |K 147-159. On the tablets, see Chaniotis (2004); Faraone (2011).

313 Chaniotis (2004), 42-43.

314 Cf. chapter 6, p. 194-197.

15 On Herodes Atticus’ Triopion, and the inscription associated with it, see Kron (1988), 15;
Lucchese (2009); Gleason (2010), 142-156. Contra, Robertson (1984), 375 with n. 15, who argues
that the name of the shrine derives from Triopas’ homeland in Thessaly.

%1% 1G X1V 1390.

371G XIV 1389 (161 AD) = 146 Ameling.
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accompanied by the mythological example of Triopas’ punishment when he sacked
Demeter’s temple.*®

The conclusions drawn from my discussion in this chapter are the following:
Cos, a significant island for the Ptolemies and a renowned cultural centre, housed an
important cult of Demeter, which is reflected in Philitas’ poem Demeter that deals
with the foundation of the cult on the island, as well as Theocritus’ Idyll 7 whose
context is a Demeter festival on Cos. Furthermore, the myth treated by Callimachus
in his Hymn to Demeter is associated with Cos as well as with the neighbouring area
of Cnidus, another place of Ptolemaic interest with a prominent cult of Demeter.
Overall, the three poems on Demeter seem to be associated through their

mythological and religious background, a notion which will be further analysed in

the next chapter.

%18 |G X1V 1389.93-98:
AALG puv ampdeoatog Népeoig kal poppog drdotw<p>
ticovtal, GTVYEPTV O KLAVONGEL KaKOTNTO
000¢ yap ipByov Tpuomem pévog AioAidao 95
dvad’, 6te velov Anuntepog eEaldmatey.
T ol TOWVNV Kol Enmvouiny dAfacdo<r>
x®pov, un tot Ennran Emt Tp<t>6meiog 'Epwvig.
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Part Il: Demeter in Poetry

In this part of my thesis, | thoroughly discuss the Hellenistic poems featuring
Demeter, aiming at drawing conclusions regarding the nature and function of the
goddess as a literary persona. In the first chapter of this section | present the four
poems that | consider as the most prominent for the aforementioned purpose and
through the examination of the way they are interrelated | trace motifs directly or
indirectly associated with Demeter. In the second chapter | discuss the poetological
significance of the Demeter-related motifs and propose metapoetical interpretations
of the poems; subsequently, I question and propose an explanation for the choice of
Demeter in passages of poetological significance. Finally, in the third chapter |
examine the social elements of Callimachus’ Hymn to Demeter and discuss in what

way these reflect Demeter’s social aspect.
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Chapter 4

A Network of Hellenistic Poems about Demeter: Callimachus, Philicus,

Philitas, Theocritus

I begin my discussion with Callimachus’ Hymn to Demeter, as it is the most fully
extant Hellenistic text that centres on Demeter. As already noted in the Introduction,
the Hymn to Demeter, alongside the Hymns to Apollo and Athena, belong to the so-
called ‘mimetic’ hymns of Callimachus, where a narrative frame creates the
impression of a religious ceremony taking place ‘in real time’ before the audience-
readers.*® The Hymn to Demeter and the preceding Hymn to Athena differ from the
Hymn to Apollo in that their ritual frame flanks a long narrative rendering a
cautionary tale related to the ritual exhortations of the frame.*?° The mimetic frame
in the Hymn to Demeter in particular, portrays a festival in honour of Demeter
involving a procession of the ritual basket followed by female worshippers. As noted
in Chapter 1, the exclusion of men from the ritual and the reference to the devotees’
fasting point to the Thesmophoria as the festival that is more similar to the one
described in the poem, but no specific setting need be ascribed to it. In the
succeeding paragraphs I summarily present the content of Callimachus’ hymn, as
specific details of the narrative will be examined more thoroughly in the course of

my discussion.

319 For the definition of the term ‘mimetic’ and the problems it involves, see Harder (1992), 395-396.
On the ‘mimetic’ hymns in general, see Legrand (1901); Pretagostini (1991); Hopkinson (1984), 36;
Bulloch (1985) 8; Hutchinson (1988), 63; Depew (1993); (2000); (2004); Furley and Bremmer (2001),
| 46; Petrovic (2007), 124-126.

%20 The relationship between H. 5 and 6 will be discussed in the next chapter.
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The first part of the ritual frame in Callimachus’ Hymn to Demeter opens
with instructions addressed to the female devotees of Demeter, both initiated and
uninitiated, to greet the goddess and avoid looking down while the procession of the
basket arrives (v. 1-5). The narrator is one of the women worshippers herself, having

321 A reference to the women

the role of the chorus leader or master of ceremonies.
spitting from dry mouths from fasting (v. 6) is followed by the announcement of the
arrival of Hesperus, who, we learn, was the only one that persuaded Demeter to
break her fast during her search for her daughter (v. 7-9). The narrator then addresses
Demeter herself and expresses her amazement at the goddess’ wanderings and
abstinence from drinking, eating and bathing (v. 10-12). She subsequently recounts
how the goddess crossed three times the river Achelous and each ever-flowing river
and how she sat three times on the ground at the well Callichorus (v. 13-16). At this
point she announces a change of topic by exclaiming that she does not want to
narrate what brought tears to Demeter (v. 17), but rather how the goddess provided
cities with fair laws, how she taught Triptolemus the art of threshing and ploughing
and how she punishes transgression (v. 18-22). The last verse of the ritual frame is
corrupt (v. 23), but it most probably included a brief introduction to the succeeding
cautionary tale, that is, the story that functions as an example of transgression
punished by Demeter.%%?

The central narrative of the hymn focuses on Erysichthon, son of Triopas of

Thessaly, who decides to destroy the grove that the Pelasgians built for Demeter at

Dotium in order to create a banquet hall for his friends (v. 24-36). Accompanied by

%21 On the hymns’ narrator, see Morrison (2007), 170, who opposes the idea expressed by Hopkinson
(1984), 3, that the narrator’s voice is ‘nebulous and uncharacterised’, ‘above and outside the
ceremony’. Cf. Bing (1995), on the female voice and perspective of the narrator (and the hymn in
general).

%22 See Hopkinson (1984), 99.
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twenty servants he starts cutting down the sacred poplar of Demeter (v. 37-39), who,
disguised as her public priestess Nicippe, intervenes by warning him that he will
infuriate the goddess (v. 40-49). Erysichthon does not obey and the goddess,
assuming her divine form, inflicts insatiable hunger and thirst upon him as a
punishment (v. 50-67). The rest of the narrative deals with Erysichthon’s condition
and its consequences: he cannot attend any social event but enclosed within the
house consumes all the food and wine available until his entire oikos is led to ruin
and he himself becomes a beggar at the crossroads (v. 68-115).

At that moment the Erysichthon narrative stops and is followed by the
narrator’s wish not to have a friend or a neighbour who is hateful to Demeter (v. 116-
117), while more instructions directed to the devotees mark the return to the ritual
frame: they are urged to welcome Demeter (since the basket that has arrived) and to
follow the procession, the uninitiated until the prytaneion and the initiated until they
reach the temple of the goddess (v. 118-133). Finally, the hymn closes with an
invocation to Demeter and a request for her to maintain the city in peace and
prosperity, bestow fertility on the land and cattle and be favourable to the narrator (v.
134-138).

The first point in Callimachus’ Hymn to Demeter which has attracted
considerable attention by scholars is the narrator’s request not to ‘narrate what
brought tears to Deo’ on v. 17.3% This statement has been interpreted in two ways:
first, from the point of view of the internal narrator, as an expression of her

4

compassion for Demeter,*** and, secondly, from the external narrator-poet’s

% H. 6.7
pn un todto Ayopeg a ddxpvov dyoye Anol
%24 Bing (1995), 36; Morrison (2007), 173.
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perspective, as a metapoetical statement of his distancing from previous texts.*?> The
‘breaking-off” of the narrative is a rhetorical device known from Pindar, who uses it
primarily for the purpose of avoiding topics that are inappropriate according to either
his encomiastic goals or his religious piety, having as ultimate goal the enhancement
of his songs’ quality.?*® Callimachus’ adoption of this narrative device has a similar
end which, however, he reaches on a slightly different path: by rejecting or
concealing other — usually traditional — treatments of certain myths, he illustrates his
awareness of them and thus his erudition, while his distancing from them underlines
the originality of his own composition.**’ In the case of the Hymn to Demeter, the
story that Callimachus refuses to narrate in favour of a different, in his view a more
pleasant one, is that of Persephone’s abduction by Hades and Demeter’s subsequent
sorrow and wanderings in her search.

Heyworth has suggested that Callimachus’ recusatio on v. 17 refers to three
different texts, all dealing with the traditional myth of Demeter and Persephone: the
Homeric Hymn to Demeter, Philicus’ Hymn to Demeter and Philitas’ elegiac poem
Demeter.3?® Such a threefold dismissal of texts seems attractive, since it corresponds
to the triple actions of Demeter described in the preceding verses (v. 13-15), the
threefold proposition of alternative topics introduced with kaAAov (v. 18-22), as well
as the general emphasis on the number three throughout the poem.*?* It is necessary

to note, however, that even if Callimachus intended his reader to understand the

325 On the distinction between the implied author-external narrator and the internal female narrator in
the hymn, see Morrison (2007), 171-172.

326 Fyhrer (1988), 53-54.

%27 Fyhrer (1988), passim and 67-68 on H. 6.17 in particular.

%28 Heyworth (2004), 153.

329 On the prominence of the number three in the hymn, see Hopkinson (1984), 11 n. 2, who adds the
triple anaphora in the ritual frame, the names of Tpiworac and Tputdrepog, the tpitov yévog (‘third
generation’, referring to Erysichthon as the grandson of Poseidon, v. 98), tp16do1ot (“at the crossroads’
v. 114), tpidorte (‘thrice-invoked’, v. 138). Cf. also Ambdihl (2005), 192-193 n. 407.
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refusal of the Demeter and Persephone myth as a ‘dismissal’ of the three
aforementioned texts — the first as the canonical text of Demeter’s myth, the other
two as nearly contemporary poems dealing with similar topics —, this does not
exclude the possibility of him alluding to additional texts, not only in v. 17, but also
throughout the hymn.®* In the course of my analysis in this and the following two
chapters it will be illustrated that Callimachus in his Hymn to Demeter uses a variety
of intertexts for emulation as well as contrast. Nevertheless, | will first examine the
way Callimachus’ hymn relates to the three suggested literary (anti)models.

The relationship between Callimachus’ Hymn to Demeter and the Homeric
Hymn to Demeter has been extensively examined by scholars, the prevailing view
being that the archaic text constitutes an important point of reference for
Callimachus, functioning both as a positive and negative foil.*** The popularity of
the Homeric Hymn to Demeter in the Hellenistic period is well attested by the

various treatments of its myth and by the numerous direct or indirect allusions to it in

330 More texts have been proposed as Callimachus’ anti-models. One is Antimachus’ alleged treatment
of the Demeter and Persephone myth in his Lyde: fr. 78 Matth. referring to Demeter’s priests on Paros
and fr. 79 Matth. mentioning Eleusinian Demeter’s voice (or sight), see Matthews (1996), 229-234 ad
loc. Cf. fr. 85 Matth. (pedyovtog yaing &ktobr Awtiddog) from the second book of Lyde, where
Antimachus possibly refers to the Thessalians’ migration to Cnidus mentioned by Callimachus in H.
6.24; see McKay (1962), 105 n. 1; Hopkinson (1984), 100 ad loc. Matthews (1996), 242-245, agrees
with McKay that Antimachus may have presented Erysichthon’s story in the form of a tragedy; see,
however, the critique by Harder (1998), 636. Cf. also Faulkner (2012), 79-81, who argues that
Callimachus choice of the Erysichthon story (as that of Cydippe) was part of his literary polemic
against Antimachus’ Lyde. It has also been suggested that Callimachus refers to his own treatment of
the myth, included in the Aetia or another work; see Malten (1910), 543-553; Wilamowitz-
Moellendorff (1924), 1l 34; Kuchenmiller (1928), 55-56; Herter (1975), 480-481. Fr. 611 Pf, a
fragment incertae sedis, has been considered as evidence for this; here Callimachus addresses
Demeter thus: KaiAyopo éni gpnti kabéleo naudog dnvotog (‘you sat at the well Callichoros, having
no news about your child’). Hopkinson (1984), 93-94, ascribes the fragment to the Aetia, while Hollis
(1990), 329 on fr. 172-173 (his numbering) includes it in the Hecale. Another instance where
Callimachus treats Demeter-related material is the aetion concerned with the exclusion of unmarried
women from the Attic Thesmophoria (fr. 63 Pf.), most possibly included in the third book of the
Aetia; on the poem, see Pfeiffer (1949), | 65-66; Hollis (1992), 13-15.

31 See mainly the treatments by Hunter (1992), 9-11; Haslam (1993), 119 n. 4; Bing (1995); Van
Tress (2004), 169-170; Ambuhl (2005), 177-190. Contra, Fantuzzi (1993), argues that Callimachus’
H. 5 and 6 are not much influenced by the Homeric hymns, but rather by archaic choral lyric. Bulloch
(1977), 98-101, argues that the narrative of Callimachus” Hymn to Demeter has more similarities with
the Homeric Hymn to Dionysus instead.
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different works.3*?

With regard to Callimachus’ Hymn to Demeter, it has been argued
that in v. 7-17 the poet ‘re-writes’ in miniature form the Homeric hymn,** since
apart from the allusion to its myth, he also adopts specific elements from the
Homeric narrative. One of these elements is the double reference to Demeter’s
refusal to eat, drink or wash during her daughter’s absence, which is similar to the
double appearance of the same theme in the Homeric hymn.*** Callimachus,
however, differentiates his own account of Demeter’s abstinence by varying the
wording and by reversing the sequence eating-drinking to drinking-eating.**®
Additional elements of the story are altered in Callimachus’ version, such as the
agent responsible for breaking Demeter’s fast (Hesperus in H. 6.9, lambe in Hymn.
Hom. Cer. 202-205), the well near which Demeter is seated (Callichorus in H. 6.15,

336

Partheneion in Hymn. Hom. Cer. 98-99),°® and the number of times the goddess

%32 See Richardson (1974), 68-71. He notes the Homeric hymn’s influence on Apollonius Rhodius’
Argonautica (especially the episode of Thetis trying to immortalise Achilles in 4.869-873, modelled
on the Demophon episode in Hymn. Hom. Cer. 237-240), Theocritus’ ldyll 25, Nicander’s
Alexipharmaca (128-132), fr. 935 PMG (Epidaurian Hymn to the Mother of the Gods), SH 990
(anonymous Hymn to Demeter). On the Homeric Hymns’ collection in the Hellenistic period
(especially with regard to its influence on Callimachus), see Faulkner (2011), 178-196.
%33 Hunter (1992), 10.
%34 Hymn. Hom. Cer. 49-50, 200 ~ H. 6.12, 16.
%35 Hymn. Hom. Cer. 49-50:

006¢ mot’ apPpooing kal véktapog Ndvndtolo

nhocot’ aknyepuévn
and Hymn. Hom. Cer. 200: aA)> dyéhaoctog Gmactog £6nT00G 1O TOTHTOg
~H. 6.12: 0V wieg o1’ Gp’° £deg thvov xpdvov; 6.16 adotoréa GroTtog Te Kol 00 PAYES
Hymn. Hom. Cer. 50: 003¢ ypda. fdAreto Aovtpoic ~ H. 6.12: 00de hoéooa.
Also, Hymn. Hom. Cer. 200: 6AA’ dyélaotog Gmactog édnthog 16€ motitog (for Demeter) ~ H. 6.6:
und’ 6k’ 4’ avorémv otopdTmv TTompeg dractot (for Demeter’s devotees).
See Bing (1995), 30-31; overall, Bing argues that the Homeric Hymn to Demeter functions as a
‘counterpoint’ for Callimachus’ hymn, i.e. that he uses it as a model in order to distance his own poem
from it. His view has been adopted by Spanoudakis (2002), 295 n. 135.
%38 The well Callichoros is also mentioned in Hymn. Hom. Cer. 272 as the location where Demeter’s
temple had to be built at Eleusis. See Richardson (1974), 326-328; Hopkinson (1984), 93-94; Bing
(1995), 31 n. 8. Cf. the reference to the same spring in Callim. fr. 611 Pf. mentioned above, p. 70 n.
330
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repeats each of her actions (everything three times in Callimachus, once in the
Homeric hymn).%’

Apart from the evident resonances of the Homeric hymn in the brief reference
to the myth of Demeter and Persephone in the frame of Callimachus’ hymn, it has
also been argued that the same story is recalled in the Erysichthon narrative.*®® The
intentional juxtaposition with the archaic text is suggested from the beginning of the
narrative, in the statement that Demeter loved the grove the Pelasgians made for her
as much as she loved Eleusis and that she loved Triopas as much she loved Enna (H.
6.29-30);**° this implies thus that the current story (and the hymn?) is or will be of as
much importance for Demeter as the Homeric hymn.®*® Moreover, in the centre of
the story, the violation of Demeter’s favourite tree may be seen as a parallel to the
rape of Persephone,®* while Demeter herself identified with her tree may be seen as
parallel to Persephone, especially when taking into account the resemblances
between the wording used to describe Demeter’s poplar in Callimachus’ hymn and
the description of her epiphany in the Homeric hymn.3*? Furthermore, Erysichthon
may be viewed as a counterpart of Demophon in that they are both young males and

victims of Demeter’s rage, although in the latter’s case the sacrilege is committed not

by himself but by his mother; Callimachus again reverses the story by portraying

337 Cf. Henrichs (1993), 139-140, who argues that the triple repetition of Demeter’s actions in
Callimachus’ hymn indicates the greater amount of effort she has to put in order to ‘find an outlet for
her emotions’.

%38 See especially Ambiihl (2005), 180-191.

%9 Hunter (1992), 11 n. 4 interprets the reference to Enna as an indication that Callimachus considered
Sicily as the place of Persephone’s abduction, which may be viewed within the framework of his
‘antagonistic’ stance towards the Homeric hymn. The version having Sicily as the place of
Persephone’s abduction is first mentioned by Carcinus (TGrF 70 F 5) and later became the dominant
one; see Richardson (1974), 76-77.

340 See Hunter (1992), 10-11; Ambiihl (2005), 180-181.

341 See Hunter (1992), 10; Bing (1995), 31-32; Faulkner (2012), 77.

2 H. 6.37: péya dévdpeov aifépt kbpov ~ Hymn. Hom. Cer. 188-189: 1} §° &p’ &n’ 0vddv £pn moot kai
pa. pueddBpov | kdpe képn. See Richardson (1974), 208 ad loc.; Hopkinson (1984), 131 ad loc. Cf.
Bing (1995), 31; Faulkner (2012), 77 n. 9.
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Erysichthon’s mother as a victim.”™ Finally, in both stories Demeter’s anger leads to

her causing famine (Aog), which in the Homeric hymn affects all mankind in its
entirety, while in Callimachus’ only the transgressor’s family.>**

At this point | turn my attention to the second text proposed as an ‘anti-
model’ for Callimachus’ Hymn to Demeter, that is, Philicus’ Hymn to Demeter.>*®
Philicus of Corcyra lived in Alexandria during the reign of Ptolemy Il Philadelphus
and was a tragedian, member of the so-called Pleiad, and a priest of Dionysus, head
of the guild of the teyvitar.**® His Hymn to Demeter is the only piece of his oeuvre

" albeit in fragmentary form.3*® The feature of the poem which

that survives,*
primarily attracted the interest of ancient scholars was its unusual metre, that is,
catalectic choriambic hexameters, which was named after him by later metricians.*°

This innovation in terms of metre was most probably what led Philicus to call his

%3 For the verbal parallels between the stories in the two poems, see Faulkner (2012), 77 n. 11. Cf.
Bing (1995), 32; Ambuhl (2005), 187-191, who articulates an interesting proposal: in terms of
narrative, Demeter’s treatment of Erysichthon as a child at the beginning and the intensity of her
punishment later might indicate her thinking about Demophon and the different circumstances of his
‘crime’ and punishment.

34 H. 6.66 ~ Hymn. Hom. Cer. 311. Cf. Bing (1995), 32.

3% = SH 676-679. Other scholars, apart from Heyworth (see above), who saw an allusion to Philicus’
Hymn to Demeter in Callim. H. 6.17 are: Hunter (1992), 10 n. 2; Ambuhl (2005), 193; Faulkner
(2012), 79.

6 Suda ¢ 358, s.v. ‘@ihiokoc’: Kepkupaioc, DIMGTOL 1i6g, Tporykdg Kod iepedc 10D Aovicov £l Tod
Dradérpov TTroAepaiov yeyovade. kai ' avtod 10 Dkickiov pétpov Tpoonyopevdn, éncimep avT@®
gvedayireveto. 0Tt 8¢ Tiig devTépag TaEemg TOV TpayKdV, oitvég eiow { kol éxkindnoav ITAsiog. ol
d¢ tpaymdion avtod eior uf’. The Suda and some other ancient sources refer to Philicus using the
name ®lickog, possibly confusing him with the comic poet Philiskos from Aegina. The form ®ikwcog
is attested in Hephaestion, Ench. 9.4 (= p. 30, 21-13 Consbr.) and in an epigram on his death (SH
980). On Philicus’ name, see Gallavotti (1931), 59; Stoessle (1938), 2379-2380; cf. Norsa (1927), 87,
who proves that the only form of the name which fits the choriambic metre of the second verse of his
Hymn to Demeter is ®ikucog.

%7 Suda (see n. 346) mentions that he composed forty-two dramas.

%48 Sixty-two lines are preserved on a papyrus dated to the end of the third century BC. Despite being
nearly contemporary with Philicus, the papyrus contains several mistakes and variants of the text; see
Gallavotti (1931), 39.

9 On the hymn’s metre, see Powell (1929), 61-62; Gallavotti (1931), 57; Latte (1954), 1-2; West
(1987), 11. Ancient and modern scholars argue that Philicus’ innovation was not that he was the first
to use the metre (since Simias used it before him), but in that he used it kata otiyov, ‘stichically’.
Caesius Bassus (p. 263.5 Keil) refers to ‘laudibus Cereris et Liberae’, but this does not mean that
Philicus wrote more than one hymns to Demeter and Persephone, as Gallavotti (1931), 42 n. 1,
initially thought. On this issue, see Morelli (1994), 287-288.
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own poem a kowdypapog chvleoig, i.e. a ‘newly-styled composition’, as a verse
quoted by the metrician Hephaestion attests (SH 677):

KOvoypaeov cuvhécemg th)g @irikov, ypappatikol, 0dpa EP® TPOG VA,

‘the gifts of the newly-styled composition of Philicus, I bring you, scholars’
Philicus’ address to the ‘grammarians’ and his declaration that he offers his poem to
them as a gift are indications that the hymn was most possibly not intended to be
performed, but rather to be read by a small, learned audience.® The other verse
quoted by Hephaestion contains an invocation to the divinities to whom the hymn is
dedicated (SH 676):

M) xOovin pvotica Anuntpi te kot Oepoeeovn kol KAvpéve ta ddpa

‘to Demeter Chthonia, Persephone and Clymenus, mystic gifts’
It is generally thought that this is the opening line of the poem, while the verse
addressed to the grammarians has been taken to be either the second or closing line
of the hymn.*! In my view, the two lines are not consecutive because of the
repetition of the d@pa, while the line referring to the grammarians appears to fit more

the ending of the poem. The invocation to Demeter Chthonia, Persephone and

%0 Gallavotti (1931), 56-57; Korte (1931), 443; Fraser (1972), | 651-652. Contra, Furley (2009), 498-
499, suggests that Philicus’ hymn might have been performed at a panegyris held at Alexandrian
Eleusis. He bases his assumption on his own proposal regarding the poem’s association with the
Ptolemaic queens; see below regarding this proposal. Giuseppetti (2012), 119, questions the validity
of the established scholarly view regarding the non-performance of the hymn, but does not offer a
specific answer. Parallel to Philicus’ presentation of his poem as a gift, is that of Boiskos of Cyzicus
(SH 233), who ‘donated’ his catalectic iambic octameters to Phoebus:

Boiokog amd KvlikoD, kavod ypoaped Totpratoc,

TOV OKTAmOoLY VPV otiyov, oifw tifnct ddpov.
Cf. Fantuzzi and Hunter (2004), 37-38.
%1 See Lloyd-Jones and Parsons (SH), 321, who print them as first and second, but also note that
Hephaestion’s usual practice was to cite the first and last line of a poem. Giuseppetti (2012), 117-118,
argues that this sequence is more likely as it creates ring composition which implies that the hymn is a
gift offered to both the deities of the beginning and the grammarians of the ending. Contra, Korte
(1931), 443, argued for the sequence SH 677 preceding SH 676, both forming the opening of the
hymn, because, in his view, the line referring to Demeter, Persephone and Clymenus explains the term
ddpa mentioned in the other verse. His argument was adopted by Latte (1954), 11.
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Clymenus recalls the first line of the Hymn to Demeter by Lasus of Hermione,*? a
poem that celebrated Demeter Chthonia of Hermione and was famous for being

33 Demeter’s cult in Hermione

asigmatic (i.e. completely avoiding the sound °‘s’).
focused on the chthonic aspect of the goddess through her association with the
underworld, as her pairing with Persephone and Hades-Clymenus indicates.*** The
most remarkable feature of this cult was a custom performed during an annual
festival held in Hermione in the summer, according to which four untamed heifers
were led into the sanctuary of the goddess and were slaughtered with sickles by four
old priestesses.** The performance of the sacrifice by women in an enclosed space
and with sickles is without parallel in Greek ritual and for that reason was well-
known in Greece.** Philicus may be alluding to this Demeter cult in his Hymn to
Demeter, but the way and the reason he does so are not possible to be determined
based on the scarce remains of the poem.*’

The content of Philicus’ hymn, from what may be inferred from its
fragmentary verses, is summarized as follows: a reference to Persephone’s abduction
is succeeded by Demeter’s torchlight wandering in search for her (SH 680.1-17),

while some verses later it is mentioned that the rain has destroyed the crops and the

heat has led to a drought — presumably both consequences of Demeter’s grief (SH

%52 Fr, 702 PMG: Adpoatpa pédmo Kopav te Klovpévor” dhoyov.

%3 Athenaeus (10.455c-d) quotes the first three lines of the hymn because of this special feature; on
this, see Porter (2007). On Lasus’ hymn and Demeter’s cult in Hermione, see Prauscello (2011), 20
with n. 5 for bibliography.

%4 0n the chthonic aspect of Demeter in Hermione, see Iles Johnston (2012), esp. 214-215. For
bibliography on Demeter’s cult in Hermione, see Prauscello (2011), 19 n. 2. On Clymenus identified
with Hades, see Suda k 1843, s.v. ‘KAOpevog’: obto Aéyetar 6 Adng f &1t mdvtag Tpookoleiton &ig
£€00TOV, 1| 0 VO TAVTOV AKOVOUEVOC.

%% paus. 2.35.4-8; Ael. NA 11.4. See Farnell (1907), 111 48-49; Iles Johnston (2012).

%% |les Johnston (2012), 216-217.

%7 Giuseppetti (2012), 118, suggests that Philicus’ hymn might have had a political function similar to
that of Lasus’ hymn, which promoted the connection between the Athenian-Eleusinian and
Hermionian cult of Demeter.
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680.20-21). At this point a female character whose name is not preserved addresses
Demeter and, after reminding her of their familial bonds (SH 680.24-28),%® tries to
console her with the promise of great honours, that is, the founding of the Eleusinian
mysteries. She then enumerates aspects of the mysteries: the procession of the mystai
to Eleusis with shouts of lacchus, a procession of fasting mystai along the coast, the
dedication of anointed branches, two sacred springs and an additional spring formed
from her tears which will be called the ‘royal spring’ (SH 680.29-47).%*° Her speech
concludes with an exhortation to Demeter to lead Persephone ‘under the stars’, raise
the torches and overcome her pain (SH 680.47-50). Subsequently, the Nymphs and
the Graces together with a crowd of mortal women perform obeisance to Demeter
and honour her with a phyllobolia (‘showering of leaves’) (SH 680.51-53).%%
Thereupon, the character of lambe, an old woman coming from Halimus, enters the
scene and warns the women not to throw herbs on the goddess, since ambrosia is the

only proper food for her; she then turns to Demeter herself and announces that she

cannot offer gifts like those of the goddesses and the other women,**! but promises to

%8 The identity of the speaker has been greatly disputed. Scholars have suggested different deities on
the basis of various arguments. Gallavotti (1931), 51, in his first edition of the papyrus suggested Zeus
(despite the fact that the speaker appears to be female), while in the second (1951), 148, he joined
Korte (1931), 450-454, in considering Peitho as the speaker. Latte (1954), 12-14, suggested Tethys;
Page (1942), 405, Dione; Lloyd-Jones and Parsons (SH), 325, Rhea; Furley (2009), 490-494,
Aphrodite.

39 Cf. the spring Cleite in Ap. Rhod. Argon. 1.1062-1069 and the spring Byblis in Parthen. Amat.
Narr. 11.4.8-9.

%0 The phyllobolia was a common practice for honouring the victors in Panhellenic games and
supposedly derived from the throwing of leaves to Theseus on his return from Crete after his fight
with the Minotaur. See Suda = 1054, s.v. ‘mepuayeipdpevor’; Eratosth. FGrH 241 F 14. Korte (1931),
448-449, argued that Philicus’ passage alludes to a scene from Callimachus’ Hecale where the
phyllobolia in honour of Theseus after his fight with the Marathonian bull is depicted (fr. 260.11-15
Pf).

%1 Note the parallelism between the gifts of the goddesses to Demeter and the poem as a gift to
Demeter, Persephone and Clymenus, as well as to the grammarians.
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take her sorrow away (SH 680.54-62). The moment she is about to ‘loosen’ or
‘release’ (Moow) something, the papyrus breaks off.**

Overall, despite its fragmentary form, it is possible to deduce that the main
reason Philicus’ Hymn to Demeter has been considered as one of the texts from
which Callimachus intended to distance his own hymn is the fact that it treats aspects
of the myth Callimachus refused to narrate. However, as is the case with the Homeric
Hymn to Demeter, it may be argued that Callimachus’ and Philicus’ hymns, despite
narrating different myths, have some elements and ideas in common. Certainly, this
need not be ascribed to direct influence between the two poems, although this
possibility must not be excluded.®*® The most evident similarity between the two
hymns is the conflation of the serious and the playful,®** a feature which was already
present in the Homeric hymn, there centred on the figure of lambe in her role in
entertaining Demeter.®® Tambe has the same role in Philicus’ hymn, where, however,
her character occupies a much larger part of the narrative; this is a certain assertion,
regardless of the fact that her speech is not preserved in its entirety. Her appearance
in Philicus’ hymn is said to happen ‘on time’ (xoipiav, SH 680.54) and by a ‘stroke
of good fortune’ (8k Tvog Eotetle TOYMC), Since ‘a joking word can bring rewards in

serious affairs’ (cepvoic 6 yehoiog Adyog dpa képdn, SH 680.55).%%° Her introduction

%62 See Furley (2009), 484 n. 2, on the object of the verb Abcw. He notes the two alternatives proposed
by other scholars: either ‘grief” or ‘her girdle’, the latter making sense only if [ambe is presented as a
parallel to Baubo who, according to tradition, distracted Demeter by showing her her genitals. On
Baubo, see Clem. Alex. Protr. 20.3-21.1. Cf. Richardson (1974), 215-216.

%3 |t is noteworthy that Callimachus appears to allude to the cult of Demeter Chthonia of Hermione in
Hec. fr. 285 Pf.: Ano te KAvpévou te moAvéeivowo dapapta. Cf. also Hec. fr. 278 Pf., where he refers
to the Hermionian custom of not putting a coin in the mouth of the dead because the Hermionians
were exempted from the fare paid to Charon to transport them across the river Acheloos as a reward
for offering Demeter information regarding Persephone’s abduction; on the custom, see Strabo 8.6.12.
%4 Cf. Acosta-Hughes and Stephens (2012), 137.

%5 Hymn. Hom. Cer. 200-205. On lambe in the Homeric hymn, see Richardson (1974), 213-215;
Foley (1994), 45-46.

%% Here T adopt Furley’s (2009) text and translation. He does not follow Lloyd-Jones and Parsons
(SH) in printing &p’ axepdiic; see ibid, 504 on v. 55, for the justification of his choice.
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right after the unidentified goddess’ speech which aimed to convince Demeter to
cease her mourning and the famine she caused may be an indication that the speech
was unsuccessful and that lambe with her yeloiog Adyog was the one who managed
to appease Demeter.®®” Furley proposes a metapoetic interpretation of SH 680.55,
according to which the yelolog Adyog alludes to the playful tone of Philicus’ poem
itself as opposed to the solemn topic of Demeter’s grief (signified by cepvoig) with

which it deals.>®

This phrase and idea are reminiscent of Callimachus’ decision not
to narrate what brought tears to Demeter and to recount Erysichthon’s story instead,
which is kéAlwov also in the sense of being entertaining. The ‘comic’ elements of
Erysichthon’s narrative have long been recognised; these are traced mainly in
Erysichthon’s insatiable hunger, i.e. a stock theme of comedy, and the family drama
it causes. The ‘comic’ character of the Erysichthon tale will be further analysed in
chapter 6. At any rate, the point in the narrative where Erysichthon’s tale (i.e.
Callimachus’ yeloiog Adyog) is inserted, that is, the moment the women (and
Demeter) are about to break their fast, corresponds to the moment Iambe’s jesting
intervenes in the Homeric and Philicus’ hymns.*®® This is explained by the fact that
the yeloiog Aoyog has a parallel in Demeter’s rituals, where aeschrologia (‘ritual

obscenity’) took place before the devotees’ breaking of their fast and for which

Tambe’s joking has been held to be the mythological aetion.>”

%7 If that is the case, it marks an important difference compared to the Homeric hymn, where Iambe’s
jesting resulted only in Demeter breaking her fast and mourning. She inflicted the famine after she left
Celeus’ palace, following the foundation of her cult at Eleusis. See Giuseppetti (2012), 123.

%8 Furley (2009), 494.

%9 Jambe as the one who persuaded Demeter to break her fast is replaced by Hesperus in Callimachus’
hymn. This does not contradict the view that Erysichthon’s story corresponds to lambe’s jesting, as
the reference to Hesperus does not fulfil this part of the myth and ritual. Cf. McKay (1962a), 123-124,
argues that Erysichthon’s narrative takes up the role of lambe’s joking.

370 1t has been proposed that Tambe’s jesting is the aetion for the aeschrologia practised within the
framework of either the Eleusinian mysteries or the Thesmophoria. For bibliography for both views,
see Halliwell (2008), 161-162 with n. 16, 17. The information that lambe came from Halimous in
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The emphasis on fasting and food, both closely associated with the notion of
yeloiov, is a feature present in both hymns (as well as in the Homeric hymn).
Demeter’s abstinence from food and drink is not mentioned in the surviving verses of
Philicus’ poem, but it must have been part of its narrative, as in the preserved lines
there is a reference to her fasting initiate, ‘the one fasting along the wave’ (tou mopa

371 while the preserved part of Tambe’s speech refers to the

Koua viiotnyv, SH 680.37),
appropriate kind of food for Demeter. More specifically, lambe mocks the women’s
throwing of leaves, the only plant of the barren earth that was left (pvAlopoAficat
8[2] Oedv [xepo]i[v &]véoyov to pdva {beuta yiic dxaprov, SH 680.53),%"? by calling
the leaves ‘goat’s fodder’ (yoptov aiydv, SH 680.56), not the proper remedy for the
hungry goddess, since only ambrosia is suitable food for her delicate stomach (ov
100e mewdvtl Oedt [pdpu]akov, AN’ auPpocio yaotpog Epesicpa Aemtiig, SH
680.57).® She then again ridicules the women’s showering of leaves by calling their
offering of grass ‘food of the timid deer’ (oxvnpdc érdeov diota, SH 680.61). Thus,
Iambe, it seems, misinterprets the women’s act of phyllobolia as an offering of
unsuitable food to the hungry goddess. | would suggest that it is precisely in this,
presumably intentional, ‘misunderstanding’ and unjust mocking of lambe that the
humorous effect of her speech may lie, that is, the one that led Demeter first to laugh

374

and then break her fast.”" If this is the case, Philicus is here ‘supplementing’ what

Philicus” hymn (SH 680.54) has been explained as a reference to the Demeter festival that took place
in the same deme just before the beginning of the Athenian Thesmophoria; this would establish thus
an unprecedented aetiological association between the Thesmophoria and the Eleusinian mysteries; on
this, see Lloyd-Jones and Parsons (SH), 327 ad loc. Cf. Giuseppetti (2012), 123.

%71 This may point to the procession of the initiates along the coast to Eleusis in the second day of the
mysteries, the 16" Boedromion; see IG 117 847.20; Hsch. a 2728, s.v. tlade pootoL fuépo Tig TOV
Abfvnot pootpiov. See Latte (1954), 15-16; Furley (2009), 493. Robertson (1998), 558 with n. 33
suggests a different procession taking place on the 19" Boedromion. Cf. Giuseppetti (2012), 121.

%72 The supplements are by Furley (2009) and Gallavotti (1931) respectively.

373 Supplemented by Norsa (1927).

374 Note, however, that we do not know what lambe promises to do in the end of the papyrus.
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was absent from the narrative of the Homeric Hymn to Demeter, where the exact
nature of lambe’s jesting that resulted in Demeter’s laughter and her drinking of the

375
d.

cyceon is never reveale Furthermore, lambe’s mocking speech in Philicus” hymn

Is compatible with the traditional view that she is the eponym of iambic poetry and
that her jesting is the aetion for the ritual aeschrologia at Demeter’s festivals,>®
where fasting and eating were also crucial. The sequence of fasting followed by
joking or mocking that involves the theme of food (or the proper kind thereof), which
leads to laughter, which leads to eating, appears as an apt scheme for the occasion.®’’
The same pattern — albeit in a distorted manner — may be applied also to
Callimachus’ Hymn to Demeter, where the fasting in the first part of the ritual frame
is followed by the ‘more pleasant’ story of Erysichthon that involves food and eating
in the centre, which is succeeded by the rejoicing and implied eating of the
worshippers in the second part of the frame. So although Philicus’ and Callimachus’
hymns deal with two different Demeter myths, their structure and the themes they
discuss are not as dissimilar as they appear at first sight.

The third text that has been proposed as Callimachus’ ‘rejected’ model,

Philitas’ elegiac poem Demeter, in spite of being even more fragmentary than

375 Hymn. Hom. Cer. 202-204:

wpiv v’ Ote oM yAeomns pv Tapupn kédv’ gidvia

TOAAQL TOPACKAOTTOVG  ETPEYATO TOTVIOY QLYVI|V

pediioat yeAdoot te kai ihoov oyelv Bopdv-
A prevalent view is that lambe’s jesting consisted of mockery of sexual character; on this, see Arthur
(1977), 21-22; Clay (1989), 234-235; O’Higgins (2003), 43-45. For more bibliography on this topic,
see Halliwell (2008), 163 n. 20. Demeter drinking the cyceon in Hymn. Hom. Cer. 210-211:

1M 0& KuKe® TevENCA e TOPEV OG Exéleve-

deapévn &’ 0oing €vekev molvmoTvia And
%76 On lambe as the eponym of iambus, see e.g. Richardson (1974), 213-217; Rosen (1988b), 4;
(2007), 47-57; Halliwell (2008), 163; Rotstein (2010), 180-182. On lambe and aeschrologia, see e.g.
Allen, Halliday and Sikes (1936), 151; Richardson (1974), 222; Foley (1994), 46; Rotstein (2010),
170-173.
377 Cf. Halliwell (2008), 164, on laughter as a life-promoting force in Demeter’s story: ‘before lambe
acts, Demeter’s agelastic state is placed on a par with her refusal of food and drink (200), as though
laughter itself is an indispensable need of life’.
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Philicus’ hymn, has been considered as a greatly influential work, not only for
Callimachus, but for Hellenistic poetry in general.®’® The majority of these opinions
has been based on a reference to Demeter (Sunvia @sopo@opog) in the programmatic
prologue of Callimachus’ Aetia (fr. 1.9-12 Harder = fr. 1 Pf.):*”
veeeer]oe pENV [OA]1YOOTIYOG GALD KOOEA KEL
ove.] TOAD TNV poKpTV Sumvia Oecpo@opo(c 10
Toilv 8&] dvolv Miuvepuoc 8Tt YAUKUE, oyl y” amadal [
...] 1\ neyén 8 ok &8idace yovi.*&
Callimachus here claims that dumvia ®eopopdpog ‘nourishing Lawgiver’ of the few
lines outweighs the long poem and that of the two (poems) the delicate one taught
that Mimnermus is sweet, while the large woman did not. This passage has attracted
a great amount of scholarly attention and its meaning has been the subject of intense

debates. 3!

More specifically, it has been interpreted in two ways: either as a praise
of Philitas’ and Mimnermus’ shorter poems compared to their longer ones,®® or as a

praise of both poets as an exemplary elegiac poetic pair, in contrast to a third poet,

possibly Antimachus.®®® The first interpretation is based on the Florentine scholia,

378 E.g. Heyworth (2004), 149, calls it ‘a famous poem’; Hunter (2006b), 16 ‘a very influential elegiac
poem’; Spanoudakis (2002), 241-243, enumerates the features ‘that made Demeter so special to the
3great Alexandrian poets’.

" On the identification of umvio @eopoedpoc with Philitas’ Demeter, see Miiller (1987), 40, 91;
Massimila (1996), 206-212; Asper (1997), 155 with n. 101; Spanoudakis (2002), 42-46, 142-144;
Harder (2012), 11 40-41.

%80 Here 1 print Harder’s (2012) text and supplements.

%81 For bibliography on this passage, see Massimilla (1996), 206-212; Sbardella (2000), 28-30; Harder
(2012), 11 32-36.

%2 See e.g. Gallavotti (1932), 233-234; Coppola (1935), 138-142; Morelli (1949), 2; Wimmel (1958),
352; Hollis (1978); Tdchterle (1980); Pretagostini (1984), 121-136; Allen (1993), 146-156; Cameron
(1995), 308-309; D’ Alessio (1996), 11 370-371 n. 8; Asper (1993), 153-156.

%83 Antimachus’ floruit is placed a century earlier than Callimachus’; on his chronology, see Matthews
(1996), 15-18, who considers c. 444 and 385/365 BC as possible dates for his birth and death
respectively. For the suggestion regarding his presence in the Aetia prologue, see e.g. Barigazzi
(1956), 162-164; Puelma (1957), 173; Herter (1973), 195-196; Matthews (1979), 131-135; Muiller
(1987), 89-97; Hopkinson (1988), 93-94; Spanoudakis (2002), 42-44; Harder (2012), 11 35 (although
not absolute).
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which note that Callimachus compares the short poems of Mimnermus and Philitas
with their long ones, concluding that the former are of better quality.*** The second
suggestion is based on Callimachus’ criticism of Antimachus’ elegiac poem Lyde as
a ‘fat’ and not ‘lucid’ work in a verse incertae sedis.*® This line has been associated
with another verse of unknown provenance where the Coan ypauua is likened to

something else;**®

this reference has been understood by some as a juxtaposition of a
work by the Coan Philitas with Mimnermus.®’ Puelma argued that these two verses
were part of the same epigram, where Callimachus compared the two elegiac poets in
a way that corresponded to their comparison in the Aetia prologue.®® It has also been
suggested that Callimachus’ criticism of Lyde was related to two epigrams praising
Antimachus’ poem, one by Asclepiades and one by Posidippus.®®® It thus appears
that there was indeed a literary discussion among Hellenistic poets revolving around
Antimachus’ Lyde. The prominence of this work lay in the fact that it was most
possibly the first example of narrative elegy,*® i.e. a poem with a ‘personalised’

391

frame flanking a series of shorter narratives.”" The fact that Callimachus’ Aetia is

384 Callim. fr. 1b.12-15 Harder: [ropo]tifetai te &v o(vy)kpioet T& OAiyov oti[}(wv) Sv]t(a) Tomuato
Muyvéppov 10d Ko[hopw]viov kai Otrita tod Kdov Pertiova [t(BV) mor]vuotiyov adt(®v) edokmv
EvVat.

385 Callim. fr. 398 Pf.: Avdn) koi mayd ypGupa koi od topdv. On the meaning of topov as ‘lucid’, see
Pfeiffer (1949), 1 326 ad loc.; Del Corno (1962), 66-67; Gutzwiller (1998), 220. On its interpretation
as ‘finely worked’, see Krevans (1993). 157-158; Matthews (1996),

386 Callim. fr. 532 Pf.: té Tkehov O ypGppe 1O Kdrtov.

%87 See Harder (2012), 11 35. Cf. Spanoudakis (2002), 48-49, who interprets the line as a comparison
of Philitas” poem Demeter with fine Coan clothes, elaborating an idea of Pfeiffer (1949), | 384 ad loc.,
who did not specify Philitas” work that is being compared.

%88 puelma (1957), 98-99. His view was adopted by Cameron (1995), 319-320 and Knox (1993), 98,
who also suggests that the Coan ypaupa refers to Bittis, an alleged poem of Philitas.

39 Asclepiades: Antim. T. 13 Matth. (= 9 G.-P.). Posidippus: Antim. T. 14 Matth. (= 10 G.-P.). See
Del Corno (1962), 59, 65-67; Serrao (1979), 94-95; Knox (1985), 114; Cameron (1995), 83; Matthews
(1996), 28. The two epigrammatists were included in the list of the Telchines of the Florentine scholia
(fr. 1b.5 Harder), most possibly because of their different judgement on Lyde. On this, see Lefkowitz
(1980), 8-9; (1981), 124-127. Cf. Harder (2012), 11 90-91. See also chapter 5, p. 114 with n. 519-520.
%0 See Luck (1959), 25; Vessey (1971), 2; Cameron (1992), 309; Matthews (1996), 33. Cf. Cairns
(1979), 218-223, who considered Lyde as the main forerunner of ‘subjective’ Latin love elegy.

%1 According to ancient testimonies, Antimachus composed his Lyde in order to console himself for
his loss of Lyde, his mistress or wife (T.
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structured in a similar way led scholars to assume that the poet’s stance towards
Antimachus involved both emulation and polemic competition.*** Aspects of
Antimachus’ poetry which Callimachus may have admired were possibly its personal
character, erudition and catalogue-styled narrative,** while the feature which he
criticised was most possibly its epic-grand style.***

| do not intend to align myself with one of the two interpretations of fr. 1.10-
12 Pf., as | consider that both are plausible while, in any case, what is relevant to my
discussion is primarily the praise of the dunvio @sopopopoc, in relation either to a
longer poem by Philitas or to Antimachus’ Lyde.** The phrase dunvio ©@eopopdpoc
has been considered as a direct quotation from Philitas’ poem, deriving possibly from
its beginning, since it was a normal practice for ancient writers to use a phrase found

38 Opmvia is

near the beginning of a work as a ‘tag’ that the readers would recognise.
an unusual Attic epithet, first found in Sophocles accompanying the word ‘cloud’,
meaning ‘big’, ‘great’ or ‘nourishing’.**” According to Hesychius, the epithet Spmvia
is a synonym for kapropdpoc (‘fruit-giving’),**® deriving from the noun &pmvn

which means tpogr, eddopovia (‘nourishment, prosperity’).**® This is the first time

—and the only one in Callimachus — that this epithet is mentioned in association with

10, 11, 12 Matth.) by describing the troubles that mythological heroes and heroines suffered. See
Matthews (1996), 27 with n. 58, for bibliography on the topic.

%92 0On Lyde as an important model for Callimachus’ Aetia, see Krevans (1993), 154. Cf. Cameron
(1995), 315; Matthews (1996), 37, the latter being more conservative.

3 Krevans (1993), 159.

3% See Lombardi (1993), 62-65; Cameron (1995), 303; Asper (1997), 185-186; Del Corno (1962), 66-
67. Contra, Giangrande (1974), 119.

3% See Harder (2012), 11 39-40, on the various supplements suggested by scholars for fr. 1.10 Pf. for
the work opposed to Philitas’ Demeter.

3% See Hollis (1978), 402 n. 3. Cf. Spanoudakis (2002), 142-143.

397 Soph. fr. 246 dunviov vépovg. See Spanoudakis (2002), 143.

%% Hsch. s.v. ‘dumvia’: kapmopdpoc. [tpoei.] 8pdovoc. dyady. vootioc. td dvamveiv fipiv Sidodoa.
%9 Hsch. s.v. “6pumvn’. Callimachus uses the word &pmvn in fr. 658 and 681 Pf.
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Demeter,*® which supports the idea that Callimachus borrowed it directly from
Philitas.*”"

The question that arises out of the reference to Philitas’ Demeter by
Callimachus in the Aetia prologue is whether this contradicts his alleged ‘rejection’
of the same poem in his Hymn to Demeter. However, as is the case with the Homeric
Hymn to Demeter and Philicus’ Hymn to Demeter, Philitas’ poem need not function
merely as either positive or negative foil for Callimachus’ hymn, since the close
connection of the two poems, in emulation as well as contrast, has long been
suggested.*® This is the approach | will follow myself, as in the following
paragraphs it will be demonstrated that even though Callimachus narrates a different
myth in his hymn, he nevertheless adopts and adapts motifs from Philitas’ Demeter,
not only in his Hymn to Demeter, but also elsewhere in his oeuvre. Before that,
however, | consider it necessary to present the content of Philitas” Demeter in order
to establish the basis on which my later argumentation will depend.

As noted in the chapter on Demeter’s cult on Cos, it is not possible to
determine the exact content of Philitas’ Demeter, as it survives in very fragmentary

form, merely in quotations by later authors. Spanoudakis attributes seventeen

% | |ater texts the epithet is frequently used in relation to Demeter possibly because of Callimachus’
influence; see Spanoudakis (2002), 143 for references.

“01 philitas discussed the meaning of the word in his Ataktoi Glossai, fr. 44 Sp. on ‘Sumviov otéyvy’.
According to Spanoudakis (2002), 142-143, Philitas might have coined the word dumvia as a parallel
to Demeter’s typical epithet 7dtvio (‘mistress’), on which see Richardson (1974), 161-162.

02 See e.g. Cessi (1908), 124-125; McKay (1962a), 105, 111-113; Miiller (1987), 42; Haslam (1993),
119 n. 14; Heyworth (2004), 151-153; Sbardella (2000), 46-47; Spanoudakis (2002), 142-243, 173-
174, 293-299; Ambihl (2005), 194-197. Muller (1987), 42, in particular, argues that the three
alternatives introduced with kdAwov in H. 6.18-22 reflect Demeter’s role as Spunvia ®eopopdpog and
thus Philitas’ poem as a positive model. On the other hand, Spanoudakis (2002), 295 with n. 135,
argues that Callimachus ‘conceived his own poem and Demeter as a contrasting pair’ (quotation from
ibid, 297). In my view, both suggestions are plausible and need not contradict each other, as
Callimachus rejects the myth of Philitas” Demeter, but at the same time adopts motifs and ideas from
it. Cf. Faulkner (2012), 78: ‘rejection of the well-used narrative need not coincide with censure of
Philitas’ poetic treatment’.
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fragments to the poem,*® Sbardella only six.*®* Among these only five (including the
reference in the Aetia prologue = fr. 5a Sp.) are explicitly quoted as belonging to
Demeter (fr. 5a, 9, 12, 13, 16 Sp.), and three of them (fr. 9, 12, 13 Sp.) have as a
topic the goddess’ lament. The latter is explained by the fact that these quotations
derive from the same author, that is, Stobaeus, and more specifically from the
sections of his anthology that deal with sorrow and consolation (/Zepi kaxodoiuoviag,
‘On Misery’, and [lapnyopixd, ‘Consolation Speeches’). The prevailing view
regarding Demeter’s content is that it narrated Demeter’s visit to Cos during her
wanderings in her search for Persephone and her reception by a Coan host, which led
to the establishment of her cult on the island.*® In particular, Spanoudakis, the most
recent editor of Philitas, argues that Demeter followed the structure of the Homeric
Hymn to Demeter, but ‘adapted to Coan standards’.**® According to his attribution of
fragments and his subsequent reconstruction of Demeter, which is also based on
alleged allusions to Demeter in other texts, its content was as follows: a description
of a locus amoenus (fr. 6, 7, 8, 14 Sp.), followed by a scene of Demeter lamenting
(fr. 9, 10, 11 Sp.), a consolatory speech addressed to her by her host (fr. 12, 13 Sp.),
succeeded by the description of the activities of some female servants in the palace
(fr. 17) and a banquet involving fish eating, wine drinking and piping (fr. 18, 19, 20
Sp.), concluding with a scene of Demeter departing from Cos and heading towards

Athens and Eleusis (fr. 21 Sp.).*””

“%% Spanoudakis (2002), 87-92 (fr. 5a-21 Sp.).

%% Shardella (2000), 90-91 (fr. 9, 10, 12, 13, 16, 21 Sp.).

“%5 On the scholarly suggestions regarding Demeter’s content, see p. 49-50 with n. 235.

%% See Spanoudakis (2002), 239-240, for an overview of the parallels between Philitas’ Demeter and
the Homeric Hymn to Demeter. Cf. ibid, 225-226. Similarly, Shardella (2000), 46, 48.

7 Spanoudakis (2002), 226. On the alleged position of fr. 15 Sp., see p. 59. Spanoudakis (2002), 235-
236, argues that the structure of Demeter reflects the program of the Thesmophoria.
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In what follows, | will re-examine and re-evaluate the fragments attributed to
Demeter by Spanoudakis. I will begin my analysis with the fragments securely
ascribed to Demeter (apart from fr. 16 Sp. which will be discussed in relation to the
alleged fragments) and then move on to the alleged ones. The first certain fragment
(fr. 9 Sp. =1fr. 5 Sh. = fr. 1 CA) is a distich cited by Stobaeus (Flor. 4.40.11):

NOv 8’ aiel téoow: 10 6’ aéEetan AALO vedpeg

THo: Kakod 8° 0O yiyvetal novyin

‘But now I always hurt; another, new sorrow

arises, and from evils there is no rest anymore’.
Although the speaker in these lines is not named, most scholars have assumed that it
is Demeter, who here speaks of a new sorrow that is added to her constant
suffering.*®® If Philitas’s poem followed the topos of gods presenting themselves to
humans in human guise, one may assume that Demeter here addresses these words to
a human, possibly her host, enumerating her woes in a similar way as in the Homeric
Hymn to Demeter v. 118-144, where she is disguised as a Cretan woman named

Doso who had been abducted by pirates.**

An interesting point in this fragment is
the use of the verbs nécow and dé€eton. The passage appears to be modelled —
primarily — on two Homeric passages,**i.e.:

1. 24.639:

GAL’ aiel oTEVAY® Kol KO Lopio TECO®

“%8 Spanoudakis (2002), 158-159, understood the first line as Demeter contrasting her present sorrow
with her previous (or future) happiness. Pohlenz (1965), 34-35, understood it differently, in the sense
that if she was a human, her sorrow would have had a limit, but since she is a goddess, the situation is
otherwise. The latter’s view is adopted by Lightfoot (2009), 37 n. 1. Cf. the criticism by Shardella
(2000), 112.

499 Cf. Sbardella (2000), 112.

19 See Shardella (2000), 112-113, for the passage from the lliad only; he mentions also Il. 24.617 as a
model, which, however, is more similar to fr. 13 Sp. (see below); Spanoudakis (2002), 159. Another
Homeric passage which may be relevant is 1. 19.290: [..] &¢ pot déyeton kaxodv ék KakoD aigl.
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and Od. 7.118-119:

YEILATOG 00OE BEPELS, EMETAO10G AAAL LAA’ aiel

Cepupin mvelovoa Tt pev eveL, GAA O€ TEGTEL.
In the first instance, the verb nécom is used with the meaning ‘brood over’ and is
transitive with kndea as its object, while in the second, the same verb is again
transitive, but has the sense ‘ripen’ and the fruits (implied from the previous sentence
In Ta pév... GAo) as its object. In Philitas’ fragment, however, the verb nécow is
intransitive, which is normally used with the meaning ‘to digest’.*** As Spanoudakis
notes, this use of the verb téoocw and the combination of two models, one referring to
sorrow and one to food, give the passage an ironic touch, since Demeter refrained
from food while mourning.**? | would add that the antithesis is made even more
explicit by the fact that the passage from the Iliad derives from a context concerned

with mourning and fasting, but also eating:**®

in the preceding lines, Achilles
delivered the body of Hector to Priam and the two had a meal (ll. 24.596-626). The
verse in question is uttered by Priam, who refers to his long-lasting grieving, merely
to contrast it with the fact that he has just eaten after a long period of mournful
fasting (Il. 24.641-642). Thus, the allusion to this specific scene from the lIliad
emphasises Demeter’s misery, as, unlike Priam, she does not yet have her child back

(either dead or alive), while she maintains her abstinence from food and drink, as her

troubles are still present and multiplying. This notion is further emphasised by the

11 Cf. however, Sbardella (2000), 112, who notes that téoom without an object here means ‘to brood
over pain for a long time’.

2 gpanoudakis (2002), 159-160.

13 Shardella (2000), 113, mentions the similarity between Demeter and Priam (and Niobe, cf. p. 90),
in terms of the loss of their children only.
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use of the verb aé&etan, as it points to the contrast between the sterility of the crops
that Demeter caused and her growing sorrow.***

The next securely attributed fragment is fr. 12 Sp. (= fr. 8 Sh. = fr. 2.3-4 CA),
which appears to have derived from a consolatory speech addressed to Demeter by
her host:

Kol Yap T1g peAo1o kopecodpevog kKAawOpoio

Kkndea Sethaiov eilev dmd mpomidwvy

‘For when one has one’s fill of tears and lamentation,

One lifts the sorrows from one’s wretched heart.”**

This passage also appears to be modelled on two verses from the episode of Priam’s
encounter with Achilles in the lliad, 24.513-514:
avTap Emel pa Y0010 TETAPTETO d10G AYIAAEDG,
Ko of 4md Tpamidwv AAO’ fuepoc 1S’ md yoimv*
Here the reference is to Achilles having his fill of lamenting for Patroclus and the
subsequent departure of longing from his heart and limbs. The fact that there is
another allusion to this specific scene from the Iliad further supports the idea that
Demeter’s encounter with her Coan host was portrayed in terms similar to that

between Achilles and Priam.**’

With regard to Philitas’ passage, Spanoudakis
suggests that the reference to the satiation from weeping denoted with the word

KhavOuoio implies that Demeter cried, which, if true, would be an innovative

4 Spanoudakis (2002), 160. The metaphorical use of the verb is found already in Homer; see the
examples mentioned by Spanoudakis, ibid.

5 Translation by Lightfoot (2009), 39 (fr. 4).

18 These verses were athetised later by Aristarchus; Philitas’ allusion to them might be an indication
that the discussion regarding their authenticity derived from his time. It was a common Hellenistic
practice to exercise philological criticism while composing poetry. Cf. Spanoudakis (2002), 172-173.
7 Cf. Sbardella (2000), 119-120.
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element on the part of Philitas, as traditionally gods do not cry.**® As a matter of fact,
Demeter never dissolves into tears, not even in the Homeric Hymn to Demeter, where
her sorrow holds a prominent position in the narrative. The first two instances in
Greek literature which contain explicit references to Demeter’s crying are
Callimachus’ recusatio in his Hymn to Demeter (H. 6.17: un un tadto Aéyoueg 6
ddxpvov dyaye Anoi) and Philicus’ mention of the spring created by Demeter’s tears

419

at Eleusis (SH 680.40: ocoic mpocovicelg SakpholcL TNyNV). However,

Spanoudakis argues that Callimachus and Philicus may have adopted the image of

Demeter shedding tears from Philitas’ Demeter.*?

With regard to Callimachus in
particular, it has been argued that his reference to Demeter’s tears as the topic he
wishes to avoid and the reason he turns his attention to a myth other than that of
Demeter and Persephone, is an indirect allusion to Philitas’ Demeter precisely
because the latter portrayed the goddess crying.*** Related to this is the suggestion

that Callimachus’ distancing from Demeter’s tears in v. 17 may also allude to the

elegiac metre of Philitas’ Demeter, since elegy has been traditionally associated with

8 See Spanoudakis (2002), 173 n. 23. He mentions Eur. Hipp. 1396: (Artemis speaking) kat’ 8ccov
&’ 00 B&ig PBaAgiv daxpu. In the Homeric epics there is only one example of a god crying, i.e. Artemis
after being bullied by Hera in Il. 21.493, 496, 506. See also Hopkinson (1984), 96; Feeney (1991),
156 with n. 116. Cf. Ov. Fast. 4.521-522:

dixit, et ut lacrimae (neque enim lacrimare deorum est)

decidit in tepidos lucida gutta sinus.
‘She [Ceres] spoke, and like a tear (for gods can never weep)
a crystal drop fell on her bosom warm.’

9 See Spanoudakis (2002), 173-174. Ambiihl (2005), 195 n. 418, adds Callimachus’ la. 12.38-39 (=
fr. 202.38-39 Pf.):

o[{]ot Tfig povvn[....... ]-tyev dducpv

TOSOG M. [.veeveeve ] Anworiio]
It has been proposed that the reference here is to Demeter, presenting her as the only goddess who
could not attend Hebe’s Hebdoma since she was shedding tears for her abducted daughter; see
Kerkhecker (1999), 234-235.
*20 gpanoudakis (2002), 174. On Philicus, see also p. 107-108.
#21 See Cessi (1908), 124-125; Spanoudakis (2002), 174; Ambiihl (2005), 195. Cf. Heyworth (2004),
152-153, who considers that Philitas’ kAowOpoio in fr. 12 Sp. does not refer to the goddess’ tears but
merely her lamentation. However, he does not exclude the possibility of Demeter’s tears being
mentioned elsewhere in the poem.
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lament.*??

This idea may be further supported by Callimachus’ choice to compose his
own poem on Demeter in hexameters.*”® To return to Philitas’ fr. 12 Sp., it is also
worth noting that the reference to the satiation from weeping, apart from being a
Homeric topos,** might also allude to the aforementioned theme of digesting and
filling in lament, contrasted with the goddess’ abstinence from food.*?®

Fr. 13 Sp. (= fr. 7 Sb. = fr. 2.1-2 CA) derives from the same context as the
previous passage, that is, the speech of consolation:

AN 8T’ €mi ypdvog AN, O¢ €k A1d¢ Ghyea TEcTELY

EMaye, Kal mevlEmv papuaka podvog Exet:

‘But when the time should come for nursing grief

From Zeus — time which alone has remedies for hurt**%°
Here, Demeter’s interlocutor mentions the traditional idea that time will heal sorrow.
In particular, the phrase éx Awg dhyea nécoewv is reminiscent of a verse from the
narrative of Niobe’s myth in the Iliad, in the part right before Priam’s speech that
was mentioned above in relation to fr. 9 Sp., 1. 24.617:

EvOa MBog mep dodon Bedv &k kidea néooel*?’
Niobe’s story is narrated by Achilles for the purpose of persuading Priam to have a
meal in spite of his sorrow, as when Niobe lost her children by Apollo’s and

Artemis’ arrows, she nonetheless remembered to eat (Il. 24.602-617). Thus, Demeter

is here contrasted with both Niobe and Priam in that she does not eat, if of course

22 \West (1974), 4-7.

%28 See Ambiihl (2005), 195-196. Cf. McKay (1962a), 113-114, who suggests that Callimachus by
refusing to narrate Persephone’s abduction, ‘turns his back on elegy along with threnody’ and for that
reason does not use the elegiac couplet.

“24 See Shardella (2000), 119-120; Spanoudakis (2002), 175.

*2% See Spanoudakis (2002), 175.

*28 Translated by Lightfoot (2009), 39 (fr. 3).

2 This particular verse was athetised by Aristarchus and Aristophanes of Byzantium; again Philitas’
allusion to the verse might indicate a scholarly discussion regarding its authenticity and his approval
of it. See Spanoudakis (2002), 179.
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Philitas followed the traditional story that had her fasting during her mourning. |
would also suggest that this and the previous allusion to Priam in fr. 9 Sp. might
point to the speaker’s attempt to persuade her to eat, similar to those of in the
Homeric Hymn to Demeter (Metaneira, [ambe) and Philicus’ hymn (Iambe).
Another fragment, fr. 10 Sp. (= 6 Sh. = fr. 3 CA), which is cited by Stobaeus
(4.40) without any reference to the title of the work to which it belongs, has been
classified among Demeter’s fragments by several scholars, mainly because of its
metre and content;**®
T oipol ToAéw yaing mep NoE Baidoong
€K A10G paiv EpYoueEveV ETE®V,
000’ 4o Moilpa Kak®dV HEAE®<V T1> QEPEL, AALL LEVOVOLY
Euned’ a<el> xai toic BAka TpoosavEdveron. 2
‘So, alas, 1 go wandering on land and sea,
while the timely seasons come from Zeus.
Nor does Moira saves me from any of my wretched evils, but they always
remain ceaseless and are increased by others’.

These verses possibly are part of Demeter’s lamentation speech, here referring to her

wanderings over land and sea and her constantly growing troubles.**® The

*28 It has been attributed to Demeter by Bergk (1868), vi; Wilamowitz-Moellendorff (1924), 11 115 n.
3; Powell (CA); Kuchenmiiller (1928); Shardella (2000); Spanoudakis (2002). Nowacki (1927), 64-65,
attributed it to Hermes, which he thought of as containing both hexametres and pentametres, and
assumed that the persona loquens is Odysseus. Cessi (1914), 286-287, ascribed it to Telephus,
suggesting that Telephus is the character who speaks. The latter two ascriptions were based on the
understanding of moAéwv in Stobacus’ text (See note below) as the masculine participle of the verb
noréw. Wilamowitz (see above) understood moiéwv as the epic form of moAi&v, which is associated
with épyouévev étémv in v. 2. See also the note below.

*9 Here 1 print Sbardella’s (2000) text, who adopts the following emendations on Stobaeus’ text: 6
ofpot instead of t® ob pot in v. 1 (Kuchenmiiller 1928), noAéw instead of moXéwv in v. 1 (Grotius
1623) and his own emendation of peiéon xaxdv to peléo<v 11> koxdv. See Shardella (2000), 114-
115.
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characterisation of the changing seasons as @poio, a term associated with the

vegetation cycle,*®

creates a contrast with the steady famine that Demeter caused
because of her distress for Persephone’s abduction.*? This notion is further
emphasised by her saying that her evils remain &uned(a), in the sense that they
remain ‘in earth’;*** this is an allusion to Persephone being in Hades as well as the
famine that stopped the crops growing. The latter idea is implied also by the use of
the verb mpocav&avetar in relation to Demeter’s troubles, since mpocovéavopot
appears only once and only here in a poetic text, while in prose it is commonly used
to refer to the growing of plants;*** hence, its mention here contributes to the
intensification of the antithesis between the increase of Demeter’s troubles and the
barrenness of the crops.

The remaining alleged fragments refer to topics other than Demeter’s distress
and her consolation and thus derive from different parts of the poem.”*> As
mentioned above, Spanoudakis’ reconstruction of Philitas’ Demeter relies mainly on
his (and other scholars’) assumptions regarding the poem’s relationship with other
poems that presumably used it as a literary model. In the section on Demeter’s cult

on Cos I referred to the crucial role of Theocritus’ Idyll 7 and the scholia on it in

shedding light on the content of Demeter. In sum, Theocritus’ digression on the

%0 Cf. Sbardella (2000), 114. Contra, Spanoudakis (2002), 162, based on his adoption of Stobaeus’
text, considers the phrase yaing tmep 16¢ Boldoong as associated with the épyouévmv étéwv and not
with Demeter’s wanderings.

31 See Spanoudakis (2002), 167, on the meaning of dpaiog as ‘timely’ with regard to the maturity of
the crops and its relation to Demeter.

82 Cf. also Spanoudakis (2002), 166: ‘Demeter perhaps implies that though Zeus’ authority will grant
an undisturbed succession of seasons, her own authority will keep them infertile’.

*%3 See Spanoudakis (2002), 168, on the use of the word in the sense y86vioc.

3 Shardella (2000), 117; Spanoudakis (2002), 168-169.

%5 Spanoudakis (2002), 169-171, suggested another fragment as deriving from the scene of Demeter’s
mourning, fr. 11 Sp. (= fr. 28 Sh. = SH 675B): GotAyyac. The word means either curling flames or
locks of hair. Spanoudakis thought that it might refer to Demeter’s hair, as a parallel to Hymn. Hom.
Cer. 278-280. However, this proposition seems too speculative. Cf. Shardella (2000), 95, 159-160,
who includes it in the passages incertae sedis. See also Sens’s (2003) review.
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genealogy of Simichidas’ hosts and their association with king Chalcon have been
considered as alluding to Philitas’ Demeter, an idea that is further supported by the

4% Theocritus’ text mentions that Phrasidamus and

scholia. More specifically,
Antigenes, the hosts of the thalysia festival, belonged to an aristocratic family of Cos
descending from Clytia and Chalcon; the latter, we learn, once hit a rock with his
knee and thus created the spring Burina, around which poplars and elms grew to
create a shady grove.**” The scholia on this passage explain that Clytia was the wife
of Eurypylus and mother of Chalcon and Antagoras who were on Cos when Heracles
arrived and were also the ones who received Demeter when she arrived on the island.
Furthermore, the scholia on the verse referring to Burina’s creation by Chalcon
report that the same spring was mentioned by Philitas, quoting the exact verse in
which it appears, but without identifying the work to which it belonged. Nonetheless,
its connection with Chalcon who was associated with Demeter in the other scholion
led Spanoudakis (and other scholars before him) to conclude that the passage of
Philitas was included in Demeter. On the basis of the information derived from both
Theocritus’ text and the scholia, Spanoudakis inferred that Philitas’ Demeter narrated
the goddess’ arrival on Cos, her encounter with king Chalcon in a locus amoenus
near the spring Burina, their journey towards Chalcon’s palace and the proceedings
of a feast taking place there.**®

According to this narrative scheme, the person to whom Demeter recounts

her sorrow and who in turn tries to console her in the passages discussed above is the

*% Here | provide a recapitulation of the associations between the passage from Theocritus, the
scholia and Philitas’ Demeter. See chapter 3, p. 49-52 for the references to texts.
437

Id. 7.3-9.
%8 Shardella (2000), 45-49, argues for a similar reconstruction of the poem based on Idyll 7 and the
scholia, but his presentation is not as detailed as Spanoudakis’.
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Coan king Chalcon.**® Spanoudakis infers that Chalcon’s meeting with Demeter took
place in the course of his search for a water source for the people of Meropis and that
the goddess helped him by instructing him how and where to create the spring

Burina.**°

That is, he suggests that Theocritus’ brief description of Burina’s creation
by Chalcon (Id. 7.6-7) was modelled on a more elaborate narration of the same
incident in Philitas’ Demeter.*** However, he asserts that fr. 6 Sp. (= fr. 11 Sb. = fr.
24 CA), the only instance in Philitas’ fragments where Burina is mentioned, does not
derive from the description of the spring’s creation, but from the beginning of the
poem, where wandering Demeter first settles on Cos (he considers Burina as a
metonymy for the whole island) with the purpose of establishing her cult there;**?

Ndaocato &’ év mpoyofiot perapnétpolo Bupivne.

‘she settled at the sources of the black-rocked spring Burina’.**®
Such a reference certainly fits the content of Philitas’ poem, as Demeter is closely
associated with water and springs in cult and her sanctuaries were frequently located
near wells or springs.*** With regard to Cos in particular, as noted in the previous
chapter, there is evidence for the worship of Demeter and Kore in a fountain

sanctuary from as early as the archaic period.**®

#% Cf. Shardella (2000), 45, 48.

0 Spanoudakis (2002), 147, where he associates his proposal with Dover’s (1971), 151 assumption
regarding a divine agent leading Chalcon’s knee.

1 See Spanoudakis (2002), 146: ‘The brevity of the description is suggestive of the fact that
Theocritus refers to an incident well known to his readers’.

2 gpanoudakis (2002), 149 with n. 9.

3 Adapted translation of Lightfoot (2009), 55 (fr. 21). | have changed ‘lived’ for véooato to ‘settled’
on the basis of the comment of Spanoudakis (2002), 149, regarding the cultic meaning of the verb as
‘settled to found her cult’.

4 Richardson (1974), 250-251 on v. 272. On the worship of Demeter involving springs, see Hsch.
s.v. “Emprvoua’: €optn Afuntpog mapd Adkwotv. Cf. Farnell (1907), IIT 314; Richardson (1974),
18-19.

% See chapter 3, p. 52 on the Coan spring sanctuary of Demeter and Kore.
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As far as concerns the scene where Burina is created, Spanoudakis once more
relies on the scholia on Idyll 7 to infer that Demeter instructed Chalcon to reach the
spring by following an untrodden path.**® He associates this notion with the image of
the untrodden path found in Callimachus’ Aetia prologue, in Apollo’s advice
addressed to the poet-narrator to lead his chariot on the less-trodden road (fr. 1.27-28
Pf.).**" I will not elaborate on his idea here, since this scene will be analysed in the
next chapter. A passage which has been considered as belonging to the episode of
Burina’s creation is fr. 14 Sp. (= fr. 17 Sb. = fr. 22 CA):*8

Bovyevéag @Bdpevog mpooefnicao paxpa peAiccoog

“With long strides first you reached the ox-born bees’.*®
According to Spanoudakis, the person addressed here is most possibly Chalcon, who,
on his way to find the spring, reaches a beehive. Bees are a typical element in
descriptions of a locus amoenus, while their presence in a Demeter context is not
surprising, since the goddess is closely associated with bees in cult and mythology.**°
Hence, Demeter’s epiphany might have been anticipated by the appearance of the
bees, while Chalcon’s discovery of the beehive may point to an aetion for the

establishment of apiculture on Cos aptly involving him and Demeter.*** The

reference to the bees as Povyevéag is related to the belief that bees are born from the

8 Schol. Id. 7.5-91.1-2: éx moddc Gvue: fitot tayéme A &€ Tiic mematnuévng 680v; schol. Id. 7.5-
90.30-32: &icl 0¢ oitveg 10 €k m0dOG Evomoay T0 EEm Thi¢ memarnuévng 0600, Aéyovteg Ot 1 Ty1,
mepi NG 6 AdYoc, ovk v Katd TV dnuocioy 686v, AL éxtéc. On the unnamed person informing
Chalcon regarding the source of water, see schol. 1d. 7.5-90.3-5: dvnyyélon 1@ Pociiel mopd TvOg
AV mepl Tadto dev®dv, 6Tt VOATOG O TOTOG EKEIVOG EVOOLVYET.

*7 See Spanoudakis (2002), 147-149, who also suggests that the reference to the knee instead of the
foot as the means with which Chalcon created Burina in Theocritus is another indication that it was
located in an untrodden path.

*& The fragment was attributed to Demeter by Pfeiffer (1968), 284; his view has been adopted by
Spanoudakis (2002). Contra, Sbardella (2000), 93, 143-144, who includes it in the fragments incertae
sedis.

*9 Translation by Lightfoot (2009), 55 (fr. 20).

% The motif of the bee is thoroughly discussed in chapter 5, p. 116-124.

**! Spanoudakis (2002), 181-182.
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carcass of an ox; this idea became popular in Greek literature in the Hellenistic
period in particular, which may be explained by the close contacts with Egypt, where
the belief in bugony was widespread.*** Spanoudakis rightly remarks that the notion
of bees being born from the dead body of an ox undercuts the idea of purity with
which Demeter is associated, but explains it through its correspondence with the
carcasses of pigs involved in the celebration of the Thesmophoria.*>® This is a
plausible suggestion, although Philitas’ interest in paradoxography might have
sufficed for him to refer to a well-known feature of the goddess’ symbolism with a
‘new’ term. Another short fragment that Spanoudakis considers as belonging to the
scene of Burina’s creation is fr. 7 Sp. (= fr. 24 Sb. = fr. 21 CA):

VIXLTOV VO®P
The meaning is ‘abundant water’, apparently referring to the water that gushed from
the spring at the moment of its creation.”* The next passage, fr. 8 Sp. (= fr. 22 Sh. =
fr. 14 CA):

OpnoacHot TAatdve ypain Hmo,

‘to sit under an aged plane tree’
has been attributed to Demeter only by Spanoudakis, who suggests that it refers to
Demeter sitting under a plane tree near the spring Burina, corresponding to the scene

in the Homeric Hymn to Demeter in which the goddess disguised as an old woman

2 gpanoudakis (2002), 183-184, argues that Philitas’ passage is most possibly the first instance in
Greek literature where the idea of bugony appears, since he considers the reference by Democritus (68
B 27 D.-K.) as doubtful. On the other hand, Sbardella (2000), 144, takes Democritus’ testament as
valid, while he adds another poem with the title Bougonia attributed to Eumelus of Corinth (PEG T
4). On bugony, see Ransome (1937), 112-118.

3 gpanoudakis (2002), 183-184.

% See Spanoudakis (2002), 154, following Cessi (1908), 137.
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sits under an olive tree at Eleusis.**> Heyworth argues that it is possible that such a
scene belonged to Demeter, but not in the description of Burina’s creation by
Chalcon, which he considers more likely to have been a digression providing the
aetion for the spring where Demeter was seated and not part of the main narrative.**®
In any case, it is plausible that this fragment was included in Demeter.

After the scene at Burina, Spanoudakis suggests that Demeter’s and
Chalcon’s journey from the spring to the town may have been described. In his view,
this would have offered the opportunity to comment on places of special importance
for Demeter’s cult on the island, while the arrival at Pyxa might have provoked the
narration of the story of Heracles’ landing on Cos and his subsequent siege of the
island.**" It is within this context that fr. 16 Sp. (= fr. 9 Sb. = SH 673), a fragment
explicitly quoted as belonging to Demeter,**® may have been inserted:

avTap O ye [.].. youvov deppo
Here, someone, perhaps Heracles or his Coan opponent Eurypylus, if the assumption
on its context is right, is said to hold a ‘naked bow’.**® The events revolving around
Heracles’ arrival on Cos are well-known from other sources: Heracles on his return

from Troy decided to disembark on Cos but encountered resistance from Eurypylus

% Hymn. Hom. Cer. 98, 196-197. See Spanoudakis (2002), 155. On the contrary, Cameron (1995),
316; Hollis (1996), 58, associate it with the reference to Philitas’ statue by Hermesianax mentioned in
chapter 3 and argue that it refers to Philitas himself.

% See Heyworth (2004), 149.

7 Spanoudakis (2002), 233-234. Coan Pyxa is said to have been named after these events; see schol.
Id. 7.130-131d: b dfjpog tiig Kd: @v&a tig dv- €xelbev yap Epuyev HpaxAfic aipvng émbepévov
avtd v Kdov; schol. Id. 130-131e: tav &mi IvEav fpy’ 686v: ITHEa dfjpog tiig K& fi tomog obtmg
ovopoagopevog [fi] mapa v eO&EW t0d HpaxAiéovg v 0o tdv Kdwv yevouévnv. Cf. Spanoudakis
(2002), 191.

8 |t is quoted in the marginal scholia on Callim. H. 2.33 for the word &eppa. See Sbardella (2000),
121.

9 |_loyd-Jones and Parsons (SH), note that the passage is reminiscent of the yopvov t6&ov &ymv for
Heracles in Od. 11.607. Cf. Spanoudakis (2002), 192.
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and his sons; this led to a wider combat between Heracles and the Meropes.*® As
noted above, the assumption regarding the inclusion of this episode in Demeter is
dependent on the scholia on Idyll 7, which associate Chalcon with both the reception
of Demeter and the fight with Heracles. This inference seems valid, especially when
taking into account the popularity of the story and the frequent association of
Chalcon with this particular event.

Demeter’s and Chalcon’s journey hypothetically ends with their arrival at
Chalcon’s palace, where they attend a banquet that involves food and music.
According to Spanoudakis’ attribution of fragments, fr. 17 Sp. (= fr. 20 Sh. = fr. 19
CA) belongs to this scene:

Apowideg gig TaAdpovg Aevkov dyovotv Ept.

‘Serving maidens place white wool in baskets’.***

The main reason for its ascription to Demeter is the reference to wool, a product used
in Demeter’s cult, especially in processions of baskets carrying ritual objects.*®? The
servants, on the other hand, are a typical feature in scenes at palaces.*®® At any rate,
even if an episode taking place at Chalcon’s palace was included in Demeter, the
attribution of this fragment is too conjectural. The same applies to the next three
fragments. The first is fr. 18 Sp. (= fr. 20 Sh. = fr. 20 CA):***

0Vd’ VKN iyB¢ Eoyartog EEEpuyev

‘Not even the farthest hykes-fish escaped’.465

“0 Hom. II. 14.255, 15.28; Hes. Cat. fr. 43a.61-65; Pherec. FGrH 3 F 78; Pind. Nem. 4.26; Isth. 6.31-
32; fr. 33a; Apollod. 2.7.1; Plut. Quaest. Gr. 304c.

*! Translation by Lightfoot (2009), 53 (fr. 18).

2 See Spanoudakis (2002), 193-194, for references to literary and epigraphical sources for such
rituals.

%62 See Spanoudakis (2002), 194, for examples.

8% Kuchenmiiller (1928), 80, includes it in the Epigrams, while Sbardella (2000), 153, notes that it
might belong to the Paignia.

“%% Translation by Lightfoot (2009), 53 (fr. 19).
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Here, the reference may be to a fishing method by which not even the hyces was able
to escape. Spanoudakis understands it as a digression associated with the
commodities offered to Demeter at the banquet, as fish is an alternative means of
nutrition in times of famine.*® The next passage is fr. 19 Sp. (= fr. 16 Sh. = fr. 4
CA):
DdModg yap moOMg €oti, Atwvhcov @ilog viOg
dAlodg v avTog deipato, AeLKOAOPOG.
‘For Phlius is a town which Dionysus’ dear son,
Phlius, established, town of the white crest.’*®’
This fragment has been attributed to Demeter by other scholars before Spanoudakis
on the basis of the existence of a Demeter mystery cult in Celeae,**® a town near
Phlius, and the assumption that Philitas might have mentioned important centres of
Demeter’s cult in Demeter.*®® Spanoudakis, on the other hand, argues that the
reference to Phlius in Demeter is associated with the town’s famous wine and that a
digression on it is understood within the framework of the banquet, where wine may
have been offered to Demeter as an aetion for the unusual offerings of wine to
Demeter in Cos.*® The third fragment assumed to be included in the banquet scene
of Demeter is fr. 20 Sp. (= fr. 18 Sh. = fr. 19 CA):
I'mpbdoatto 8¢ vefpoc amd yoynv OAécaca,
0&eing KaKToL TOUHA EVAOEAUEV.

‘Let the voice be heard of the fawn that has lost its life,

%6 See Spanoudakis (2002), 198-201.

*7 Translation by Lightfoot (2009), 49 (fr. 14).

“%8 See Paus. 2.14.2.

*%% Maass (1895), ix n. 5; Cessi (1908), 132-133.

% Demeter refuses to drink anything in Hymn. Hom. Cer. 49-50, 200; Callim. H. 6.12, 16; Ov. Met.
5.446-447. Furthermore, her cult did not involve wine (only vnedio offerings); see Richardson
(1974), 224 on v. 207. For Cos as an exception to this, see HGK 1a.60-61. On the argumentation, see
Spanoudakis (2002), 202-206.
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One that has fled the cactus’ sharp s‘[ing.’471

The alleged context of this passage is Demeter being entertained by the sound of
pipes at the banquet as an alternative to lambe’s jesting in the Homeric Hymn to
Demeter or corresponding to the dancing and singing of the Muses, the Charites and
Aphrodite in Euripides’ Helen (1330-1352).*’% The aulos is here referred to in a
riddling fashion, denoted by the fawn that has not been pricked by a thorn and thus

whose bones make a good instrument.*’®

According to Spanoudakis, it may reflect
the custom of exchanging riddles during banquets.*’* However, as is the case with
the fragments above, even if a banquet scene was portrayed in Demeter, the
attribution of this passage to such an episode is far from certain.

If a feast was indeed described in Demeter, this must have ended with
Demeter’s announcement that she will head towards Eleusis, quoted in the last
passage attributed to Demeter by Spanoudakis and others,*” i.e. fr. 21 Sp. (= fr. 10
Sh. = SH 674):

(Kot kev ABnvaing doAyadpov; iepdv doTv

kai ke[v 'EAev]oivog Beiov ido1[.. Ao]pov

‘And long-speared Athena’s holy city

And Eleusis’ sacred summit I (?) might see”*7°

Assuming that Demeter is indeed the speaker here, her words imply that her cult on

Cos is earlier than that of Eleusis and at the same time establish a connection

™! Translation by Lightfoot (2009), 49 (fr. 15).

#72 gpanoudakis (2002), 209-210.

*® The riddling character of the passage led some scholars to include it in the Paignia; see
Reitzenstein (1893), 179-180; Kuchenmiller (1928), 64 n. 2. It was attributed to Demeter by Maass
(1895), v n. 12; Cessi (1908), 128 n. 4. Sbardella (2000), 147, does not exclude the possibility of it
belonging to Demeter.

" Spanoudakis (2002), 212.

7> Alfonsi (1954), 211-214; Sbardella (2000), 122-123.

4% Adapted translation by Lightfoot (2009), 51 (fr. 16).
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between the two places as important cult centres,*”” which seems fitting in a poem
offering the aetion for the foundation of Demeter’s cult on Cos in the same vein as
the Homeric Hymn to Demeter did for Eleusis.

Now that the basic lines and motifs of Demeter’s storyline are established, it
is possible to examine the degree to which Philitas’ poem was as influential as it has
been assumed, not only with regard to Callimachus, but also Theocritus and Philicus.
To begin with, in the chapter on Demeter’s cult on Cos it was illustrated that Philitas’
Demeter, Callimachus Hymn to Demeter and Theocritus’ Idyll 7 are linked through
their mythological, geographical and religious background.*”® In sum, Philitas’
Demeter narrates the goddess’ reception on Cos by king Chalcon, son of Eurypylus
and Clytia; the same king is mentioned in Theocritus’ Idyll 7 as the ancestor of the
narrator’s hosts, Phrasidamus and Antigenes, while the poem’s setting is also the
island of Cos.*”® In Callimachus’ Hymn to Demeter the situation is more complex:
the main character of the narrative is the Thessalian Erysichthon, son of Triopas and
grandson of Poseidon; in this version, he appears as a young, childless man.
According to the oldest version of the myth found in the Hesiodic Catalogue of
Women, however, Erysichthon had a daughter called Mestra, who at some point was
transferred to Cos by Poseidon, where she bore him a son named Eurypylus, that is,
Chalcon’s father.”® In addition to this, in the beginning of the Erysichthon narrative
Callimachus alludes to the Thessalians’ migration to Cnidus, which is closely
associated with Cos, while, according to other accounts, Triopas was the king of Cos.

The fact that these poems rework the same mythological material, combined with the

" Spanoudakis (2002), 215-217.

*® For a more thorough presentation of this, see chapter 3, p. 55-59.

" For the mythical genealogy of the Meropides on Cos, see Sbardella (2000), 33.
0 Hes. Cat. fr. 43a.55-59.
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notion that Demeter is in the forefront in all of them, may be viewed as evidence for
their close association. More specifically, it has been argued that Theocritus and
Callimachus’ choice of topic was directly influenced by Philitas’ Demeter, which
they used as their model.”®" If this is the case, Theocritus appears to maintain a more
straightforward attitude towards his source in chronological sequence and
mythological consistency, as his characters continue to honour the goddess their
ancestor once hosted, while Callimachus provides a version that ‘antedates’ the
events narrated in the Hesiodic Catalogue as well as Philitas’ and Theocritus’ poems;
it is thus consistent with his usual practice of attempting to ‘re-create’ the
mythological tradition.*

The question that arises next is whether the correspondence of Philitas’
Demeter, Callimachus’ Hymn to Demeter and Theocritus’ Idyll 7 in terms of their
mythological background extends to a similarity in content or style. Considering the
scarcity of Philitas’ fragments, the procedure that may be followed for the purpose of
tracing elements or motifs which Callimachus and Theocritus may have derived from
Philitas is to juxtapose their poems on Demeter in order to find similarities that may
point to their common source, that is, Philitas.

The most evident correspondences between Callimachus’ Hymn to Demeter
and Theocritus’ Idyll 7 have been traced in the description of their groves.*®* In the
beginning of the Erysichthon narrative in Callimachus’ Hymn to Demeter, there is a

description of the grove that the Pelasgians created for Demeter at Dotium: it was so

*81 On Theocritus’ poem as a homage to Philitas, see Bowie (1985), 80; Fantuzzi and Hunter (2004),
135. On Callimachus’ Hymn to Demeter, see Spanoudakis (2002), 297. Cf. Ambuhl (2005), 196:
‘Kallimachos’ Geographie kann indessen auch als eine metapoetische gelesen werden, die auf einen
literarischen ‘Herkunftsort’ seines Demeter-Hymnos verweist: den Koer Philitas’.

82 Cf. Ambiihl (2005); (2007), on Callimachus recreating the identity of his heroes by presenting
them as children or adolescents.

8 These were noticed from early on by Cahen (1930), 269; Puelma (1960), 162-163 n. 58; McKay
(1962b), 77-78.
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thick that an arrow could hardly penetrate it (v. 26) and consisted of pines (mitvg),
elms (mteléar), pear and apple trees (Oyvor, YAvkOuoAa), a spring of water
(A éxtprvov Vowp | €€ apapav) and a tall poplar (aiyeipog) around which the nymphs
used to play at noon (v. 38).**% In 1dyll 7 there are two descriptions of groves, one at
the beginning and one at the end. The first description refers to the grove around the
spring Burina which Chalcon created with his knee; this contained elms and poplars
(afyepor mreréan 1) which formed a shady grove (évokiov dAcog Deawvov) with the
rich foliage of their green leaves (yhopoicv metdhowol Katnpepées Kopdmoat). >
The second description in the Idyll refers to the grove where the celebration of
Demeter’s festival takes place and is much more elaborate than that of the beginning:
there are poplars and elms (oiyeipotl mteréan t€), sacred water deriving from the cave
of the Nymphs (10 8’ €yyvbev iepov Bowp | Nopedv €€ Gvipoto katelfouevov),
cicadas (téttryeg), a tree-frog (0AoAvymv), larks and finches (kdpvdot kai akavOidec),

bees (puéhooar), pears and apples (Syvat pév nip moooi, Tapd Thevpaiot 8¢ pata). e

4 H. 6.25-29:
KaAOV GAcog émotoavto Ielacyol 25
Sévdpeotv appagéc: S1d kev Lo HvOey 0ioToC:
&v mitug, €v peydiot trekéat Eoav, &v 6¢ Kol dyvat,
€v 0¢& KoAd yAvkOpoAa: 10 & dot’ dhéktpvov Bdwp
€€ apapav avébve.
H. 6.37-38:
¢ 84 Ti aiyeipoc, uéya Sévipeov aibépt kdpov,
@ &mt tal VOO 10Tl TdVOoV EYIOmVTO-
5 1d. 7.6-9:
Xdikmvog, Bovpvay 8¢ €k 000G Gvue kpavay
€0 £VEPEIGAUEVOC TETPQ YOVV- TOd 8& TTap’ adTAY
aiyeipot mteléan 1€ EVoKI0V GAcOg Dpatvov
YAOPOToV TETAAOIGL KOTNPEPEEG KOUOWTOLL.
“% 1d. 7.135-146:
TOAAOL &7 Gty DrtepBe KT KPaTOg SovEOVTO 135
afyeipot mreréot 1€ O 3’ £yy00ev igpov Bowp
Nopeav €€ dvtpoto katelpopevov kerdpule.
70l 8¢ TOTL oKLoPAic Opodapvicty aiborioveg
TéTTIyeg Aohayebvieg Exov movov: a6 dAolvydv
™AGBeY év mukvaiot Batwv tpvleokey axavBaig: 140
Gedov kOpLooL Kal dkovlideg, EoTeve TPLYDV,
not®dVTo Eovbal mepl midakag duel péMooat.
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There has been a debate among scholars regarding the relationship between the grove
in the beginning and that in the ending of Idyll 7; most scholars argue that they are

,**" while others suggested that they constitute two different locales.*® This

identica
issue will be discussed more thoroughly in the next chapter, as here | deal with the
correspondences between Callimachus’ and Theocritus’ descriptions collectively.
These have long been noted by scholars, who on the one hand acknowledge that both
poets rework the same Homeric passages of loci amoeni and their depictions contain
all the basic features of such sceneries,*® but on the other hand argue that a more
direct connection between them appears to be at work*®® For instance, the phrase
aiyepot mreléan te in 1d. 7.8 and 136 does not derive from Homer, while the only
other time that the combination of these two plants appears in poetry — although not
in the same verse — is Callimachus’ H. 6.27 (mtehéon) and 37 (aiyepoc).*™

Furthermore, the two groves, both designated with the word éicog (H. 6.25 ~ Id.

7.8), share the pear and apple trees (H. 6.27-28 ~ Id. 7.144), shade (H. 6.26 ~ Id.

vt Bodev BEpeoc udha miovoc, Mede & OTMPOC,

Oyvar pev Top TOoGt, TopA TAEVPOIcL OE pala

dayiémg auiv EkvAivoeTo, Tol O’ EkéxuvTo 145

Sprokeg PpaPirotot katafpifovtes Epale.
7 E.g. Puelma (1960), 162-163 n. 58; Winter (1974), 17; Bowie (1985), 77 n. 47; Heyworth (2004),
147-148.
“88 Elliger (1975), 330-331; Zanker (1980); Hunter (1999), 154, 191-192.
8 On Homeric passages functioning as model for Demeter’s grove in Callimachus’ hymn, see Cahen
(1930), 264; McKay (1962b), 76-68; Hopkinson (1984), 5, 102-103. For Theocritus’ Idyll 7, see Ott
(1972); Segal (1975), 43; Krevans (1983), 208-212; Halperin (1983), 224-227; Griffin (1992), 194-
195; Shardella (2000), 172-173. The most important Homeric passages in this respect are Calypso’s
grove (Od. 5.63-73), Alcinous’ gardens (Od. 7.114-115) and the grove of the Nymphs in Ithaca (Od.
17.205-211).
0 pyelma (1960), 162-163; McKay (1962a), 77-78; Heyworth (2004), 149-150.
1 See Puelma (1960) 162 n. 58. Cf. McKay (1962b), 77-78; Bowie (1985), 79 n. 53; Sbardella
(2000), 174; Spanoudakis (2002), 246. The combination appears however in Theophr. Hist. PIl. 3.4.2,
3.6.1
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7.8),**? rock (H. 6.29 ~ 1d. 7.7), water (H. 6.28 ~ Id. 7.134) and the Nymphs (H. 6.38
~1d. 7.137).

The careful choice and variation of elements in the two groves led scholars to
consider them as artificial, in the sense that they are literary constructions, rather than
descriptions of real groves.**® This notion is underlined by the use of certain terms
that allude to artificial creation and craftsmanship: éromcavto (H. 6.25), ‘they (the
Thessalians) built’, for Demeter’s grove in Callimachus’ hymn and évve (1d. 7.6),
‘he (Chalcon) made’, and beowov, ‘they (the leaves) wove’, (Id. 7.8) for the grove
surrounding Burina in Theocritus. If one accepts that the two groves are literary
constructions, the poets’ selection of — common — elements and motifs may point to a
third text from which these derived. Taking into consideration the conjectures
regarding the content of Philitas” Demeter, it is plausible to suggest that Demeter’s
grove in Callimachus’ Hymn to Demeter and the grove in Theocritus Idyll 7 are, to
some degree, reworkings of the grove where Demeter met Chalcon in Philitas’

494

Demeter.”™ This assumption is easily applied to Theocritus’ grove, not only because

of the common features of the spring Burina, the water (Id. 7.136 ~ fr. 7 Sp.) and the
bees (1d. 7.142 ~ Dem. fr. 14 Sp.), but also because Philitas is mentioned by name by

Simichidas, indeed as an exceptional poet (Id. 7.40).%%

92 According to Ambiihl (2005), 198, the element of shade in Callimachus’s grove is implied by the
arrow which can hardly penetrate the grove in v. 26, as it may be seen as a metaphor for a ray of sun
(the divine arrow of Helios Apollo) that cannot enter the grove because of the density of the trees
which create shadows.

% For Callimachus’ grove, see McKay (1962b), 77-78; Hopkinson (1984), 102-103 on v. 27-29;
Muller (1987), 12 n. 18, who even argues that Callimachus’ grove is artificial, not only in the sense of
a literary construction, but also of an actual artificial garden. On the grove in Idyll 7, see Puelma
(1960), 156; Goldhill (1986), 37; Pearce (1988), 293-300; Hunter (1999), 191-193; Shardella (2000),
171 n. 4. For both, see Heyworth (2004), 150.

94 See Spanoudakis (2002), 246-248, 256-260, 293-299; Heyworth (2004), 146-153; Ambihl (2005),
197.

%5 Cf. also the phrase &toc Gprov in Id. 7.85, which is paralleled only once, in Philitas’ fr. 10 Sp. See
Bowie (1985), 79.
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Nevertheless, there is another text of Callimachus whose dependence from
Philitas’ Demeter is more explicit. This is the ending of the Hymn to Apollo, 105-
113:

6 ®O6Vog AmdAAmvog &n’ odata Aadpiog imev- 105

‘00K dyopat TOV 40100V 0¢ 000’ dca TOVTOC deidet.’

1oV ®OSVoV OGTOMmV modi T’ HAocev BdE T Eeuev-

‘Accvpiov Totapoio pEyag pOog, AAAX TG TOALA

AMpota yNg Kol TOAAOV €0 DOATL GLPPETOV EAKEL.

Anoi &’ 00K and TavtOg VOWP POPEOLGL LEAMGGAL, 110

AL’ fTic kaBapn Te Kol dypaovTog AvEpTel

midakog €€ ieptg OAlYN MPBag dkpov dmtov.’

xoipe, dva: 6 8¢ Mdpog, tv’ 6 DB6voc, EvBa véotto.

Here, Phthonos’ declaration that he despises the poet who ‘does not sing as much as
the sea’ receives Apollo’s reply that ‘the stream of the Assyrian river is great, but
carries much filth of earth and refuse’. He goes on to say that ‘the bees bring to
Demeter water deriving not from every source, but only a small drop which rises
pure and undefiled from a holy fountain, the very crown of water’. The meaning of
this passage will be examined thoroughly in the next chapter; for the current
discussion what has to be noted is that images of the spring, bees and water and their
association with Demeter most likely evoke a scene from the description of the locus

amoenus around Burina in Philitas> Demeter,**

which Theocritus also possibly
adopted in 1d. 7.142:

TOTOVTO Eovbal mepl TdaKg APl pEMSoo

% pfeiffer (1968), 284, suggested that this scene is associated with Philitas’ Demeter, but thought that
it is not possible to determine how it does so. Cf. the description of the mountain grove with bees in
P.Tebt. I 3 (= Lyr. Adesp. 7 CA).
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The word =nidag, used both by Callimachus and Theocritus to denote the spring,
appears only once in each poets’ corpus, only in these specific instances.*” It is a
Homeric hapax, and, in fact, both H. 2.112 and Id. 7.142 rework the same verse from
the Iliad.**® However, the fact that the two poets use the same rare word in a very
similar context, that is, in a description of a grove with bees and Demeter, supports
the idea that they reflect a Philitan image.

The motif of the spring in association with Demeter is present also in
Philicus” Hymn to Demeter, first in his reference of the twin springs at Eleusis which
Demeter will receive as part of her honours,** and secondly in the mention of the
single spring which will be formed by the goddess’ tears and will be called Baciieia
Kkprvn, SH 680 39-41:°%

JM[.]c diy[a] kpnvoiov Exdotng &v HOWP OpLGHEY

t0]HTOoV J[1Bpd]VOoV G0iC TPOGUVNGELS SUKPVOLGT TYNV 40

Ka]Aetton Bac[i]ieia kpRvn
Spanoudakis argues that these lines contain a ‘witty reference’ to Philitas’ Demeter,
since, in his view, the reference to the two streams in v. 39 alludes to a plausible
contrast of two different waters in Demeter, while in v. 40 he sees a combination of

two elements from Philitas’ poem: the tears of Demeter and the formation of a

7 Noted by Pfeiffer (1953), Il on H.2.112. Cf. Spanoudakis (2002), 291.

%8 Hom. 11. 18.825: mtidakoc aue’ OMyne: £0&hovot 8¢ miepev GpQo.

See Cusset (2002), 106, on the adoption and adaptation of the verse by Callimachus, Theocritus and
Apollonius Rhodius (Argon. 3.1451).

*® These have been associated with the twin streams at Eleusis called Rheitoi, one belonging to
Demeter and the other to Kore; see Paus. 1.38.1; Hsch. s.v. ‘petroi’; 1G 13 79. For the identification in
Philicus passage, see Latte (1954), 16; Lloyd-Jones and Parsons (SH), ad loc.; Robertson (1998), 555-
556; Furley (2009), 495.

509 Furley (2009), 495, identifies it with the Partheneion well at Eleusis, where Demeter sat in Hymn.
Hom. Cer. 99. Giuseppetti (2012), 121, associates it with the single spring from which the Rheitoi
derived; see Phot. Lex. s.v. ‘pertd’: &v 'EAgvcivi d00 voudtio gepdueva €k g mnyfic keovdueva
PeTd’ oVt ZOPOKATG.
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spring.®™ He further suggests that that the spring called Basitewa alludes to Burina
which was created by the foot of king Chalcon in Demeter.”®® However, a direct
connection between the two poets here is not easily proved, as there are no explicit
verbal parallels between Philicus’ scene and those in Callimachus and Theocritus
which would allow us to conclude that they all have Philitas as a common model.
Nevertheless, Philicus includes a reference to a water offering to Demeter which is
reminiscent of the bees carrying droplets of water to Demeter in Callimachus’ Hymn
to Apollo; this is found in lambe’s speech, where she mentions that the goddesses
(the Nymphs and Charites) offered Bomtov Ddw[p] &v ypdi, ‘water drawn from the
source’ (SH 680.60) to Demeter.”® Furley interprets it as a reference to the water

drawn from the springs at Eleusis (Rheitoi) for the purpose of libations.*®*

At any
rate, the offering of water to Demeter, possibly reflecting actual ritual practices,
appears to be a motif which might have originated in Philitas’ depiction of Demeter
in the Coan grove and her association with a spring and its water.

An interesting suggestion relevant to this idea has been articulated by
Heyworth.>® His initial thought was that Philitas may have portrayed Demeter
breaking her fast in the locus amoenus, since fasting and the breaking of fast are
common in narratives concerned with Demeter’s wanderings and her search for her

daughter. He further proposes that the contrast between the great river and the tiny

drops of water that bees carry to Demeter in the ending of the Hymn to Apollo is

%01 Spanoudakis (2002), 308. He bases his first — bold — assumption regarding the inclusion of the
image of the ‘two waters’ in Philitas’ Demeter on Propertius’ address to Callimachus and Philitas
(3.1.6): quamque bibistis aquam? (‘which water did you drink?’).

%02 spanoudakis (2002), 308.

%03 Supplement by Gallavotti (1951), adopted by Furley (2009), 490, whose translation I cite. Lloyd-
Jones and Parsons (SH), 327, do not agree, as in their view, this supplement is not suitable for the
space.

% Furley (2009), 505. He argues that the év vypan refers to the salty water from the Rheitoi springs.
%% Heyworth (2004), 151-153.
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parallel to the contrast between the rivers which Demeter crosses in H. 6.14 and the
goddess’ crying which the narrator wishes to avoid in H. 6.17. Thus, he argues, the
renunciation of Demeter’s ddxpvov in H. 6.17 might allude not to Demeter’s crying,
but to the drops of water that bees brought to Demeter and made her break her fast in
Philitas’ Demeter. Faulkner relies upon Heyworth’s view that Philitas’ portrayed
Demeter breaking her fast (he does not refer to the assumption regarding the bees) to
suggest that Callimachus’ Hymn to Demeter and Philitas’ Demeter may be linked

through the motifs of fasting and eating.’®

However, the adoption of Heyworth’s
view is not necessary for supporting the idea that there is such a connection, as it is
almost certain that Philitas’ poem dealt with fasting and eating. As noted in the
examination of Philitas’ fragments above, the motif of digesting sorrow instead of
food and the contrast between the growing troubles of the goddess and the infertility
of the crops are central in the passages concerned with Demeter’s sorrow; thus the
theme of the goddess’ fasting may have been present in the poem. Likewise, the
motif of eating might have been exemplified in the alleged banquet scene at
Chalcon’s palace. So, the contrast between fasting Demeter and the glutton
Erysichthon in Callimachus’ hymn is emphasised through the latter’s juxtaposition
with the fasting Demeter who digests only sorrow in Philitas’ poem.

The banquet scene proposed to have been part of Philitas’ Demeter, if there
was indeed one, must be reflected in the depiction of the Thalysia scene in

7.507

Theocritus’ ldyll There, the festival in honour of Demeter is designated as ‘the

%06 Faulkner (2012), 78.

%07 Kuchenmiiller (1928), 21 n. 7, suggested that the word Baivoto, a Homeric hapax (I1. 9.534, where
it designates harvest offerings to the gods) was first used in relation to Demeter by Philitas, in his
reference to the banquet held in honour of Demeter by Chalcon. Cf. Spanoudakis (2002), 245.
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feast for Demeter’ (Aopdrept daita, Id. 7.32),°® while the goddess is Demeter

°% the one who fills the threshing floor.>*® This aspect of the goddess is also

aAwic,
referred to in the third xdAAov in Callimachus’ hymn, in the reference to her
teaching Triptolemus the art of threshing and ploughing,®** echoed in the second
wish addressed to Demeter by the narrator in the closing part of the frame to bring
good harvest ‘so that he who has sown may reap’.>*? This parallelism is further
emphasised by the common depiction of Demeter with poppy seeds in her hands in
the two poems, in Callimachus’ hymn when she appears to Erysichthon disguised as
her public priestess, in Theocritus’ Idyll at the end.”® It is significant the poppy is a

symbol of fertility,>**

as the fertility aspect of the goddess is emphasised in
Demeter’s invocation as moAvtpoge movAvuédiuve in Callimachus’ hymn (H. 6.2,
119), which in turn evokes in terms of meaning the OJumvia OsopoEdpog

(‘nourishing’ Thesmophoros) of Philitas. So, the emphasis on the nourishing aspect

of the goddess explains the prominence of food and eating in all three poems.

%08 Cf. Lycidas’ first address to Simichidas, 1d. 7.24: f petd dait’ &xAnrog émeiyear; ‘do hurry
uninvited to a banquet?’. On this verse, see also p. 138.
*91d. 7.155:

Boud map Aduotpog GA®idog
*01d. 7.33-34:

péAo yép ceiot Tiovt HETP®

a daipwv ebkplBov AVETANPOCEV AA®AY.
' H. 6.19-21:

KEAAAIOV, OC KOAGULAY TE Kol iepd dpdypata TpiTo

aotaydmv anékoye Kol &v Boag ke Tatfoon,

avika Tpurtorepog dyobav 610G0KETO TEYVOV:
*? H. 6.135-137:

0épe O aypdOL vooTId TTAVTO:

0épPe POac, Pépe UG, PEPE GTAYVY, oloe BePIoHOY,

0épPe kai eipdvav, v’ O¢ Gpoace Tijvog audon.
B3 H, 6.44: otéppora koi paxovo ~ Id. 7.157: Spaypota kol péKmvog v apeoTtépuisty Exoto.
Theocritus’ passage has been interpreted as a description of a statue of Demeter, see Gow (1952), Il
169; Hunter (1999), 199 ad loc. However, Ambiihl (2005), 199 n. 440, argues that the parallelism with
Demeter’s epiphany in Callimachus’ hymn supports the idea that it was an ‘actual’ epiphany of the
goddess. Cf. Hutchinson (1988), 211 n. 119.
It seems to me that Demeter’s smile in the same passage in ldyll 7 might be associated with the idea of
the impending eating, parallel to her smile as a result of Iambe’s jesting in the other versions or her
content for the conclusion of Erysichthon’s story in Callimachus.
>14 See Hopkinson (1984), 119-120; Ambiihl (2005), 198-199.
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Callimachus once more differentiates his own treatment by making food not only an
important element of his hymn, but the main topic around which the hymn revolves.
Overall, the above discussion has demonstrated that the most prominent
Hellenistic poems dealing with Demeter, despite their differences in terms of content,
share a number of elements and motifs, some of which may be traced back to
Philitas. However, this analysis raises more questions than it answers. Two of these |
intend to answer in the next chapter. The first is concerned with the reasons
Callimachus and Theocritus adopt such a great number of motifs from Philitas’
Demeter, while the second addresses the function of those motifs within the poems
they appear. As we will see, by answering the second question, an explanation for the

first will occur.
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Chapter 5

Demeter and Poetics

In the previous chapter | demonstrated that the most prominent Hellenistic poems
about Demeter, that is, Callimachus’ Hymn to Demeter, Philicus’ Hymn to Demeter,
Philitas’ Demeter and Theocritus’ Idyll 7, complemented by the ending of
Callimachus’ Hymn to Apollo, contain certain motifs whose frequent occurrence in
similar contexts calls for further analysis. As already noted, the correspondence of
elements in these poems may be explained by their dependence upon Philitas’
Demeter, that is, the first in this line of Hellenistic poems dealing with Demeter.
Nevertheless, this is not to suggest that Philitas invented those motifs; on the
contrary, most of them were present in literary tradition, whence Philitas derived
them and subsequently adapted them to suit his own poetic vision. A common
characteristic of the majority of the recurring motifs is that they are traditionally
linked with ideas related to the composition of poetry; this is a feature they maintain
in the poems in question, albeit with an additional aspect, that is, their association
with Demeter. The result is that passages featuring Demeter invite for metapoetical
interpretations greatly informative for the nature of Hellenistic aesthetics. In this
chapter 1 will first re-examine the Demeter texts from a metapoetical perspective in
order to draw conclusions regarding the role of Demeter and Demeter-related motifs

in the definition of Hellenistic poetics, while in the second instance | will investigate

112



how certain aspects of Demeter’s cult and mythology influenced her literary function
as a symbol of the new poetics.

| begin my analysis with the ending of Callimachus’ Hymn to Apollo (v. 105-
113), as it is the instance where the metapoetic function of Demeter and the motifs
associated with her are best explained.®™> As noted in the previous chapter, this
passage portrays a dialogue between Phthonos (personified Envy) and Apollo on the
topic of song. Phthonos begins by whispering into Apollo’s ear that he does not like
the poet who does not sing as much as the sea and Apollo reacts by kicking him aside
and saying that although the stream of the Assyrian river is great, it carries much filth
and refuse with it, while bees carry to Demeter only small, pure and unsullied drops
of water deriving from a holy spring, that is, the choicest of waters. At this point the
poem closes with the narrator’s invocation of the god and the expulsion of Momos
(personified Blame) and Phthonos. The latter two have been viewed as representing
Callimachus’ critics or literary enemies, while the three distinct water images, that is,
the sea, the river and the drops of spring water have been understood each as
symbolising a different kind of poetry. The latter image of the bees carrying water
droplets to Demeter in particular has been considered as embodying Callimachus’
poetic ideal, articulated by the god of poetry himself. In what follows, | discuss these

points in more detail.

515 Some of the most prominent metapoetic treatments of this passage are: Williams (1978), 85-99;
Meillier (1979), 91-95; Fuhrer (1992), 252-261; Asper (1997), 109-120. For more bibliography on it,
see Lehnus (1989), 233-241 (until 1988); Cheshire (2008), 354-355 n. 2. This is not to suggest that
this passage may only be interpreted metapoetically. For a non-programmatic interpretation of the
hymn’s ending, see Bundy (1972), who understands it as a traditional sphragis containing the poet’s
self-defence for ending the song too soon; cf. the criticism by Donohue (1993), 63-64. Bundy’s
suggestion is related to the idea that the epilogue is only loosely connected to the rest of the hymn; for
suggestions defending the hymn’s continuity, see Bing (1993); Calame (1993), 51-53; Cheshire
(2008).
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First, the notions of ®66voc and Mdpoc are known from Pindar who uses
them to denote the envy and the subsequent criticism that the success of his songs’
subjects or his praise of them may provoke.’® As noted by some scholars,
Callimachus here concretises this motif by presenting it in the form of a drama.”"’
The issue whether the two personified forms of criticism represent actual enemies of
Callimachus has been greatly debated, primarily in relation to the identity of the

3.518 As mentioned in the

Telchines in the Aetia prologue and the critics in lamb 1
previous chapter with regard to Callimachus’ alleged dispute with Posidippus and
Asclepiades about Antimachus’ Lyde, the Florentine scholia present a list of the
Telchines that includes these two epigrammatists and other contemporary poets, as
well as the philosopher Praxiphanes.”® However, it is not possible to determine with
certainty if the list refers to actual literary enemies or was created later by scholars
who deduced information based on certain Callimachean passages, although the
latter seems more probable.®® Likewise, the more general issue as to whether
Callimachus in his polemical passages refers to actual literary quarrels or merely

uses them as a foil against which he is able to express his own aesthetic theory

cannot be given a definite answer and need not be, as the one possibility does not

516 For Phthonos and Momos in Pindar and Callimachus, see Bundy (1972), 88-93; Kéhnken (1981),
417-422; Morrison (2007), 135-136. On envy in Greek literature in general, see Walcot (1978).

°17 See Bundy (1972), 46, 87, 92; Kéhnken (1981), 414, 418; Morrison (2007), 136.

518 Contra, Cameron (1995), 231, 358-359, argues that each instance corresponds to different, specific
criticisms; he notices, however, the similarities between the polemic of the Aetia prologue and lamb
13 and ascribes them to an early publication of Aetia I-11 and the lambi in book form.

519 Fr, 1b Harder. See chapter 4, p. 82 n. 389. On the Telchines as malicious and envious mythical
creatures, see Hsch. s.v. TeAyivec Bdokavot, yonteg, Bovepot. 1 mapa v T, §j mapd 10 BEAyey;
Suda t 293, s.v. Tekyivec. movnpoi daipoves. §| dvBpwmor ehovepoi kai Paokavol. 800 &yévovto
Telyivec, Zipmv kol Nikov.

520 See Lefkowitz (1980), 8-11; Hutchinson (1988), 82 n. 110; Harder (2012), Il 88-91. Contra,
Cameron (1995), 185-232 esp. 229-232, argues that the Aetia prologue and, by implication, the
Telchines’ list, do reflect a controversy among Callimachus, Asclepiades and Posidippus revolving
around the Lyde. Cf. Brink (1946), on Callimachus alleged feud with Praxiphanes in particular.
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exclude the other.®?! It is likely that there was indeed a general discussion among
contemporary scholars and poets regarding the ‘right kind’ of poetry, aspects of
which are reflected in Callimachus’ defence of himself against his detractors, but it
must also be taken into account that such passages are a topos in Greek poetry.?
Nevertheless, what is more important in pieces of polemic character like this is that
they call attention to the fact that they are programmatic, in the sense that they
contain the poet’s own statements concerning the nature of his poetry; for this reason
they are invaluable for any study of his poetic theory.

In the passage in question Callimachus’ views with regard to his poetics are
exemplified in the juxtaposition of the three water images, all abounding in literary
connotations. Williams suggested that the sea symbolises Homer, while the Assyrian
river, polluted with dirt and mud, represents contemporary attempts to imitate
traditional epic; the pure drops from the holy spring, on the other hand, have been
thought to signify Callimachus’ small-scale and refined poetry and as such is praised
by Apollo.*?® Critics of this view argued that there is no reason to assume that the
images of the sea and the Assyrian river are associated exclusively with epic

poetry,®?* as the aim of this passage is rather to praise brevity and refinement over

521 Similarly, Fantuzzi and Hunter (2004), 68-69; Klooster (2011), 134-135; Harder (2012), 11 8. Other
scholars’ opinions have been more straightforward; see e.g. Lefkowitz (1980), 8, states that the reply
to the Telchines represents a fictitious situation; Schmitz (1999), 163, argues that the Telchines are
merely ‘an out-group and accordingly serve to define the in-group (consisting of the author and all his
intelligent readers) and to strengthen their solidarity’.

522 Such passages are common in Pindar and in Aristophanic parabaseis. For examples of passages,
see Lefkowitz (1978), passim; (1980), 4, 7; Klooster (2011), 116-118. On the Aristophanic parabasis,
see Sifakis (1971); Biles (2011), 28-40. Cf. also the overview of scholarship in Bowie (1982), 27-28.
523 Williams (1978), 85-89. His view has been adopted by Giangrande (1980), 57-67; Bing (1988b),
55 n. 11. Cf. the similar “Temachos-schema’ proposed by Asper (1997), 120-125, according to which
Homer’s poetry is the source for all poets, whose own works comprise of tepdyn from Homer.

524 For a criticism of the idea that the sea represents Homer, see K6hnken (1981), 415-417; Cameron
(1995), 405-406. Many scholars have attempted in the past to trace a reference to an actual quarrel
between Callimachus and Apollonius Rhodius in Apollo’s criticism of the river; see Asper (1997),
109 n. 2, for a thorough account of the bibliography on this. This view has since then been
successfully dismissed; see e.g. Erbse (1955), 424-428; Wimmel (1960), 59-70; Bundy (1972), 39-44.
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lengthiness and crudity, regardless of the poetic genre to which they apply.®® In any
case, the question arising out of this comparison that is more relevant to my
discussion is why Callimachus chooses to represent his own poetry with the image of
bees bringing droplets of water from a holy spring to Demeter. To answer it, | will
investigate the implications of each element that comprises the metaphor separately.
To begin with, the bee is an important symbol in many respects. With regard
to this particular passage, the bees’ significance has been considered as threefold:
first, bees as bees, secondly, bees as priestesses or devotees of Demeter and, thirdly,
bees as poets. All three meanings are possible and one does not exclude the other, as
Callimachus has evidently deliberately chosen an image which allows a variety of
readings.”?® The first interpretation that understands bees as the actual insects draws
on a parallel from Aristotle where bees are depicted as being nurtured exclusively

527

with clear water.””" Although a direct relationship between Callimachus’ and

Aristotle’s passage cannot be proved, Callimachus by associating bees with pure and
unsullied water certainly alludes to the traditional idea of the bee being an exemplar

of purity because of its nutritional habits.>*®

On the old — nowadays completely rejected — scholarly view on an actual dispute between
Callimachus and Apollonius Rhodius, see the thorough analysis of Benedetto (1993), 40-91, and,
more recently, Klooster (2011), 64-65, 121-127. The latter concludes that the similarities of style and
subject between the two poets, as well as the fact that they worked in the same environment, led later
readers to assume that there was an actual quarrel on the basis of poetic differences.

525 Cameron (1995), 406. Contra, Morrison (2007), 135-137, argues that the metaphor is related to the
antithesis between short and long and refers to this specific hymn only, functioning as a justification
of its brevity; thus, it must not be viewed as part of a more general ‘poetic manifesto’.

526 Williams (1978), 92-93; Crane (1987), passim; Calame (1993), 52-54.

527 Arist. Hist. an. 4.596b.14-20: ‘H 82 péhrta povov mpdg oddev campdv Tpocilet, 00de ypiitar Tpoii
ovded AN 1 T yAukov €yovon yupov: kol Bémp &’ fidota eilg Eovtag Aappdvovoty, dmov v
koBapov avamnd@. Interestingly, this process is explained scientifically by the water’s role in the
feeding of young bees and the maintenance of the hive’s temperature on low levels; see Davies and
Kathirithamby (1986), 58-59.

%28 Williams (1978), 93, traces verbal parallels between the two texts. Contra, Crane (1987), 400 n. 3,
argues that the lexical similarities are not many but he agrees that although Callimachus might not be
alluding to Aristotle in his passage, he nevertheless may have used him as a source.
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This aspect of bees combined with the ancient topos regarding their virginal
purity contributed to the appellation of Demeter’s priestesses and devotees as ‘Bees’.
According to Williams, the vocabulary used in this passage abounds in notions of
purity and sanctity and contains ‘quasi-religious terminology’; this facilitates thus the
association of the bee-insects with the Bee-priestesses or devotees of Demeter.’?
The title of the ‘Bee’ applies to priestesses of other goddesses as well,>*° but its

association with Demeter is the most common.>%!

A myth recorded by Apollodorus
of Athens (second century BC) associates the appellation of Demeter’s devotees at
the Thesmophoria as Melissai with Demeter’s arrival on Paros and her reception by
king Melissus; according to this story, Demeter gave to the sixty daughters of king
Melissus the cloth that was woven by Persephone and subsequently made them the

first followers of her mysteries, thus her initiates were thereafter named Melissai.>*?

Another myth which explains why Demeter’s initiates are called Melissai is recorded

529 Wwilliams (1978), 93. Pfeiffer (1953), I ad loc., initially thought that the bees in H. 2 were meant to
be Demeter’s priestesses, but later, ibid. (1968), I 284, changed his mind on account of Aristotle’s
passage (and for the purpose of restoring of ‘poetic simplicity’) and considered them merely as bees.
He wonders, however, about the reason for including Demeter in the passage. Similarly, Huxley
(1971), 214. Cf. Crane (1987), 400.
50 Bees are also associated with Artemis, Rhea/Cybele/Magna Mater and Hecate. The common
feature of these goddesses is that they are earth and/or mother goddess; see Ransome (1937), 96;
Herren (2008), 46-47. On Artemis’ priestesses called Bees, see Elderkin (1939).
531 Hsch. s.v. péhooat: ai Tiig Afuntpog pwootideg; Porph. De antr. nymph. 18: kai tag Afjuntpog
iepetag g tig yBoviag Bedc pooTdag periccas ol maiaol ékdAovv adtv e v Kopny Meiitddn;
schol. Theocr. Id. 15.94/95a: MeAtdon 6¢ v Tlepoepovny enot kat’ avtippacty a¢ kai Kopnv <i>
S To tag iepelag avtic xal thg Aquntpog pedicoag Aéyesbar; schol. Pind. Pyth. 4. 106b: dAlwg:
XPNOUOG peliooas: Tiig AeA@ikiic lepeiag, Kupimg HEV TAG TG ANUNTPOC, KOTAYPNOTIKASG 08 Kol TOG
ndoag, d1d 1o Tod {Mov kabapdov; Nic. Alex. 445-451:

Tote & €pya dbpdyaio pelicong

Gpuyo mowmviwv Ypnooidog ol v’ dmd pHooyov

oKkNveog £EeyEvovto 6£50VTTOTOG &V VEUEESTLY

&vBa 8¢ Kol koiho1o Katd dpLOG EKTIGGAVTO

TPDOTOV TOL BUAALLOG GLVOUNPEES, AUPL Kol EPYV

pvnodpevol Anoi ToAvoréag vocay SUTag

Bookopevar Bvpa Tooot kai dvBepdescay Epeikny.
532 Apollod. FGrH 244 F 89: éndyovoav 8¢ OV kGhadov Taic vopeoig odv Tt ioTdt Kai Toig &pyolg
¢ epoepdvne & pév mapayevécbor eig Iapov kol EevicBeloov mopd @ Paciiel Moot
yopicacOar taig tovtov Buyatpdct dcaig eEnkovia Tov Tii¢ PepoePovng otdv, Kol TpdTULS ADTOIG
avadobvor ta mepl ovtv mabn te Kol pvotiplo, 60ev kol pelicoog Ektote KANOfvor Tog
Beopopoprafovoag [[kAnOfvar]] yvvaikag. On this myth, see Larson (2001), 181.
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by the third-century historian Mnaseas of Patara, as quoted in the Pindaric scholia.
This account refers to some nymphs in the Peloponnesse who taught people to cease
carnivorous eating and start eating vegetables. This started when one of the nymphs
named Melissa discovered honeycombs and through the mixing of honey and water
invented mead, and subsequently gave her name to bees; thus, no temple of Demeter
would exist had the nymphs not discovered cereals, ended cannibalism and invented
woven clothing.>*®

Calame argues that both myths may underlie Callimachus’ reference to bees
(or Bees) and Demeter in the Hymn to Apollo, as the image of Melissai/Nymphs
weaving may be viewed as a metaphor of the ‘weaving’ of the hymn; in support of
this, such an allusion would correspond to Apollo’s weaving of the altar of horns (v.
61) in the core of the poem.>* Furthermore, a similar idea appears to be present in
the anonymous Hellenistic Hymn to Demeter, where the invocation to Demeter’s
devotees as péhiooon is accompanied with a reference to the composition of the
hymn as ‘weaving’.>*® In addition, Calame suggests that the civilising aspect of the

Nymphs in Mnaseas’ myth — also implied in the practice of weaving — corresponds to

533 Schol. Pind. Pyth. 4.106a: ypnopog dpdoce periooag: Tag mepi & Hgia koi pooTucd pelicoag kai
€tépb taig iepdic pelicoang tépmetatl. 6Tl 8¢ TaG mepl TA iepd dotelovoag kol Mekicoag Eleyov,
Mvacéog 6 Hoatapsvg (FHG 3, 150) donysitan Aéymv, ®C KOTETONGOV ODTAL GOPKOPAYODVTAG TODG
avBpmmovg Teicacal Tfj 4mo Tdv 6Evdpmv ypTicbat Tpoef], kab’ v kapdv kai MéMooa pio T aOTOY
Kknpio péltog gvpovoa mpmtn Epaye Kol Voatt pifaca Emte, kai tog GAlag o0& €5idate, xai ta (Mo
pelMoocag €& avtiig ékdlece, kal LAakNY mAelotv Emomoarto: tadto 8¢ enowv &v Ilehomovviow
vevéaBot | dvev yap Nopedv odte ANuntpog iepov Tipdtot o1d 10 TaTag TPMTAG KAPTOV Amodeifot
Kol TV aAAnrogayiov Tadoot Koi mepPAnparta yapwv aidodg €€ VANG émvofical, oTe YOUOG OVOEIG
Gvev Nopodv covteleital, GALY TOOTAG TPATOV TIUMDUEY LVIUNG Xapv: OTL T€ gvoePiog Kol OG10TNTOG
apymyot éyévovto. See Cook (1895), 14; Herren (2008), 32.
5% See Calame (1993) 53 n. 28. He argues that if this assumption is right, the notion of weaving would
function as a connective element between the epilogue and the rest of the hymn. The metaphor of the
‘weaving’ of poetry is known from Pindar, e.g. Ol. 6.85-87; Nem. 4.44-45; 8.14.
*% SH 990.1-2:

Duvov AfunTpog ToAvmvipov dpyopat iotdy

dimhax’, axovoarte, debte, péMooat
See Calame (1993), 52.
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Apollo’s and nymph Cyrene’s civilising role in the hymn (v. 90-92).>*® Relevant to
this is the association of the Thesmophoria participants-bees with the traditional
image of the bee-wife which embodies domestic and conjugal virtues.>*” This is
exemplified in Semonides’ poem on women, according to which the bee-woman is
the only kind of woman who can be a good wife, since in her hands the household
thrives; she is chaste and bears good children.>*® A point that, to my knowledge, has
not been pointed out yet, is Semonides’ reference to the bee-woman as the only kind

of woman whom pépoc does not approach,>*

which is strikingly reminiscent of the
narrators’ expulsion of Ma®pog right after the reference to the bees and Demeter in
the ending of Callimachus’ Hymn to Apollo. Hence, apart from the apparent notions
of sanctity and chastity, the ideas of civilisation and domestic virtue which keep
blame away may also underlie the image of Bees as priestesses or devotees of
Demeter.

The third interpretation that considers bees as symbolising poets is the most
complex, but also the most important for the metapoetical interpretation of the
epilogue of the Hymn to Apollo. Bees have been traditionally associated with poetry
and poets, although in the earliest texts the comparison refers to honey and not

540

bees.”™ More specifically, in the Iliad song is associated with honey in its sweetness

541

and purity,”™ while a similar motif appears in the Theogony, albeit the reference

53 Calame (1993), 52-53.
>3 See Detienne (1971), 13-17.
53 Semon. fr. 7.83-94. Cf. Xen. Oec. 7.32-38, where Ischomachus tells his wife that her role in the
house corresponds to that of the queen-bee. On Semonides’ poem, see Lloyd-Jones (1975).
59 Semon. fr. 7.84:

Ketvnt yap oint udHog 00 Tpoctidvel
0 The topic has been thoroughly treated by Usener (1902); Ransome (1937), 75-139; Waszink
(1974); Scheinberg (1979); Davies and Kathirithamby (1986), 47-72; Bounas (2008).
ML E g. 11, 1.249: 10b kai 4md yhdoong péhtog yavkiov péev avdn. Relevant is the idea of wordplay
between péhog and pél; see Farber (1936), 14-15. Cf. also the ‘honey-voiced’ song in the Homeric
Hymns, e.g. Hymn. Hom. Ap. 519; Hymn. Hom. Pan. 18.
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there is to the ‘sweet dew’ which the Muses pour on the tongue of the man whom
they honour.>” Honey was traditionally believed to be a substance falling from the
sky in the form of dew and collected from leaves and flowers by bees.>* Instances
where song is associated with honey or honeydew are abundant in Pindar,*** who
however does not explicitly compare the poet with the bee.>* The bee-poet metaphor
Is first attested in Simonides who compares the poet with the bee as it flies from
flower to flower in order to collect the honey, fr. 593 PMG (= fr. 43 Diehl):
OMAET &’ divBeoty
EovOOV péM pmdopéva.>*
Bacchylides (10.10) next compares the poet with the ‘clear-sounding bee’

(MyveBoyyov péhoocav), focusing thus for the first time on the sound of the bee and

not the sweetness of honey.>*" Later references to bees and poets include passages in

%2 Hes. Theog. 83-84:

@ pev énl YAMoon YAvKepTV xelovoty €épomny,

00 & &ne’ ék otOpaTOg PEl peiiyo
Cf. Boedeker (1984), 47; Waszink (1974), 6-7; West (1966), 183 ad loc.
53 Waszink (1974), 7; Boedeker (1984), 48. Cf. Arist. Hist. an. 5.553b.29; Theophr. fr. 190.
%4 E.g. Nem. 3.76-79; Isthm. 5.53-54; Pae. 6.59; Ol. 7.7-9. He also often uses adjectives with the
compound peAt- to characterise song, e.g. Ol. 11.4; Pyth. 3.64; Isthm. 2.3; Nem. 11.18 etc., while he
refers to the Muses as peAipBoyyor (Ol. 6.21). See Slater (1969), for specific passages. Cf. Scheinberg
(1979), 23: “in four of the six attestations of the word péh in Pindar, honey serves as a metaphor for
poetry’.
> Contra, Bowra (1964), 15, who considers the metaphors in Pyth. 10.53-54 and Pyth. 6.52-54 as
such. On the first passage see p. 124-125; regarding the second passage:

yYAvkela 8¢ ppnv

Kol GCUUTOTOUCY OUIAETY

pelMocdy apeifetar tpntov ndvov
Ninlist (1998), 61, argues that the bee image refers to the interaction between the recipient of the
encomium and the poet and not to the poet himself.
%46 See Dornseiff (1921), 61; Waszink (1974), 9; Ninlist (1998), 61. Contra, Poltera (2008), 549, who
argues that Pindar’s instances (Pyth. 6.52-54; 10.53-54) are earlier than Simonides’ fragment, thus the
earliest examples of the metaphor. He does not take into account the fact that these passages cannot be
considered as evidence for the use of the metaphor of the poet as a bee by Pindar (see n. 546 above).
On the fragment, see further Bowra (1936), 362-363; Frankel (1962), 369; Waszink (1974), 14-17.
>7 See Waszink (1974), 16; Crane (1987), 401; Ninlist (1998), 62; Ford (2002), 126.
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Aristophanes and Sophocles, while Xenophon is called the ‘Attic bee’; similarly,
Sappho and Erinna are compared to bees in epigrams.**

Plato was the first to exemplify the dual metaphor of the poet as a bee and
song as honey in his lon.>*® There, Socrates presents the idea that poets derive their
songs from honey-dripping springs in the gardens and groves of the Muses like bees
and fly, since the poet is a light thing, winged and sacred, who composes poetry only
when he is &vBeog, since a man is only able to utter an oracle when he is out of his
mind.>*® Plato’s view of the poet as resembling a sacred, winged bee in being &veog
is based on the association of bees and honey with divination.>** The latter notion is
traditional and is explicated in various instances. Bees are directly associated with
divination and oracles, as Pythia’s title ‘Delphic bee’ indicates,”** while, according to
a tradition, the second temple of Apollo at Delphi was constructed by bees and birds
with wax and feathers.>* In other instances bees are involved in oracles, as in the
account of the Boeotians being led to the oracular cave of Trophonius by a swarm of
bees on the Pythia’s advice,”* or the tradition according to which the Muses directed
Athenians to lonia in the form of bees.>® Honey as the means by which seers are

initiated into augury is exemplified in the myth of the seer [amus, Apollo’s son, who

%8 Ar. Av. 748-50, where the tragedian Phrynichus is depicted as collecting the fruit of immortal
songs in the same way as the bees; Soph. fr.155: yAdoong perioon 1@ xateppunkotl. Xenophon: Suda
£ 47, s.v. ‘Eevoedv’; Sappho: Anth. Pal. 2.69; Erinna: Anth. Pal. 2.108-110; 7.13.

9 Waszink (1974), 17-19; Scheinberg (1979), 25-26; Crane (1987), 402.

550 p|. Jon 534a-534b: Aéyovot yap SHmovBev mpoc Mudc of momrtai 8Tl Gnd KpVAV pEMPPOTOV &k
Movc®v KNV TVAV Kol VOT®Y Opemopevol ta e Nuiv eépovotly domep ol pédtrtol, Kol avtol
oUtm metdpevol kai GANOT Aéyovot. KODEOV yap ypTiHe TOMTNG £6TYV Kol TTNVOV Kol iepdv, kal od
nPOTEPOV 010¢ T€ TOLETY TPtV v EVOEDC Te YEvTaL Kol EKQPoV Kol 6 volg pmKéTt &v adTd &vij- Eog &
av tovuti &yn 1O KU, AdVVATOG TG TOLETY AVOPOTOG 6TV Kol YPOUMIETY.

%1 Steiner (1986), 109.

%52 pind. Pyth. 4.60. Cf. Sourvinou-Inwood (1979), 240, who argues that the fact that this title is not
attested elsewhere need not mean that it is a mere poetic metaphor, since the word péhcoa is
established as a cult title.

>3 pind. Pae. 8; Paus. 10.5.9.; Plut. De Pyth. or. 17.402d. See Sourvinou-Inwood (1979), 231.

% Schol. Ar. Nub. 508; Paus. 9.40.1-2. Cf. Ustinova (2009), 60.

> Philostr. Imag. 2.8.5.
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was nurtured only with honey when he was a child.*®® Honey and honeydew are
naturally used in such contexts, since as substances falling from the sky, were
believed to be closely associated with the gods, or to be the food of the gods.>®” A
relevant text is the Homeric Hymn to Hermes, where Apollo is portrayed as offering
Hermes an oracle consisting of three bee maidens who dwell on the ridge of
Parnassus; according to the god, these were the ones who taught him the art of
divination in the past and their special feature is that they are able to tell the truth
only when they consume honey, the sweet food of the gods.>® The identity of the
three sisters has been the topic of much debate among scholars, who have tried to
associate it with one of the known triads of Greek mythology.”* Nevertheless, the
most prominent contribution to this discussion derived from Scheinberg, who
suggested that the main function of the three maidens is that they exemplify the link
between the mantic and poetic spheres through the motifs of bees and honey.>®® This
takes us back to Plato’s account regarding poets being £vBeot, likened to bees

561

collecting honey and resembling those who utter oracles.”™" Plato’s text reflects the

%% pind. Ol. 6.45-47. See Waszink (1974), 11.

%7 See Boedeker (1984), 60. There are instances of gods being fed with honey, such as Dionysus in
Ap. Rhod. Argon. 4.1130; Zeus in Callim. H. 1.48

58 Hymn. Hom. Merc. 552-563. Sourvinou-Inwood (1979), 241-242, proposed that the passage
reflects an actual practice of divination through prophetic bees at Delphi; however, such practice is not
attested.

%9 The most prominent proposals were the Thriai by Hermann and the Corycian nymphs by
Fontenrose (1959), 427; Larson (1995). See an overview of the suggestions and their criticisms in
Scheinberg (1979), 7-9; Vergados (2013), 567-569.

%0 Scheinberg (1979), 26-28. Cf. Vergados (2013), 19, who adopts her view. The most mportant
points in support if this view are: first, the resemblance of the bee maidens with the Muses in Hesiod’s
Theogony (v. 27-28) in speaking both true and untrue things and, secondly, Hermes giving Apollo the
lyre of song in exchange of one form of divination.

%61 Cf. the image of the poet sitting on the tripod of the Muse, i.e. a parallel to the tripod of Pythia at
Delphi, and becoming &xgpawv in Pl. Leg. 4.719¢: ToAatdg pdbog, & vouobéta, Hd te odTdv HUdY asi
Aeyouevog éotv Kol Tolg GALOLG oy oVVOEdOYIEVOS, OTL TOTHG, OTOTAV £V T@ TPimodt Tfig Movong
kadilntor, T6Te 00K EUEPmV EoTiv, olov 8¢ KpvN TIC TO £mdV Peiv EToluwg &d, Kol T TéXvNg oboC
pyumoemg avaykaletotl. See Tigerstedt (1970), 164.
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traditional association of poetry with divination,>®

as both poets and seers are
inspired by gods,*®® both are bestowed with privileged knowledge of things,*** and
both are initiated into their respective realm through honey. With regard to the latter,
the motif of poets being nurtured with honey by bees is common in the biographies
of ancient poets such as Homer, Hesiod, Pindar, Aristophanes, Sophocles, Plato,
Menander, Virgil and Lucan.>®

The employment of the bee motif in the ending of Callimachus’ Hymn to
Apollo is thus partly explained by the association of bees and honey with poetry and
divination, both realms over which Apollo, to whom the hymn is dedicated,
presides.”® However, Callimachus alters the traditional image by depicting bees
carrying water instead of honey and at the same time he introduces the figure of

Demeter, who is otherwise irrelevant to the rest of the hymn.>®” The innovative

character of these two points calls for their further analysis. First, the choice of water

%2 See Chadwick (1942); Dodds (1951), 80-82; Kambylis (1965), 12-13; Waszink (1974), 12-13;
Scheinberg (1979), 21-22 with n.82 for bibliography. Tigerstedt (1970), argues that the idea of the
poet being &vbeoc is not to be dated before the fifth century BC. He also notes that an instance where
Pindar calls himself the Tpogentng Movo®v (Pae. 6.6: doidwuov ITiepidwv tpopdrtav) does not refer to
divination, as here mpogntng rather means ‘the announcer’ of the Muses’ speech’; see ibid. (1970),
173-174.

%63 See Tigerstedt (1970), 164, on the similar words used to describe poets and seers, e.g. &vOeot,
pavicoi, ékotatwkoi. Muses and Apollo interchange in their roles as inspiring poets and seers
respectively, see e.g. Ap. Rhod. Argon. 2.511-512, where the Muses teach Aristaeus the art of
prophecy; cf. Scheinberg (1979), 22.

°%4 Cf. Hesiod’s initiation in the Theogony, where the Muses enable him to sing t& v ésc6peva mpo T’
govta, ‘the things that will be and those that have been’ (v. 32).

%5 For references to ancient texts, see Cook (1895), 8 with notes; Waszink (1974), 17; Scheinberg
(1979), 24; Lefkowitz (1981), 59, 80. Cf. the myth attested in Theoc. Id. 7.80-85, according to which
the Muses sent bees to feed goatherd Comatas with honey when the latter was shut in a chest as a
punishment for sacrificing his master’s cattle to the Muses.

>% Relevant to this may be the myth of Aristaeus, son of Apollo and Cyrene, who according to Pindar
(Pyth. 9.59-64) became immortal when nourished by the Horae and Hermes with ambrosia and nectar,
while in Apollonius Rhodius (Argon. 4.1130) he is the inventor of bee-keeping. Cf. Diod. Sic. 4.81.2;
Paus. 10.17. See Ransome (1937), 100-103; Herren (2008), 52. On Apollo and oracles in
Callimachus’ H. 2, see Petrovic (2011); (2012).

%7 1t is the first time that bees and Demeter are depicted together in a poetic context; for their presence
elsewhere, see Aristotle’s account mentioned above, p. 116. See Crane (1987), 400. Cf. Asper (1997),
114-115: ‘Die Bienen, die zunichst so wenig in den Kontext der Wasservehicles zu passen scheinen,
geben dem komplizierten Gebilde zundchst mit Hilfe eines sehr geldufigen Bildes einen deutlich
poetologischen Klang’.
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over honey indicates that Callimachus is more concerned with the notions of
clearness and purity than with that of sweetness as characteristics of his poetry, since,
as noted above, the entire concept of bees carrying water to Demeter represents his
poetry.”®® These notions are further emphasised by the epithets koOapr; and
aypdovtog used to characterise the drop of water (Mpac). The epithet aypdoavrog in
particular, employed here instead of &ypavtog, is a hapax probably coined by the
poet from the verb ypoataive (i.e. epic equivalent of ypaivw) meaning ‘to defile’ on
the model of the Homeric axpéaavtoc deriving from the verb kpaiwoive.”®® The
creation of a new word in this context is demonstrative of Callimachus’ insistence
upon purity, which is closely associated with the idea of sanctity denoted by the
epithet iepn}, used to characterise the spring (nida&) from which the clear and pure
drops of dew derive.””® Additionally, the water that bees carry is emphatically ‘small’
(0Alyn MPéc) and at the same time the dxpov Gwtov, that is, the ‘choicest’ of waters.

It has been argued that for the expression éxpov Gwtov Callimachus is
indebted to Pindar, as the latter was the first to use the word Gwrtoc in the sense of
‘finest’, especially in a context relevant to song and poetry.>”* Callimachus evidently
draws on two specific Pindaric passages featuring the term &otoc.’”” The first is
Pyth. 10.53-54:

EYKOMU®V yap AmTog HUVOV

%68 Crane (1987), 402-403.

°%9 5ee Williams (1978), 95.

570 The emphasis on the sanctity of the spring is further intensified by the fact that it is a notion added
by Callimachus to the lliadic verse he reworks: Il. 18.825: widaxog due’ 0Aiyng €é0éhovot 6¢ micuev
Guoew. See also chapter 4, p. 106.

51 In Homer the word usually refers to the fine surface of wool. On the use of the word in Homer and
Pindar, see Silk (1974), 239-240; Raman (1975); Williams (1978), 95. Pindar uses it as a masculine
(in Homer the gender of the word cannot be determined), while Callimachus uses it as a neuter. Fuhrer
(1992), 51, considers this as an example of ‘Homeric philology’ on the part of Callimachus.

2 Williams (1978), 95-96; Fuhrer (1992), 252-261. The first to have noted the correspondence
between Callimachus’ passage and Pindar was Smiley (1914), 57-59.
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€n’ dALOT’ dAdov e péMoca BOHvel Aoyov.
The imagery of this passage is very similar to that in Callimachus’: the finest of
praising songs is compared to the bee, as it darts from one topic to another like the
bee that flies from flower to flower. This simile has been initially interpreted on the
basis of mowdia (‘variety’) as the virtue of the song; that is, like the bee that flies
from one flower to another in order to collect honey from a variety of flowers, the
song interchanges between different topics.>”® Nevertheless, the characterisation of
the praising song as dmtog, meaning ‘finest” or ‘best’, indicates that emphasis is laid
not only on the variety of topics, but also on the procedure of selecting the best
material.°”* A similar meaning is present in the second relevant Pindaric passage,
which contains the exact combination of the words ékpov and dwtov as Callimachus’
text, Isthm. 7.17-19:

auvapoveg o€ Pportot,

6 1 un copiog dmtov dKkpov

KAtoic Emémv poaiotv E&iknton {uyév.
The poet here claims that songs which do not reach the highest point of skill are
forgotten by mortals. The reversed order of the Pindaric dwtov @xpov and its
placement in the conclusion of Apollo’s speech confirm Callimachus’ alignment
with the poetry of Pindar and point to the latter as an important intertext for the
understanding of the hymn.>”® The association of the &wtov dxpov with the copio of
the song and poet and these two with the song’s quality are crucial, as co@ia is a

basic term in Pindaric poetics. More specifically, Pindaric cogio denotes the poet’s

53 Smiley (1914), 57-59; Waszink (1974), 15; Steiner (1986), 107; Fuhrer (1992), 256-258.

> Fuhrer (1992), 257-258.

>’ Cusset (2002), 363-364. Cf. Kirichenko (2010), 52, who argues that Callimachus’ adaptation of the
Pindaric dxpov Gmtov is an indication that he provides an aesthetic manifesto based on Pindar.

125



skill to compose poetry, bestowed on him by the Muse, as opposed to the direct
inspiration of song that the poets-singers receive from the Muses in Homer.>” Thus,
the most important implication of the éxpov dwtov, both in Callimachus and Pindar,
Is the conscious and careful selection of the best quality of song and poetry, the latter
being in both cases depicted with images of water (in Pindar’s passage the songs are
presented as ‘streams of words’). The metaphor of the poem as water may thus be of
Pindaric provenance, as Pindar often compares his songs with streams of water and
his composition of poetry as bedewing of praise.””’ He also refers to the spring of
immortal song,>’® while in one instance he juxtaposes the nectar from his own spring
with salt water, the latter understood as the poetry of his rivals; that is, an opposition
reminiscent of that between the Assyrian river and pure spray in the Hymn to
Apollo.>™ The notion of ‘small’ water is also present in Pindar’s poetry, as for
example in a passage where the great virtue of the praised person is juxtaposed to the
‘gentle’ dew of song.*®

As argued by several scholars, Pindar’s presence in the Hymn to Apollo — and

elsewhere in Callimachus’ poetry — is explained by the fact that the two poets share

576 See Murray (1981), 97-99; Gerber (1982), 28; Steiner (1986), 41; Ford (2002), 93-94.
57 For numerous references, see Steiner (1986), 44-46; Fuhrer (1992), 254-255.

578 pyth. 4.299: mayav Gupposciov Emémv.
*" Pind. Partheneion, fr. 94b.76-78:

ur vov vEKTO[P ......... Jvag épdg
VT af........... ] map’ ahpopov
oiyeobov- &

On this passage, see Poliakoff (1980), 43-45; Richardson (1985), 393; Morrison (2007), 135. It has
also been proposed that Callimachus draws on a passage from Theognis, 1.959-962:
"Eote pev antog Emvov amod Kpivng HeAavdpov,
10 i pot £86Ket kod KoAdv ey Hdwp.
viv 8’ §jom teBd T, Bdwp &’ avapicyetatl ovdet
GAANG OM kpNVNG Tiopot Tj ToToUoD.
See Henrichs (1979), 210; Morrison (2007), 135.
580 pyth. 5.98-101:
peyordv &’ apetav
op6c® poAbokd
pavlelody kopmv {0’} vmo yeduacy
See Poliakoff (1980), 42.
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many similarities in their poetic programmes.®® Pindar was possibly the first poet to
refer to his poetry in a self-conscious manner and to emphasise the idea of the poet’s
sophia.”® The concept of sophia is parallel to that of techne mentioned in Plato’s lon
in the same passage where the reference to poets resembling bees in being &vOeot is
found: according to Socrates, the poet-bees’ state of divine possession contradicts the
idea of techne, i.e. skill or craftsmanship,®® since if poets composed poetry out of
techne and not divine inspiration, they would be able to compose in more than one
genre.”® Apparently, this idea does not apply to Callimachus, who composes in
different genres, a practice he defends in lamb 13, where he claims that he follows
the example of the fifth-century poet lon of Chios, who was renowned for writing in
many different genres.”®® Callimachus’ opposition to Plato’s view of poets is further
reinforced when considering that his reference to lon is twofold, including both lon
of Chios and lon, the Platonic dialogue featuring the rhapsode lon of Ephesus.’®®
Hence, it may be argued that Callimachus’ use of the bee motif is more closely

associated with the concept of Pindaric sophia, in that the bee, apart from the notions

%81 Fuhrer (1992), 261 who suggests that Callimachus’ allusions to Pindaric images illustrate his
affinity with the narrative style of lyric poetry, a basic feature of which is the selection of different
themes. Pindar was very popular in Hellenistic Egypt. According to Pausanias (9.16.1), a hymn to
Ammon composed by Pindar was inscribed on the altar that Ptolemy | dedicated to the god, while a
statue of Pindar was placed in the Sarapacum at Memphis. On Pindar’s reception in the Hellenistic
period, see Acosta-Hughes and Barbantani (2007), 436-437.

%82 On Pindar’s importance for Callimachus as a self-conscious poet, see Richardson (1985), 383-384.

583 On the meaning of techne in Plato’s Ion, see Murray (1998), 8-10; Ford (2002), 173-175.

584 P|. lon 534b-d: te obv 00 TéxVN mOWDVTES Kal TOAAL AéyovTes kai koAl TEpL TV TPoyIATOV,
domep ob mept Opnpov, dAld Bsig poipa, To9To LOVOV 010 TE EKaGTOC TOIETY KaAMC £¢° O 1) Moboa
adToV dpunoey, 0 uev dvpapPovg, 6 8¢ Eykdua, 0 8¢ dropyuata, 6 & &nn, 6 & idupovg ta &’
GALo padAog adT®V EKOGTOG EGTLY. 01 Yap TéVN TodTa Aéyovuawy dAAa Beiq duvaylel, €mel, €l mepl vog
TEYVN KOADG MTICTOVTO A€yew, KOV mepl TV GAA@V amdviev: o Todta 08 0 0eog E€atpodpevog
00TV TOV VObV TobTo1g Ypfiton drnpétang Kai Toig xpNop®d0is Kol Toig pdviest Toig beiorg, tva Muelg
ol axovovteg €iddpev 6Tl 0dy ovTol giotv ol Tadta Aéyovteg obte molhod d&ta, olg volg un mapeotv,
AL’ 0 Be0c adTOG 0TV 0 AéymV, d1d TOLTOV 08 EBLYYETOL TTPOG NUAGS.

%8 Clayman (1980), 50; Hunter (1989), 2.

%% Thus Hunter (1997), 46. Cf. Acosta-Hughes and Stephens (2012), 47-57, who argue that the
‘mixing of Ions’ goes even further, since Callimachus imitating Ion of Ephesus in la. 13 corresponds
to Ton of Chios imitating Homer in Plato’s lon.
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587

of sanctity and purity,”" symbolises the selectivity and craftsmanship of the poet

rather than his divinely originated inspiration.>®®

The importance of the poet’s skill is
emphasised in the Aetia prologue, where both the Pindaric and Platonic terms, i.e.
techne and sophia, are employed; there, Callimachus urges the Telchines to judge
poetry (sophia) by its art (techne), thus indicating his understanding of poetry as craft
and of the criterion for its quality as the poet’s skill.*®

Nevertheless, it has been thought that Callimachus does not completely reject
the idea of divine inspiration in the Platonic sense, as this underlies the image of the
cicada which he employs in the same passage from the Aetia prologue;*® that is,
following Apollo’s advice on driving one’s chariot in untrodden paths, the poet-
narrator exclaims that he sings ‘among those who love the clear sound of the cicadas
and not the noise of the asses’ and further wishes to be ‘the slender, the winged one’
and sing while feeding on dew only (8pécov), the ‘food of the divine air’.*** The
view that the notion of divine inspiration is present in this passage has been based on
the similarity between the wish to become the small or slender and winged one

(ovAayvg, 0 mrepoerg, fr. 1.32 Pf.), linked to the poet’s likening with the cicada, with

Plato’s depiction of the possessed bee-poet as a light, winged and sacred thing in lon

587 Cf. Pind. fr. 123.11: iepdv pedoodv téxopar; fr.158: Taic iepaic peliooog épmetaL.
%88 Relevant here is the comparison of song with the bee in Pind. Pyth. 10.53-54 examined above, p.
124-125; see Fuhrer (1992), 259 n. 853. Cf. Acosta-Hughes (2002), 89, who notes that ‘Socrates uses
the metaphor to demonstrate the unstable nature of the poetic genius. Callimachus uses it to draw on a
traditional imagery of the sacred and the refined’.
%89 Aet. fr. 1.17-18 Pf. (= fr. 1. 17-18 Harder):
Eete Bookaving 0Aoov yévog avdi 88 téyvn
Kpivete,] (un oxoivio [epsidt v, copinv:
See Harder (2012), 11 51-52 ad loc.
5% See Hunter (1989), 1-2.
9L Aet. fr. 1.29-32 Pf. (fr. 1.29-32 Harder):
[...] évitoic yap deidouev oi Aydv fov
TétTIyoc, 8]6pvPov 8’ ok Epikncav Svmv. 30
Onpi Lev 0 DOTOEVTL TAVEIKELOV OYKNGAULTO
dAhog, &y]m &’ eimv ovA[a]xvg, O TTepdels,
& vt 0¢, tva yiipag tva Spdcov fiv pév deidm
TPpAOK10,v 8k ding NEPog £ldap Edwv.
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%92 plato’s

(kodpov yap ypfuo mwomme €0tV Kol mtnvov kai iepdv, 534b.3-4).
portrayal of the cicada, on the other hand, does not have connotations of the idea of
being entheos in the sense of ‘divinely possessed’, as is the case with the bee-poet.
More specifically, Plato in his Phaedrus records a myth explaining the origins of the
cicada’s song which directly links the cicada with the Muses without, however,
referring to the notion of poetic ‘ecstasy’. According to Socrates, cicadas were
originally men who, when the Muses were born and music was invented, were so
drawn into music that they sang continuously, neglecting to eat or drink and
eventually died; nevertheless, the Muses rewarded them by bestowing on them the
ability to sing eternally as cicadas without need of food and drink.>%

Callimachus’ initial reference to the cicada motif is related to the quality of
sound: the clear song of the cicadas with which the poet aligns himself is opposed to
the braying of asses, which plausibly represents the criticisms that the Telchines cast

against him.>*

The poet’s adoption of the voice of the cicada derives from the
insect’s close connection with the Muses, since this is parallel to that of the poet
himself, as emphasised at the end of the prologue,®®® and thus opposed to the asses-

Telchines who are explicitly presented as ‘not friends of the Muse’ in the beginning

5% Hunter (1989), 2; Depew (1992), 327 n. 38; Ambiihl (1995), 210.
53 p|. Phdr. 259h.5-259d.8: Aéyeton & (¢ mot’ foav obtol Evpemotl TV Tpiv Movoog yeyovévay,
yvevopévev 8¢ Movo®dv Kol paveiong ®dfg obtmg dpa Tveg Tdv toTe E€emhdynoay VO’ 1doViig, MoTe
Gdovteg Nuéncav citov 1€ kol ToTdv, Kol EAadov TedentioovTeg oTovg: &E OV TO TETTiy™V Y4vog
pet’ €kelvo @vetal, yépog tovTo Topd Movodv Aofov, undev tpoefiig deicbat yevopevov, AN’ dottdv
te Kol dmotov 00Vg ddev, Emg Gv tedevtnon, Kol petd todta EM0OV mapd Movoag dmayyéAlev Tig
Tivo a0tV TId TV évBade. kol ob kabevdntéov &v Tii ueonuPpie. See Borthwick (1966), 107;
Boedeker (1984), 44-45.
% The cicada’s song being beautiful is a topos in Greek literature; see Hes. Op. 582-584; [Sc.] 393;
Alc. fr. 347; Ar. Nub. 1360; Anacreont. 19, etc. Cf. Crane (1986), 272-273; Davies and Kathirithamby
(1986), 117; Harder (2012), II 70. On the asses’ braying being ‘out of tune’, see Ael. NA 10.28. On
the contrasts in terms of sound in the Aetia prologue, see Andrews (1998), 6-8; Harder (2012), Il 71-
72.
*® Aet. fr. 1.37-38 Pf.:
....... Mobdoar v,0p dcovg idov 0T L Taidog

un A0E®, moAovg; ovk Anédevto pidovc.

129



of the prologue.®® Callimachus differentiates his presentation of the cicada from that
of Plato as he imagines himself as a cicada living only on dew, while in Plato the
cicadas abstain from food and drink completely. Considering the preceding
comparison of the cicadas with the asses, Callimachus’ depiction of the former as

feeding on dew, which is a traditional idea,”®’

most possibly draws also on an
Aesop’s fable according to which an ass, in his effort to imitate the cicada’s song,
decided to feed only on dew and eventually died.*®® It has also been argued that the
reference to the poet’s old age in the same context as the feeding on dew and singing
like the cicada may allude to the myth of Tithonus, recorded by Hellanicus and
alluded to in the New Sappho papyrus and possibly in the Homeric Hymn to
Aphrodite.®® According to this myth, Tithonus was loved by Eos, who wished and
acquired immortality for him but not eternal youth; the result was that he kept
growing older until Eos transformed him into a cicada, or, according to the Homeric

Hymn to Aphrodite, he was shut in a small chamber by Aphrodite from where his

voice never ceased to be heard.’® Thus the cicada functions also as a metaphor for

5% pet. fr. 1.2 Pf.:

vide ¢ 01 Movong ovk €yévovto ¢ilot.
See Acosta-Hughes and Stephens (2002), 252-253.
597 Hes. [Sc.].393-401; Arist. Hist. an. 4.532b.13, 5.556b.16; Theoc. Id. 1.15-16; Plin. HN 11.93-94.
Cf. Gow (1952), 11 80 on Id. 4.16; Davies and Kathirithamby (1986), 123-124.
5% Aesop. Fab. 184 Perry. See Crane (1986), 273; Harder (2012), 11 70-71.
5% Hellanicus FGrH 4 F 140 (fifth century BC); Sappho fr. 58 (=P.KéIn inv. 58.21351 + P.Oxy.
1787); Hymn. Hom. to Ven. 218-238. See Rawles (2006), 6, on the view that the myth underlies the
version in the Homeric Hymn to Aphrodite and Sappho. On Callimachus alluding to the Tithonus
myth, see Crane (1986), 269-275; Geissler (2005); Harder (2012), Il 70. Contra, Pfeiffer (1928), 325
n. 1, who opposed to the idea that the Aetia prologue is associated with Tithonus’ myth. Another text
which may be evoked in this passage is the description of the Trojan old men compared to the cicadas
in the Iliad (Il. 3.150-152), as it combines old age, cicadas and ‘sweet talk’. Interestingly, the
metaphor of the cranes and the pygmies, also adopted by Callimachus in the Aetia prologue, derives
from the opening of the same book. See Acosta-Hughes and Stephens (2002), 251-252.
%% Tithonus is also mentioned in the Homeric epics (Il. 20.237; 11.1; Od. 5.1), Tyrtaeus (12.5) and
Mimnermus (4.1). Cf. West (2005), 6; Rawles (2006), 2.
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the poet’s ‘poetic immortality’,®** a notion which will be further analysed in the final

section of this chapter.

Overall, the motif of the cicada as presented in the Aetia prologue has several
connotations, but divine possession is not among them. As in the case of the bee
image, Callimachus employs the image of the cicada, a motif of particular
importance for the Platonic theory on poetry, and by inserting it in a different context
emphasises other aspects of it, such as the association with the Muses, the notion of
its clearly sounding song and its lightness and smallness. With regard to the idea of
divine inspiration, Callimachus’ likening himself to the cicada does not imply that he
receives the song itself (as in lon) from the Muses; he receives from them the skill to
compose poetry.®® It is significant that Callimachus’ interaction with the Muses in
the Aetia takes the form of a dialogue where the poet asks and the Muses answer (see

below on the scene of poetic initiation in the Aetia),®®

while Apollo’s intervention in
the prologue has rather the character of advice on how to write poetry, similar to that
in the epilogue of Callimachus’ Hymn to Apollo.

The issue that has not been addressed yet with regard to the epilogue of the
Hymn to Apollo is the reason for Demeter’s presence in this particular context. First,
I would suggest that the goddess’ appearance in a hymn dedicated to Apollo that
narrates, among other things, the foundation of Cyrene by Battus on Apollo’s advice
(65-96) is related to her role in Cyrene’s religious life, since, as noted in chapter 2,

Demeter’s cult in Cyrene was second in prominence after that of Apollo. Petrovic

has recently discussed the relationship between Callimachus’ Hymn to Apollo and the

%01 Acosta-Hughes (2010), 78-81; Acosta-Hughes and Stephens (2012), 38, 251-253.

%02 Cf. Krevans (1993), 157-159.

%3 On Callimachus’ Muses as sources of information and not inspiration, see Pretagostini (1995), 165-
172; Cameron (1995), 368; Acosta-Hughes and Stephens (2002), 249.
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Cyrenean sacred regulations concerned with purity, which are unique in the Greek
world in that they are presented as an oracle uttered by Apollo himself.®** The latter
feature, she notes, corresponds with the ending of Callimachus’ hymn, where the god
himself offers instructions regarding the purity of the water destined to be offered to
Demeter by her ‘Bees’. However, she does not explain why Apollo chooses to refer
to a Demeter ritual, especially considering that the goddess appears here for the first
time in the hymn.®® The answer to this is that Apollo in his role as the regulator of
Cyrenean purification rituals is understandably concerned with the next most
important cult in his city, that is, Demeter’s.

Petrovic proposes another interesting view, that is, that the entire Hymn to
Apollo is to be understood as Callimachus’ religious offering to Apollo in the same
way as the droplets of water are the offering of Demeter’s priestesses to the
goddess.®® This suggestion is convincing, especially when taking into account that
the hymn and the droplets share the same qualities of purity, sanctity and smallness.
Nevertheless, the pure droplets offered to Demeter need not be understood
exclusively in their literal religious sense, but also as a metaphor for a ‘pure’ poem
being offered to Demeter; such a poem was Philitas’ Demeter. As mentioned in
Chapter 4, the epilogue of the Hymn to Apollo reworks motifs that were present in

Philitas” Demeter: bees, the spring Burina and Demeter herself were all part of the

804 petrovic (2012), 289-297.

%05 Nevertheless, Petrovic in support of her suggestion regarding Apollo’s role as a ‘lawgiver of
hymns’, mentions an oracular metrical regulation from Cyrene dated to c. 300 AD (SGO | 01/19/08),
which refers to Apollo’s approval of the establishment of the cult and altar of Soteira Kore near to that
of Demeter in his sanctuary and his instructions regarding the right invocations of the two goddesses
in hymns; see Petrovic (2012), 299-300.

%% petrovic (2012), 296. On the poems as agalmata (sacral offerings), see also Depew (2000), 30;
Hunter (2006b), 15. The latter suggests that bees carrying the water droplets to Demeter interpreted as
a metaphor for poetry points to the understanding of poetry as a sacral offering.
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locus amoenus on Cos.°”” Although many of these elements were adopted from
literary tradition earlier than Philitas, it is very possibly that Callimachus was
influenced by Philitas’ employment and adaptation of these particular motifs. At any
rate, the point where Callimachus was most likely following Philitas is the unique
association of motifs which were traditionally used in poetic metaphors with
Demeter.®® The question of whether the notions implied in Callimachus’ imagery
were present (or equally prominent) in Philitas’ poem or Callimachus rather adopted
the imagery from Philitas and ascribed to it a further symbolism through the
combination of elements and the use of certain epithets cannot be answered.
However, if the parallelism between the Hymn to Apollo and Demeter as pure and

small offerings to the respective gods is right,®®

this would mean that Philitas’ poem
was much concerned with purity as well.®*° This idea is further supported by the fact
that special purificatory regulations referring to Demeter’s priestesses are attested for
Cos, as the analysis in chapter 3 demonstrated. Thus Callimachus in presenting
Apollo concerned with purity regulations as a reflection of his role in Cyrene may be

reacting to an analogous motif in Philitas’ Demeter which reflected the special purity

requirements of Demeter’s priestesses on Cos.*t

%7 The close relationship between Callimachus’ Hymn to Apollo and Philitas’ Demeter is illustrated
by the use of the Philitan word éeppoa (fr. 16 Sp.) in H. 2.33 and their common allusion to 1l. 24.617
(Niobe/Niobe’s rock crying), Callimachus in H. 2.22-24, Philitas in fr. 13 Sp. See also chapter 4, p.
105-107, 109-110.

%08 1t is indicative that even the image of the bee that was closely linked with Demeter in myth and cult
is for the first time used in relation to the goddess in a poetic metaphor in Callimachus.

%99 The ‘smallness’ of Philitas’ Demeter implied in dAtyn MPég is supported by its characterisation as
olyootyog in the Aetia prologue (fr. 1.9 Pf). For the poems as offerings to the gods, cf. Philicus
offering his Hymn to Demeter as a gift to Demeter, Kore and Clymenus, as well as to the
grammarians.

®1% Note, however, Philitas” fragment referring to ox-born bees (fr. 14 Sp.). If this belonged indeed to
Demeter, its juxtaposition with Callimachus’ passage where bees appear in a context abounding with
notions of purity and cleanliness would emphasise the latter’s insistence upon purity even more
explicitly.

o1 Cf. Spanoudakis (2002), 273-274, who argues that the affinity between the Hymn to Apollo and
Philitas’ Demeter is based on ‘Cyrene’s similarity to Cos, Apollo’s similarity to Demeter and on the
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The issue that has not yet been addressed is what the notions represented in
the imagery employed in the epilogue of the Hymn to Apollo mean for Callimachus’
poetry itself.?™? First, the prevailing idea of purity that is embodied in all components
of the metaphor, i.e. bees, droplets, spring, Demeter, refers primarily to the
originality and rarity of the sources which the poet uses.’™® Closely related to this is
the notion of selectivity implied in the motif of the bee, which represents the
procedure of careful selection and reworking of material that the poet’s techne,
combined with his capacity as a scholar, dictates.®'* Finally, the concept of smallness
depicted in the small dewdrop refers to the refinement and subtlety of poetry, while
the idea of the spring’s sanctity emphasises the quality and exclusive character of
Callimachus’ poetry.®®

Before examining Callimachus’ other poem that features Demeter, that is, his
Hymn to Demeter, I will discuss Theocritus’ Idyll 7, as it is more closely associated
with the epilogue of the Hymn to Apollo in the motifs it employs as well as in its
dependence upon Philitas’ Demeter. Idyll 7 has attracted possibly the greatest
amount of scholarly attention of all Theocritus’ ldylls, with various interpretations
having been proposed both for the entire poem as well as its specific details.®*® The

reason for its prominence within the Theocritean corpus is primarily the fact that it is

similarity between Philitas’ allegiance to Cos and Callimachus’ allegiance to Cyrene’. The two places
share their Dorian character; furthermore, each god’s cult was of great significance in the two places
respectively. He also suggests (p. 277) that the association of Apollo with the swan and Demeter with
bees as pure and poetic creatures in the Hymn to Apollo is another indication of his dependence on
Philitas.

612 See Fuhrer (1992), 258-260.

613 pfeiffer (1968), 126.

%14 Depew (2007), 156-157.

®15 Cf. Callim. Epigr. 28 Pf. On the sanctity of the springs in cult, see Farnell (1909), V 420-421.

%18 For lists of bibliography, see Goldhill (1991), 225; Hunter (1999), 151.
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considered a programmatic poem, in the sense that it is informative on the nature of
Theocritus’ poetry and bucolic poetry in general.*"’

As noted in the previous chapters, in Idyll 7 Simichidas, the poem’s first-
person narrator, recounts how once while on his way to attend a harvest celebration
(Thalysia) in honour of Demeter hosted by Phrasidamus and Antigenes, he met a
goatherd named Lycidas whom he invited to a singing competition. After the two
men exchanged songs, Lycidas headed off in a different direction, while Simichidas
and his friends arrived at the place of the Thalysia. The majority of scholarly
treatments have focused on the symbolism behind the encounter of Simichidas and
Lycidas which they have generally regarded as an allegory for a poetic investiture
modelled on that of Hesiod in the Theogony;®‘® this interpretation is closely related to
the question of the identity of the two personae in the Idyll, which has also troubled
scholars. In what follows | briefly present these two issues and some of the scholarly
views proposed in their answer, in order to establish the background against which
Demeter’s function in the poem will be explicated.

I begin with the issue of the identity of the two characters in Idyll 7. With
regard to Simichidas, the discussion centred on his relationship with the poet
Theocritus; the first-person narration and the seeming similarities between the two

led ancient scholiasts to identify Simichidas with the poet, while modern research has

generally acknowledged that, while there is no direct identification between the two,

617 See e.g. Gow (1952), I1; Lawall (1967); Goldhill (1991); Hunter (1999). In the past, the poem has
also been interpreted within the framework of a ‘masquerade bucolique’ that saw in Theocritus’
herdsmen contemporary poets disguised as such. This view was first proposed by Reitzenstein (1893),
226, adopted by Van Groningen (1959), 45-48. For criticisms of this interpretation, see Wilamowitz-
Moellendorff (1924), 11 138; Gow (1940), 47-51; (1952), Il 129-130; Arnott (1984), 338-339.

%18 See e.g. Van Groningen (1959); Puelma, (1960); Giangrande (1968), 491-533; Lawall (1967), 78,
84-85; Rosenmeyer (1969), 136; Segal (1974a), 22; Winter (1974), 19-21, 39; Hunter (1999); Payne
(2007), 117; Klooster (2011).
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yet they are closely related.”™® The question of Lycidas’ identity has been more
difficult to answer. According to the narrator-Simichidas, Lycidas is a goatherd

620
d,

whom nobody would fail to recognise, since he really looked like a goather as is

indicated by the detailed description of his appearance.’®® He further characterises

d,%%? and addresses him as the best

him as €é60Ldv, an unusual epithet for a goather
piper among herdsmen and reapers.®?® Several ideas have been proposed regarding
Lycidas’ identity; these may be divided into three categories: those that consider him
as a mortal person, those that see in him a god in disguise, and those that assume he
is an imaginary character.®®* The first category includes proposals referring to a real
Coan goatherd-poet, a poet disguised as a goatherd and a real poet portrayed by
Theocritus as a goatherd.®?® For the second category, Apollo, Pan and the figure of a

satyr have been suggested,®® while to the third category belongs Bowie’s suggestion

that Lycidas may be a character from Philitas’ bucolic poetry.®*’ Some elements

619 On Theocritus’ relationship with Simichidas, see Gow (1940), 47; (1952), 11 128; Dover (1971),
147-148; Bowie (1985), 68; Hunter (1999), 146; Morrison (2007), 259, 265-266; Klooster (2011),
196.
%20 |d. 7.13-14:

obvopa puév Avkidav, fig 8 cimodrog, 0v8é Ké Tic viv

Nyvoinoev iddv, énel aindrm £Eoy’ EdKet.
%2l |d. 7.15-19.
622 1d. 7.12: £60MOV 6DV Moioaiot Kudovikdv ebpopiec Gvdpa. See Hunter (1999), 156.
%23 1d. 7.27-29:

[...] @avti TV TOVTEG

AHEV GUPIKTEY UEy’ Vmeipoyov &V 1€ vouedotv

&v T’ apatipecot.
624 See the summaries compiled by Dover (1971), 148-150; Clauss (2003), 290-291 with n. 1-8.
625 The poets suggested as Lycidas’ concealed alter-ego are mentioned by Gow (1952), 11 130. Cf. also
Furusawa (1980), 96-97, who argues that the poem narrates a real event and that the personae are
historical persons. Similarly, Zagagi (1984), considers the poems as a reflection of a real event in
Theocritus’ life.
626 For Apollo, see Williams (1971) and Livrea (2004); for Pan, see Brown (1981) and Clauss (2003);
for the satyr, see Lawall (1967), 10-11, 74, who also argues that Simichidas and Lycidas embody two
different ‘faces’ of the poet Theocritus, the former him as a man and the latter him as a poet (his inner
self), thus the poem in its entirety symbolises ‘his poetic existence in terms of pastoral life’ (quotation
from p. 74). Cf. Kihn (1958), who argues that Simichidas represents ‘town’ Theocritus and Lycidas
Theocritus of the countryside.
%27 Bowie (1985); his proposal was based on the numerous allusions to Philitas in the Idyll and on a
character named Philetas in Longus’ romance Daphnis and Chloe, who resembles Lycidas and is
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which have contributed to the scholarly view of Lycidas as a god are his sudden
appearance in the scene without a reference to a specific destination, his smile
reminiscent of divine smiles, his address to Simichidas only out of the three friends,
and, finally, the fact that the entire meeting scene resembles Homeric scenes of
encounter, particularly those between a mortal and a god in disguise.®”® However, it
has also been noted that the description of the meeting in ldyll 7 is very closely
associated with a Homeric encounter between mortals, that is, Odysseus’ (disguised
as a beggar) and Eumaeus’ with the goatherd Melanthius in the Odyssey.®®® This
point supports the idea that Lycidas’ figure combines both mortal and divine
characteristics, the latter associated with more than one deity of poetry and the
countryside;**® thus Lycidas is most likely not meant to be identified with any

specific figure from the mortal or the divine world, but rather functions as a symbol

of the ‘ideal’ bucolic poet.?*!

generally associated with Philitas. However, there is no proof that Philitas composed bucolic poetry;
see Lohse (1966), 420.
528 On Lycidas’ divine characteristics, see Puelma (1960), 148-150; Cameron (1963), 291-307; Arnott
(1984), 339; Pearce (1988), 277-287; Hunter (1999), 147. There is a closer similarity with the
encounter between Athena and Odysseus in Od. 13.229-440; see Hunter (1999), 147. On the
resemblance with Homeric encounter scenes in general, see e.g. Puelma (1960), 147-148 with n. 13,
14; Cameron (1963); Luck (1966); Serrao (1971), 17-19; Williams (1978); Pearce (1988), 278-283.
Note also that the édker in 1d. 7.14 is a verb commonly used in Homeric scenes where a god is in
disguise; see Hunter (1999), 156. See also Clauss’ (1990), 130-133, suggestion that Id. 7.35 (&AL’ dye
oM, Euva yap 080g Euva 8¢ Kol amg) is modelled on Hes. Cat. fr. 1.6-7 M.-W.:

Eovai yap tote daiteg Eoav, Euvol 8¢ BomoL

aBavaroig te Beoiot katabvntoic T° avOpdmolg.
The Hesiodic passage refers to the time when gods and humans shared common banquets and seats,
thus the adaptation of the verse in Theocritus may allude to the divine nature of Lycidas.
629 0d. 17.182-261. See Ott (1972), 144-149; Halperin (1983), 224-227; Griffin (1992), 194-195;
Hunter (1999), 147-148. The close association between the two passages is evident in the similarities
of the site as well (spring, poplars, altar of the Nymphs). Halperin notes that the exchange of insults in
the Odyssey is transformed into a singing competition in Theocritus.
630 Hunter (1999), 148-149, argues that Lycidas may be viewed as a divinity combining different
elements destined to preside over bucolic poetry. Bowie (1985), 70, argues that Lycidas’ name is
suggestive for his association with Apollo, that is, his ability in song and poetry, regardless of his
identification with Apollo or not.
831 Cf. Segal (1981), 114: ‘a symbol might have several related and interconnected meanings. There is
no contradiction in regarding Lycidas as a god, as an aspect of Theocritus’ poetic personality or as a
symbol of bucolic inspiration in general’. See also Goldhill (1991), 228-229; Morrison (2007), 265-
266, who suggest that the mystery surrounding Lycidas’ identity is directly related to the fact that
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As mentioned above, many of the attempts to identify Lycidas with a certain
person or deity were depended upon the interpretation of the encounter scene as a
scene of poetic investiture. Van Groningen was the first to suggest the resemblance
of the Simichidas and Lycidas encounter in Idyll 7 with that of Hesiod and the Muses
in the proem of the Theogony on the basis of the numerous common elements in the
two texts.®* To begin with, in both stories the setting is bucolic: Hesiod was tending
his sheep under Mt. Helicon when the Muses appeared (v. 23), while Simichidas has
just left the city and is heading to a rustic celebration in the countryside (v. 2-3),
when ‘thanks to the Muses’®* he meets Lycidas (v. 12).%** Secondly, the first address
of the Muses to Hesiod has an abusive tone: ‘shepherds of the wilderness, shameful
things, mere bellies’,%** which corresponds to Lycidas’ mocking smile (v. 20)** and
his question regarding Simichidas’ destination ‘is it a feast that you are rushing to
uninvited (v. 24-26)?°, implying that he resembles a parasite who attends banquets
uninvited.®®” Thirdly, the Muses in the Theogony announce that they know how to

speak both true and false things as if they were true, offer Hesiod a laurel staff and

bestow on him the ability to sing;**® similarly, in Idyll 7 Lycidas offers Simichidas a

there is no objective external narrator in the poem; indeed the narrator Simichidas is a character in the
Idyll and thus everything in the poem is presented from his own, subjective perspective.
632 \/an Groningen (1959).
%33 Hunter (1999), 156, ‘because the meeting will lead to an exchange of song’.
834 1t has been argued that the beginning of Idyll 7 and the setting in the countryside is modelled on
Plato’s Phaedrus. On this and the correspondences with other Platonic dialogues, see Hunter (1999),
145; Payne (2007), 118.
635 Hes. Theog. 26: ‘moyévec dypavdot, kak’ ELEYXED, YAOTEPEC Ol0V .
6% See Hunter (1999), 157.
%37 See Hunter (1999), 158-159. Cf. Od. 17.220: ntaydv davinpév, dartdv dmolvpavtijpa; (Melantheus
to Odysseus).
638 Hes. Theog. 27-34:

“Wpev yevdea morha Aéyev Etdpotoy Opoia,

Bpev 8 evt’ £0éAmpev dAndéa ynpdcacOor’.

®¢ Epacav Kodpat peydlov Aldg ApTIETELOL,

Kai pot okfjwrpov £dov daevng Eptniéog 6Lov 30

dpéyacat, OmMmTov- événvevoay d€ ot ooV

Oéomwv, tva kKheloyu 16 T’ éocdpeva Tpd T’ €6vTa,
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crooked staff (which he later calls a ‘mark of xenia arising from the Muses’),%*°

justifying his action by saying that Simichidas is ‘a sapling all fashioned by Zeus
with a view to truth’ and begins his song.®*® Crookedness is traditionally associated

with untruthfulness and deception, whereas nerAacuévov has notions of artificiality

641

and fiction.”™" Lycidas’ likening of Simichidas with the young plant has been thought

to be his ironic reply to Simichidas’ assertion that he considers himself an equally
good singer as Lycidas and his supposedly modest claim of being an inferior poet to
Philitas and Sicelidas in the previous lines; thus, Lycidas’ gift of the crooked-false

club is an indication of Lycidas’ recognition of the untruthfulness of Simichidas’

642

words.”™ Another detail which has been proposed as a point of contact between the

two texts is the time of the day that the encounter takes place: in Theocritus it

happens at midday (v. 21: pecauéprov) and, while in Hesiod’s account the time of

4
d,6 3

the encounter is not specifie a Hellenistic epigram referring to the episode in the

644

Theogony places its time at midday.”™ Midday is commonly viewed as the typical

time of the day when epiphanies happen.®*

Kot 1’ EKEAOVD’ DUVETY LOKAP®V YEVOS aigv E0VTmV,

oG &’ avtag TpdTOV TE Kol DoTaTov aigv deildetv.
%39 On kopovay (in v. 128 called AayoBorov) as a short crooked stick, see Hunter (1999), 157. On the
gift from the Muses, see Id. 7.128-129:

Toéoc” épdpav: 6 8¢ pot 10 AaymBorov, adD yeAdosag

@O TAPOC, £k Mooy EsViiiov GTACEV TLEV.
The translation of the phrase is by Hunter (1999), 190.
*401d. 7.43-44:

“Tav tot’, épa, ‘Kopivav dwpdtropat, obvekev €0l

wav €n’ ahabeig memlacpévov €k Al0g Epvog.
The (adapted) translation is by Hunter (1999), 163.
%41 See Segal (1974b); (1981), 170-171; Goldhill (1991), 232; Hunter (1999), 163.
%42 Gutzwiller (1991), 165-166; Hunter (1999), 163-164. Contra, Gow (1952), Il 142, takes it to be a
sign of Lycidas’ recognition of Simichidas’ honesty (he understands én’ dAoBeiq memdacuévov as
meaning ‘fashioned all for truth’, thus both Simichidas and the crook as being ‘unblemished’).
Similarly, Hutchinson (1988), 202.
%3 Hunter (1999), 158. Pearce (1988), 283, argues that that Hesiod’s encounter with the Muses took
place at night, based on the reference to their descent from Helicon at night.
*4 Anth. Pal. 9.64.1. See below, p. 143.
%4 Kambylis (1965), 60.
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An important difference between the two texts is that Simichidas is already a
poet when he meets Lycidas,®*® while Hesiod becomes a poet once he is appointed as
such by the Muses and receives instructions and reassurances on the topic of his
song. This point has been considered as problematic, as it renders Simichidas’ poetic
initiation pointless. Hunter has interpreted it within the framework of the ‘irony’ of
bucolic tradition, which he understands as the contradiction between the composition
of bucolic song and the lack of true knowledge of the countryside and real bucolic
world.*"" This interpretation presupposes that Lycidas is the ‘guarantor’ of the
bucolic genre who eventually enables Simichidas to sing a ‘real’ bucolic song,
exemplified in the description of the locus amoenus at the end of Idyll 7.%*® His
position as an emblematic figure of bucolic poetry is reflected also in his song, where
he presents two mythical examples of bucolic poets, that is, Daphnis and Comatas.®*
Thus, the entire Idyll may be seen as a ‘bucolicised’ version of the standard Hesiodic
scene, in that crucial elements are substituted with corresponding bucolic ones.®* For
instance, the spring Burina mentioned at the beginning of the Idyll is the bucolic
counterpart of the spring Hippocrene on Mt. Helicon where the Muses bathe in the
Theogony (v. 6), as their speaking names indicate: Burina is the spring of the ox
(Botc), Hippocrene is the spring of the horse (inmov kprvny).>>* Furthermore, both
springs have been created by similar means, that is, Burina by a blow of Chalcon’s

foot or knee,®2 while Hippocrene by the blow of Pegasus’ hoof, according to one

646 See his claims in Id. 7.37-41.

7 Hunter (1999), 149-150.

%48 Fantuzzi-Hunter (2004), 3-4, 137.

%49 1d. 7.73-77, 78-89 respectively. See Fantuzzi and Hunter (2004), 136.

%0 Hunter (1999), 154. Cf. Arnott’s (1996), view on Theocritus ‘demythologisation’ of the scene in
Hesiod by replacing the divine agent with a humble human.

%1 | awall (1967), 78, 106; Krevans (1983), 208-212; Hunter (1996), 24.

%2 See Hunter (1999), 154, for the various views regarding the appearance of the spring.
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account.®®® Finally, the laurel staff as a gift-symbol of the poet is replaced by the
bucolic AdayoPBorov, while Hesiod’s Muses are replaced by the rustic Nymphs (v. 91-
92), whose presence is more appropriate in a bucolic context.®*

It is worth noting that Theocritus’ presentation of a poetic investiture in a
bucolic setting is not without parallel, as Archilochus’ encounter with the Muses
described in an inscription from Paros (middle of the third century BC) is placed in a

similar setting.®*®

According to this account, the poet was sent by his father to the
city to sell a cow and on his way met a group of women whom he teased; they
responded with mocking and laughing and in the end left, leaving him a lyre in the
place of the cow.®*® Sometime later Archilochus realised that the women were the

Muses, while an oracle from Delphi confirmed his future success as a poet.>’

Apart
from the bucolic setting, Theocritus’ account of the encounter shares with this story
the element of mocking and laughing.

Callimachus also included a scene of his own poetic initiation by the Muses
in the beginning of the Aetia, following the reply to the Telchines,®® which may be

viewed as parallel to the bucolic poetic investiture in Idyll 7. It is preserved in very

fragmentary form,®° but its content is deduced based on the scholia and later

%3 Arat. Phaen. 216-223.

%4 Hunter (1999), 178. On nymphs and bucolic song, see also Fantuzzi and Hunter (2004), 153-154.
%55 Hunter (1999), 150. On the inscription and Archilochus’ initiation in general, see Kambylis (1963).
8% SEG 15.517.22-35: Aéyoust yap Apxiloxov &t vedrepov dvia mepgfévia vmd 10D maTpdC
TeleowAéovg  €ig dypov, &ig tov dfjpov, O¢ koleitar Asudveg, Gote Podv Katayayely eig Tpaoty,
AVACTAVTO TPOITEPOV TTiC VOKTOG, GeEAVIG Aaumovong, dyew T fodv ig mOAv. dg & &yéveto katd
TOV 1010V, O¢ Kaleltor Atooideg, 60&at yuvaikag 10giv abpodac. vopicavta &’ amd tdv Epymv améval
avTag €ig mOAMV mpooelBovia ok®TTIEY, TOG 0f dé€ooBat avToV petd mouddg Kol YEAMTOG Koi
Eneptiioal, &l TOANcOV dyet T Bodv: eNoavtog 8¢ eimelv, 6Tt avtal ddcovVeY avTdL TNV A&iav.
PMOEVTOV 8¢ ToOTmV odTig udv 0DSE T Podv oDKETL Qavepdc eival, Tpd TV Tod@Y 8& Aopav Opdv
avToV.

®7 SEG 15.517-36-52.

%58 On the sequence of the prologue and the dream, see Harder (2012), 11 96-98. On the Callimachus
‘dream’, see Reitzenstein (1931), 52-69; Kambylis (1965), 69123; Benedetto (1993); Massimilla
(1996), 233-237; Acosta-Hughes and Stephens (2002), 253.

9 Fr. 2 Pf. (= fr. 2 Harder = fr. 4 Mass.).
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epigrams. The surviving verses describe Hesiod’s encounter with the Muses on Mt.
Helicon, thus revealing Callimachus’ alignment with and dependence upon the
archaic poet for the portrayal of his own poetic investiture. However, Callimachus
differentiates his depiction of the Hesiod’s encounter with the Muses by placing it

® instead of the foot of Helicon

near the spring Hippocrene on Mt. Helicon,®
mentioned in the Theogony (v. 23). This alteration has been interpreted as related to
Callimachus’ view regarding the poet’s position towards the Muses: his Hesiod (and
probably himself) meeting the Muses at a higher point on the mountain, more
specifically at the place where the Muses dance according to the Theogony, implies a
more ‘equal’ relationship between the poet and the Muses, as he meets them in their

realm.®%!

This idea is further emphasised in the depiction of Callimachus’ own
encounter with the Muses during which Callimachus, instead of being a passive
recipient of inspiration, enquired about the aetia of rituals and cults and received
answers from the Muses. According to the scholia, this encounter was portrayed in a
dream, while an anonymous epigram adds the information that during the dream the
poet was transferred from Cyrene to Mt. Helicon.®®® There is no reference to the
Muses handing Callimachus a gift corresponding to the laurel branch in the
Theogony, but scholars have suggested that instead of the branch, both Hesiod and
Callimachus may have been portrayed as drinking from Hippocrene.®®® These

assumptions have been based on an epigram by Asclepiades or Archias which refers

to Hesiod’s poetic investiture, as well as on later poems that present both poets

000 Aet. fr. 2.1 Harder (= fr. 2.1 Pf.):
TOYLEVL pijAo vé ovTL Top” Txviov 0&Eog Ttmov
%61 See Selden (1998), 357; Fantuzzi and Hunter (2004), 6; Harder (2012), 11 93-95.
%2 Fr, 2d Harder = (Schol. Flor. Callim. 15-20); Anth. Pal. 7.42 (= T 6 Harder)
%3 Thus, Kambylis (1965), 66-67, 98-102; Crowther (1979), 1-11; Serrao (1998), 302-305; Fantuzzi
and Hunter (2004), 6-7. Contra, Cameron (1995), 127-132.
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drinking water;*®* nonetheless, this possibility cannot be confirmed on the basis of
the remains of fr. 2 Pf. (=fr. 2 Harder). A similar conjecture has been articulated
regarding the time of day that Callimachus portrays his and Hesiod’s poetic
investitures: on the basis of later accounts such as the epigram of Asclepiades or
Archias, it has been argued that it took place at midday.®®

If indeed Callimachus portrayed the two poetic investitures in this way, that
would mean that he shares with Theocritus certain elements that differentiate their
versions from the traditional one in the Theogony, such as the setting near the spring,
the dialogue form of the encounter and, perhaps, the presence of water and the time
of the day. Such a parallelism brings Simichidas’ and Lycidas’ encounter closer to a
scene of poetic initiation, especially if, as it has been argued, both Callimachus’ and
Theocritus’ passages and their deviation from Hesiod are modelled on Philitas’
Demeter.?® This notion will be discussed further down within the framework of the
relationship between Idyll 7 and Demeter.

Scholars have assumed that there are more allusions to Callimachus in Idyll 7,
primarily in what was taken to be programmatic statements on the part of Theocritus.
These are placed in the mouths of both Simichidas and Lycidas and have been
viewed as representing Theocritus’ own ideas about contemporary poetry. More
specifically, Simichidas first claims that although everyone considers him the best
poet, he nevertheless thinks that he is inferior compared to Asclepiades (Sicelidas)

and Philitas and that in contesting them he resembles a frog vying against

864 Anth. Pal. 9.64. Other poems where Hesiod is presented as drinking from the Hippocrene are: Alc.
Anth. Pal. 7.55; Antip. Thess. Anth. Pal. 11.24.

665 Reitzenstein (1931), 55; Kleinknecht (1975), 245-246; Miiller (1987), 55-56 n. 178; Heath (1988),
83 with n. 42; Hunter (1989), 2.

%% The differentiations in the scene of poetic investiture have been attributed to Philitas by Miller
(1987), 55 n. 177; Spanoudakis (2002), 226-227, 248-251. Kambylis (1965), 66-67, 94, 102-104,
attributes them to Callimachus himself.
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grasshoppers.®®” As mentioned above, this statement of Simichidas has been
considered by some scholars as a proof of his false modesty, revealed by the éritadeg
in v. 42 denoting that he has spoken ‘with a purpose’.’® This attitude provokes
Lycidas’ mocking smile, his promise to offer him a crooked stick and his declaration
that he hates the builder who strives to raise his house as high as the peak of Mt.
Oromedon, as well as the cocks of the Muses who struggle with crowing against the
bard of Chios, that is, Homer.?®® Both images mentioned by Lycidas have been
understood as referring to poets who wrongly try to reach Homer and eventually
achieve nothing, since they are inferior to him, or more generally, to poets who do
not acknowledge their limitations and try to achieve more than they are able t0.°™
This has been in turn viewed by some scholars as Theocritus’ declaration of his
alignment with Callimachean poetics, according to which poetry has to be small and
refined, avoiding uncritical imitations of Homer and grand style.®”* Overall, although
the idea that Simichidas’ and Lycidas’ statements on poetry reflect Theocritus’ own

672

views is very possible,”"“ these need not be directly associated with the Callimachean

867 |d. 7.37-41. On Sicelidas as another name for Asclepiades, see Gow (1952), Il 141; Hunter (1999),
162. Bowie (1985), 78, argues that the mention of Asclepiades may be another allusion to Hesiod’s
poetic investiture, as the poem in the Anthologia Palatina mentioned above, p. 143, was ascribed to
Asclepiades. However, the poem may be attributed to Archias instead; see Gow and Page (1965), Il
149,
668 See Segal (1974b), 130-131.
%9 1d. 7.45-48:

&G pot kol Téktv péy’ anéybetatl HoTig Epeuvi

Toov 8pevg kopupd Teéoar Sopov Qpouédovroc,

kai Mowodv dpviyeg doot Toti Xiov dotddv

avtia kokkvlovteg Etmoto poydiCovrt.
870 Cf. Serrao (1971), 43-52, who argues that the essence of the metaphor is that poets must choose the
kind of poetry that is more fitting to them.
1 Thus, e.g. Gow (1952), Il 144; Lohse (1966), 413-425, who understands it as a parallel to the
contrasting images of the ass and the cicada in the Aetia prologue; Asper (1997), 190-193, who notes
the parallel with Callim. la. 13 (see further down); Hunter (1999), 165; Klooster (2011), 67-68, the
latter two with more general observations.
%72 Contra, Hutchinson (1988), argues that such implications are absent from Theocritus’ poem, as the
passages in question have a function within the narrative of the Idyll and are not in an emblematic
position. Similarly, Morrison (2007), 268, is uncertain regarding the programmatic value of v. 45-48
because of the lack of an authoritative voice.
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poetic program. As noted in the previous chapter, many of the similarities that the
two poets share may be traced to their common models, such as the canonical
Homeric epics and the poetry of the nearly contemporary Philitas, or merely
Hellenistic poetics. With regard to the metaphor in Lycidas’ speech for instance, the
image of the téktwv which appears also in the diegesis of Callimachus’ lamb 13,
within the framework of the poet’s defence of his polyeideia (‘nor does anyone find

673 is a traditional motif in

fault with a builder for creating a variety of artefacts’),
Greek poetry, used as a parallel to the poet.®” Additionally, the image of the cocks of
the Muses crowing against the Chian singer allude to a Pindaric passage in which
those who do not know many things by nature but are merely learned are likened to
crows that chatter in vain against the divine bird of Zeus.®”® This has been interpreted
as a polemic against Simonides and Bacchylides who tried to vie with the eagle of
Pindar and is in line with the traditional use of bird metaphors in discussions of

poetry;®’®

thus Theocritus appears once more to have adopted a well-known literary
motif for his own purposes.

Another point in Idyll 7 which has been interpreted within the framework of
Callimachean poetics is the verb é&enovaca used by Lycidas to denote the act of

composing his song. The implications of this particular verb are related to the idea of

673 Callim. la. 13 Dieg. IX 37-38:
AL’ 00OE TOV TEKTOVA TIC LELLPETOL TTOAVELDT
OKEVT TEKTOIVOLEVOV.
The text and translation are by Acosta-Hughes (2002), 68-69. Theocritus’ passage has also been
associated with Erysichthon’s intention to build a banquet hall; see McKay (1962b), 77-78; Asper
(1997), 190-193, 197-198 with n. 281; Ambihl (2005), 201-202.
®74 See Niinlist (1998), 101-102 for examples.
®% Pind. OI. 2.85-88:
GOPOG O TOAAA EI0MG QLA
pabovteg 8¢ Aappot
TAYYA®OGIQ KOPAKEG DG AKPAVTO YOPLETMV
AWG TpoOg dpviya Belov-
See Gow (1952), 1l 144; Cozzoli (1996), 16-22; Hunter (1999), 165-166.
%76 On bird metaphors, see Steiner (2007).
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toil, effort and craftsmanship involved in the procedure of poetic creation which
results in a highly refined work.®”” This idea is shared by Callimachus and Philitas
and its prominence is evident in many of the former’s programmatic passages (such
as the epilogue of his Hymn to Apollo mentioned above), while in Philitas’ case, it is
exemplified in a poem classified among his Paignia, where an alder tree wishes that
someone who toils and knows the ‘marshalling of words’ and ‘the pathways of all
forms of speech’ will snatch it from the mountains instead of a rustic man.®’® Several
alternative interpretations of the word kAn0pn designating the alder tree have been
proposed: the poet’s staff, a writing tablet, the title of a poem of Philitas, a symbol of
his poetry in general, a woman who prefers a poet over a rustic man.®”® Nevertheless,
the common idea in all interpretations is that the erudite and refined poet is praised
against a rustic man. This view of poetic composition presupposes that it is done ‘on
paper’, as opposed to the oral creation of song. According to Hunter, the verb
¢€embvaca points to the ambiguous quality of Theocritus’ poetry, as ‘bucolic poetry
might be thought to demand impromptu improvisation, but Lycidas knows better
than that’.®®

On the basis of my analysis in the previous chapter, the reference to poetry as
toil is not the only point that associates Idyll 7 with Philitas’ poetry.®®! He is

apparently mentioned by name and in a positive light in Simichidas’ speech, i.e. as a

577 Gow (1952), 11 145. On the idea of movog in Theocritus, see Berger (1984), 19-20.
%78 Fr, 25 Sp. (= fr. 10 CA):
0D pé 115 €€ dpE@V AmOPOAIOG AypOLDTNG
aipnoetl KAMOpMV, aipOpeEVOS PakEAN V-
AL’ Emémv el0MG KOGLOV KOl TOAAGL LLOYNOOG
POV TOVTOimV OTOV ETIGTAUEVOC.
The translation is by Lightfoot (2009), 43 (fr. 8).
%79 For an overview of the different readings of the passage, see Spanoudakis (2002), 318-322.
%80 Hunter (1999), 166. Cf. Goldhill (1991), 233.
%81 Note that the verb é&emdvaca appears also in v. 85 (knpio pepBopevoc &tog Gplov EEemdvacoc),
that is, in a verse which alludes to Philitas with the £tog dpiov. See Chapter 4.
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model difficult to reach — regardless of Simichidas’ false modesty. This reference
may also function as a pointer to Theocritus’ debt to Philitas’ Demeter, which has
been established in the previous chapters. Nonetheless, apart from the
correspondences in mythological and religious background, setting and wording,
Idyll 7 reflects Philitas’ Demeter in further respects. According to Spanoudakis’
reconstruction of Demeter’s content, Demeter met Chalcon on Cos and led him to the
spring Burina. Likewise, the meeting of Simichidas and Lycidas takes place right
after the mention of the spring Burina; thus, according to Spanoudakis, the whole
encounter scene in Theocritus’ poem may be modelled on Chalcon’s and Demeter’s
meeting in Philitas’ Demeter, which was possibly modelled on the encounter scene
of Odysseus and Eumaeus in the Odyssey (Od. 17.212-213), whose connection with
Idyll 7 has been mentioned above.®® Spanoudakis compiled a comprehensive list of
possible allusions to Demeter in Idyll 7, but the majority of them appear too
speculative as, in my view, it is difficult to draw specific parallels without having
much of the actual text to compare with.?®®

However, his suggestion regarding Lycidas’ similarity with the character of
Demeter in Philitas> poem seems appealing, especially when taking into
consideration Lycidas’ relationship with Demeter’s physical appearance in the same
poem and the Homeric Hymn to Demeter.?®* With regard to the latter, Lycidas is

685

said to come from Cydonia, which is another name for Crete,”™ that is, the place of

origin of Demeter disguised as an old woman in the Homeric hymn (v. 13).%%°

%82 Spanoudakis (2002), 249250.

683 See Spanoudakis (2002), 244-273.

684 Cf. Edquist (1975), 28-30, who argues that both Simichidas and Lycidas are associated with
Demeter, Lycidas through his appearance and his song.

%% See Gow (1952), 11 135.

%8¢ Spanoudakis (2002), 227.
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Furthermore, Lycidas shares common elements with the Demeter of the Homeric

%7 they both wear a garment on their shoulders,®®® while the

hymn in appearance:
skin that Lycidas wears has a tawny smell (v. 15-16), which is, according to Hunter,
a ‘humorous variation’ of the smell of deities when they appear to mortals, such as
Demeter’s smell in the Homeric hymn (277-278).°%° Moreover, he is wearing a
peplos just like Demeter in the Homeric hymn; in addition, the goddess is called
gbmemhoc by Simichidas in 1d. 7.32.%%

A more important point of contact, however, is to be found in the description
of Lycidas’ and Demeter’s smiles: Lycidas in response to Simichidas’ claims and
invitation to song ‘slightly smiled and with a smiling eye spoke to me and laughter

hung around his lips’,*** while Demeter as a reaction to lambe’s jesting ‘smiled,

laughed and lifted her spirits in benevolence’.?®? In Demeter’s case, the threefold

reference aims at presenting a state progressing from smile to laughter to complete

joy, while Lycidas’ description points to a nearly steady condition, marked by

%87 All the following points regarding Lycidas’ and Demeter’s appearance are mentioned by
Spanoudakis (2000), 227-228.
%88 |d. 7.15-16: kvakov dépp’ dpotot véog tapicoto motdodov ~ Hymn. Hom. Cer. 42: kvaveov 8¢
KéALPLO KOT® AUQOTEPOV PALET” DU®V.
689 |d. 7.16 (see note above) ~ Hymn. Hom. Cer. 277-278:

ooun & ipepodecoa Bunévimv Ano mETAmV

oKidvoro, TijAe 8¢ PEYYOC Ao Xpoog dbavdiToto.
See Hunter (1999), 157.
919, 7.1718:

apel 8¢ ol oNBecoL YépwV E0¢IYYETO TETAOG

Cootipt TAaKep®, potkay &’ Exev ayplelaio.
~ Hymn. Hom. Cer. 182-183:

oTET E KTl KPTj0eV KEKOAVUEVT, AUl 08 TETAOC

Kvaveog padvoiot Bedc ElerileTo mooaiv.
On the peplos, see Gow (1952), 11 137; Hunter (1999), 157.
**1d. 7.19-20:

Kai P QTpépog Ene GEGAPAOC

SppoTt pedtvmvTl, YEAmg 8¢ ol giyeto yeilevg
Cf. Gow (1952), Il 137 and Puelma (1960), 148-150, who note the similarity with Dionysus’ smiling
eyes in Hymn. Hom. Bacch. 14-15.
%2 Hymn. Hom. Cer. 204:

pewdtoot yeddoat te kol Aaov oyelv Oupdv.
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something between a smile and a laugh.®® This presentation is possibly dependent on
Lycidas’ general ‘ironic’ stance, which combines a notion of superiority and friendly
mocking, evident also in his second smile right after Simichidas ends his song.®**
Lycidas’ smile corresponds also to Demeter’s smile at the end of the poem, a notion
which will be explained below.®*®

Before that, it is useful to present another interesting suggestion by
Spanoudakis according to which Lycidas’ song evokes Demeter’s experience at the
banquet in Chalcon’s palace.®® Lycidas, like Demeter, will lose a beloved person of
his, i.e. Ageanax, and, in order to soothe his pain, will attend a feast where he will
put garlands on his head, drink wine, eat beans and listen to the songs of two
shepherds. These songs will have a consolatory character: Daphnis’ story as an
example of greater suffering and Comatas’ as a story where troubles are overcome.®®’
The story of the goatherd Comatas in particular bears some similarities with
Persephone’s: in the same way as she is snatched away and ‘placed’ in the
underworld by Hades, Comatas is put in a coffer because of some king’s malice, but
survives a spring through being fed on honey by bees, as Persephone was led back to

earth in spring.®®® Moreover, Lycidas’ wish that Comatas were alive so that he would

herd his goats and listen to his voice may evoke a corresponding wish of Demeter for

5% Halliwell (2008), 521.
9% 1d. 7.127:

Tbooo’ €pdpav: 6 8¢ pot 0 AaymPBorov, adD YEAIGGOC.
See Hunter 1999), 163. On Lycidas’ laughter as laughter at someone’s misfortunes, see Cameron
(1995), 412-415.
%95 Another interpretation which takes the irony idea even further understands the poetic investiture
scene as a parody where Lycidas mocks Simichidas for trying to be a rustic; see e.g. Giangrande
(1968); Segal (1974b); Hatzikosta (1982).
%% Spanoudakis (2002), 252-258. Here | present only the more credible, in my view, correspondences
between the two poems. For bibliography on the two songs, see e.g. Hunter (2003a), 225 n. 32.
%7 Hunter (1999), 173.
%% Cf. Edquist (1975), 29-30, who compares Comatas’ confinement in the coffin and his resurrection
with the death and resurrection of the Great Mother, an allegory of the resurrection of nature and life.
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Persephone.®® Furthermore, the scene of Lycidas drinking wine from his cup while
remembering Ageanax may recall Demeter breaking her fast at the feast, although in
the Homeric Hymn to Demeter the goddess refuses to drink wine, a drink that was

also generally absent from her rituals;’®

the same applies to the beans that Lycidas
eats, as their consumption was forbidden at the Eleusinian mysteries. Spanoudakis
explains this paradox by assuming that in Philitas’ poem these commodities were a
part of the banquet in spite of Demeter’s dispising of them, as a sign of the ‘lean
times the Coans might have indulged’.”® Overall, Spanoudakis argues that most of
the joyful motifs in Lycidas’ song, such as the garlands, the wine, the otiffdc, etc.,
may be transformed into funerary ones and as such facilitate Lycidas’ association
with Demeter. This suggestion, despite being widely speculative, may have some
truth in it.

With regard to Simichidas’ song, Spanoudakis argues that it may evoke the
poetry of Asclepiades in the same way as Lycidas’ evokes Philitas’ Demeter,’* but
he does not discuss its relationship with Lycidas’ song in terms of its Philitan echoes,
if these were such as he assumed. Simichidas’ song opens with his contrasting of his
own love for Myrto with the love of his friend Aratus, who, however, receives no
response. He then addresses a prayer to Pan to lead Philinus into Aratus’ arms, or
else he will suffer a certain punishment: either Arcadian boys will flog him with
squills, or he will be bitten and scratch himself all over, or he will sleep among

nettles and herd his flock in the northern end of the world in winter and in the hot

southern end in the summer. He subsequently turns to his friend and tells him that

699 1d. 7.86-87.

70 See p. 99 n. 470.

01 Spanoudakis (2002), 255.

792 Spanoudakis (2002), 260. Cf. Krevans (1983), 216.
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Philinus is not worth his suffering, as his youth and beauty are leaving him, thus he
has to cease his love and pain and pursue tranquillity.

Scholars have argued that Simichidas’ song reworks the same topic as
Lycidas’, that is, release from love, but does so in a different manner: the subject
who suffers is not himself but a friend of his, while the motifs and diction he
employs are ‘lowly’, ‘comic’ and ‘plain’ compared to the ‘high’ style and imagery of
Lycidas’ song.””® More specifically, it has been observed that Simichidas’ song
recalls iambic poetry because of its jocular character, the inclusion of many obscure
proper names and the use of invective.”® There is also a direct link with two specific
iambic passages; first, the threats to Pan (v. 106-114) are thought to be modelled on a
fragment of Hipponax (fr. 6 West) where someone is threatened with being exposed
to cold and flogged with squills:

BaAilovteg &v yeludvt Kol pamilovteg

KpAdNIoL Kol GKIAANIGY DOTEP POPLAKOV.

Gow notes that Simichidas’ reference to the flogging of Pan recalls the beating with
squills of the @apuaxoi at the Thargelia, the same occasion to which Hipponax’
passage refers, as well as the ritual of the Boviipov é€éAactc at Chaeronea,’® while it
resembles magical texts with similar content.””® Secondly, Simichidas’ invective
against Philinus, i.e. that he is ‘riper than a pear’ and ‘his fair bloom is falling’ from
707

him,”™" is modelled on a passage of Archilochus (fr. 196a.16-19 West), where

. . . . . . 7
Neobule is called ‘ripe’, since ‘her maiden flower is withered’: "

793 On the differences in style of the two songs, see Hunter (20003a), 225-229. On their parallelism of
topics, see Winter (1974), 72; Krevans (1983), 217-218.

% Hunter (2003a), 228.

% Gow (1952), 11 158. On the ritual, see Plut. Mor. 693e. See also Chapter 6.

7% See Fantuzzi and Hunter (2004), 158.

7 1d. 7.120-121:
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10 On vOV yv®dO1- Neofovan[

d]Alog avnp Exétom:

<>oiod mémepa o[

dv]0og &’ dmeppimie mTapBeviiov

K]od xépig 1 Tpiv Emijv.
The similarities in wording between the two passages are striking; these point to a
careful reworking of the Archilochean passage on the part of Theocritus. Krevans
argues that by alluding to archaic iambic poetry, Simichidas ‘reminds us that a
tradition of humorous invective, alien to the idealism and nostalgia of Lycidas, is
also part of the world of the past which Lycidas has summoned’ in his own song.’®®
Apart from this, it is worth recalling that iambic poetry and invective were associated
with the figure of lambe and her role in the myth of Demeter. | would argue that this
is of particular importance when considering the context in which Simichidas’ song
appears, since, if Lycidas in his song is indeed the counterpart of Demeter in Philitas’
Demeter (and through it the Homeric Hymn to Demeter), the tone of Simichidas’
song would in turn correspond to the humorous or mocking intervention of lambe in
the Homeric hymn (and Philicus’ hymn) or of her counterpart, if there was one, in
Philitas’ Demeter. As noted in the previous chapter, lambe is associated with the
mocking and joking taking place during most of Demeter’s rituals; considering that
the framework of Lycidas’ and Simichidas’ encounter and exchange of song is a
Demeter festival, it is not surprising to find such elements in the core of the poem. In

support of this view, Simichidas’ song is followed by Lycidas’ smile or laughter,

Kot Om pav amioto memaitepPog, ol 6€ YOVAIKES,

‘aiai’, eavti, ‘@1Aive, 16 To1 KOAOV GvBog drnoppel’.
"% For a detailed comparison of the two passages, see Henrichs (1980), 14-27.
%9 Krevans (1983), 218.
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which is then reflected in Demeter’s smile at the Thalysia. Certainly, this is not to
suggest that Theocritus in Idyll 7 reconstructs the traditional story of Demeter at
Eleusis or its adaptation by Philitas, although the relationship with the latter poem in
structure and content may be more important than we are now able to assume; the
association of Idyll 7 with the Demeter myth and its cultic implications is rather more
general but may shed some light on specific details which have been considered as
odd or difficult to explain, such as the song of Simichidas, Lycidas’ smile flanking
the encounter scene and Demeter’s smile at the end.

This notion leads us to the question of the meaning of the harvest festival and
the role of Demeter in Idyll 7. Several suggestions have been articulated regarding
the symbolism of the harvest festival and by implication the poem as a whole. Some
of these analyses were based on the description of the grove and its relation to the
grove created around Burina mentioned in the beginning of the poem. Most scholars
considered them as identical, while some attributed the elaborate and elevated style
of the second description to the effect of Simichidas’ encounter with Lycidas.” The
grove has been viewed as a place of poetic inspiration, while its components have
been interpreted as symbols of poetry. The invocation of the Castalian Nymphs of
Parnassus in particular, identified with, related to or considered as the bucolic
counterpart of the Muses, constitutes an attestation of the poetological importance of

the final part.”*! The bees and the cicadas have also been interpreted as signs to that

9 Hutchinson (1988), 209-212, argues that in the last part of Idyll 7 the activity of the poet Theocritus
is in the foreground and that the purpose of the difference in poetic quality is to indicate his
superiority compared to the two songs previously presented by Lycidas and Simichidas. See also
chapter 4.

1 On the Castalian Nymphs as the bucolic counterpart of the Muses, see p. 141. For the view that
they are identified with the Muses, see e.g. Puelma (1960), 156; Krevans (1983), 205. For the view of
the Castalian Nymphs of Parnassus as recalling the Muses, see Hutchinson (1988), 212. On the
association of the Muses with nymphs in general, see West (1966), 154-155 on Theog. 7; Larson
(2001). 7-8; Depew (2007), 144.
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the grove is a poetic grove, as both are traditional symbols of poets, while the motif
of the spring which flanks ldyll 7 has been understood as representing the source of
poetic inspiration. Much discussion has centred on the implications of wine and
water and the presence of both in the ending of the poem in particular: since these
two have been traditionally viewed as representing two different modes of poetic
inspiration and composition, that is, wine as a symbol of divine and spontaneous
inspiration and water embodying the sober craftsmanship of the poet, the mixing of
wine with the water of the spring by the Nymphs and their offering them to the
narrator and his friends at the festival of Demeter have been thought of as
symbolising the combination of the two manners of composing poetry as well as the
blending of sources.”? Furthermore, the reference to the mythological examples of
Polyphemus and Heracles with Centaurs has been considered as a means by which
the celebration of the Thalysia is transferred to a ‘mythical’ level, in parallel to the
‘mythicised’ description of the grove.”*

Lawall understood all the aforementioned elements of the harvest festival as
representing the poems of Theocritus’ Coan collection (ldylls 1-7) and thus
considered the harvest of fruit as a symbol of the harvest of poems and Simichidas’

4 A similar

journey as an allegory of Theocritus’ journey as an accomplished poet.
understanding of the harvest as a poetic one has been proposed by Lassere, who,
however, interpreted Idyll 7 as a harvest of epigrams: the poems are symbolised by

the cornstalks, the basket where they are placed is the Idyll, the heap of cornstalks is

12 Krevans (1983), 211-212. Cf. Winter (1974), 110, who argues that the emphasis is on the water,
while Lawall (1967), 106, argues that wine is the basic source of inspiration, with water being the
‘sobering’ addition.

™3 Hunter (1999), 196.

" Lawall (1967), 3, 74, 101-102.
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the collection and the poets who offer their poems are the reapers.”* This collection
of epigrams, according to Lassere, is the one mentioned in the Homeric scholia with
the title Zwpdg, which possibly contained epigrams by Posidippus, Asclepiades and
Hedylus and was dedicated to Demeter cwpirtig, that is, ‘of the heap of corn’.
Spanoudakis revives this view by suggesting that the association of the Xwpdg
collection with Demeter may be related to Philitas’ poem Demeter; according to his
theory, the 2wpdc may have been a posthumous publication of epigrams in honour of
Philitas, while Idyll 7 is Theocritus’ analogous tribute to Philitas.”*® This is an
interesting suggestion, whose plausibility, however, is very difficult to establish,
since it is based on a series of conjectures. In my view, it suffices to assume that the
association of Demeter with a poetic festival and a scene resembling one of poetic
initiation in Idyll 7 is related to her role in Philitas’ Demeter. Relevant to this is
Edquist’s view that the emphasis on the threshing floor, Demeter’s role as dimig and
the mention of the winnowing fan in the end of Idyll 7 allude to the idea of selectivity
on a natural and a human level.”*” Thus the placing of the winnowing fan on
Demeter’s heap of corn by the narrator, apart from signalling the end of the journey

and the completion of the harvest,’*®

represents his alignment with Demeter and the
principles she represents, among them selectivity, productivity and discrimination.”®

Edquist explains the implications of Demeter’s figure on the basis of her function as

a goddess of agriculture and her link with ‘pastoral otium’.”® | would add that

15 | assere (1959), 321-330.

716 Spanoudakis (2002), 409-410.

7 Edquist (1975), 27-28.

"8 1t has been noted that this gesture alludes to Teiresias’ oracle offered to Odysseus, according to
which the end of his wanderings would be marked by his placing of an oar in the earth once he finds a
man who would think that the oar is a winnowing shovel (Od. 11.119-137); see Segal (1975), 45;
Hunter (1999), 199.

"9 Edquist (1975), 31. He argues, however, that this notion applies to all of Theocritus’ poems.

20 Edquist (1975), 26-27.
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Demeter’s symbolism is also depended upon her role in Philitas’ Demeter and her
association with motifs that represent qualities such as we have seen in the epilogue
of Callimachus’ Hymn to Apollo. The notion of selectivity underlies Demeter’s smile
at the end as well, since it functions as an affirmation of the narrator’s and his
friends’ reception into the group of her worshippers on a first level, and, since the
harvest festival may also be seen as a poetic one, into the group of the poets whom
she ‘approves’ on a second level.

The opposite picture is presented in Callimachus’ Hymn to Demeter, where
the topic is the expulsion of the one who is hateful to the goddess. In the previous
chapter I discussed how Theocritus’ Idyll 7 and Callimachus’ Hymn to Demeter
share several correspondences, centered on the description of their groves and the
depiction of the figure of Demeter, which may be explained by their dependence
upon Philitas’ Demeter. However, a more general juxtaposition of the poems as
wholes demonstrates that similar motifs are treated in a different, sometimes
contrasting, manner by each poet. For instance, in Theocritus’ Idyll 7 the prevailing
idea is that of aovyia, i.e. tranquillity, reflected in the description of the groves and
the smiles of Lycidas and Demeter and presented as the ultimate goal in the songs of
Lycidas and Simichidas. In Callimachus’ hymn, on the other hand, the tranquillity of
the festival in the ritual frame and Demeter’s grove in the central narrative is
interrupted by the violence of Erysichthon’s sacrilege and the subsequent upsetting
caused by his punishment. This opposition is also exemplified in the contrast
between Simichidas’ winnowing fan which he is to put on Demeter’s heap of corns
in the ending of Idyll 7 and the axe that Erysichthon threatens to fix in Demeter’s —

disguised as her priestess — body in the Hymn to Demeter, each leading to the
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respective reaction of the goddess, that is, an affirmative smile in Theocritus’ poem
and expulsion in Callimachus’ hymn.”* The two diverse depictions are understood
not only as representing two opposite modes of behaviour in terms of religious piety,
but also two different stances towards poetry, considering that Demeter is to be
viewed as a poetic symbol and the poems as poetic metaphors.

In the following paragraphs | examine the metapoetical implications of
Callimachus> Hymn to Demeter, beginning my analysis with the hymn’s
juxtaposition with the preceding poem in the corpus of Callimachus’ Hymns, i.e. the
Hymn to Athena, as it has long been acknowledged that the two hymns are so closely
interrelated that they form a complementary poetic pair, thus the understanding of the

722

one presupposes the understanding of the other.’““ Most scholars now agree upon the

idea that Callimachus’ Hymns were assembled together in a poetry-book, as the

23 \while close

hymns’ sequence is identical in all the papyri preserving them,
readings of them demonstrate that they are carefully organised according to specific
patterns of contrast, correspondence, juxtaposition and continuation.’®* Thus, as

Hopkinson notes, the Hymns’ ‘collection’ consists of a pair of longer poems (Hymns

to Artemis and Delos) flanked by two pairs of shorter poems; the first pair is

721 Cf. Ambiihl (2005), 199.

22 McKay (1962a), 106-124, esp. 113-117; (1962b), 66-69, first observed that H. 5 and H. 6 reflect a
‘Dorian threnodic elegy’ and a ‘Dorian comedy’ respectively. Hopkinson (1984), 13-17, compiled a
thorough list of the correspondences between the two poems. See also Miiller (1987), 46-64; Hunter
(1992); Hunter and Fuhrer (2002), 157-161, 178-179; Heyworth (2004), 153-157; Van Tress (2004),
178-179. On the chronological relationship between the two poems, see Bulloch (1985), 38-43.

'3 See Pfeiffer (1953), I1 Iv-Ixxxv; Cameron (1995), 255 n. 91.

24 See e.g. Pfeiffer (1953), I liii; Hopkinson (1984), 13-17; Harder (1992), 394; (2004); Haslam
(1993), 115; Cameron (1995), 255, 438-439; Hunter and Fuhrer (2002), 145; Depew (2004), esp. 134-
135; Morrison (2007), 105-106. Contra, Asper (2004), 44-45. On ancient poetry-books, see Van
Sickle (1980); Gutzwiller (1998), 5-14; Hutchinson (2008).
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‘masculine’ (Hymns to Zeus and Apollo), the second ‘mixed’ (Hymns to Artemis and
Delos) and the third ‘feminine’ (Hymns to Athena and Demeter).’®

The Hymn to Athena and the Hymn to Demeter in particular are different
compared to the first four hymns in that they are composed in the Doric dialect as
opposed to the epic ionic of the others, while, as noted above, their distinctive
position within the collection is emphasised by the several verbal, structural and
thematic correspondences they share. More specifically, the opening parts of the
‘mimetic’ frames of both hymns are uttered by a female narrator who is also
portrayed as a participant of a certain ritual that involves a procession of sacred
objects (statue of Athena, kdhabog of Demeter) followed by a group of exclusively
female devotees. Furthermore, in both hymns the first part of the frame concludes
with warning clauses that introduce cautionary tales; thus, in the Hymn to Athena
Argive men are advised not to look at the goddess while she is bathing, even
unwittingly, for if they do, this will result in their death (v. 51-54), while in the Hymn
to Demeter people are instructed not to commit ‘transgression’ (bmepPacia, v. 22)
against the goddess. The warning clause in the Hymn to Athena introduces the
corresponding tale of Teiresias’ blinding by Athena after he saw her bathing, while
the advice against vrepPacio in the Hymn to Demeter serves as the introductory
sentence for Erysichthon’s sacrilege against Demeter’s grove and the goddess’
affliction of him with ravenous hunger. The similarities between the stories of
Teiresias and Erysichthon are apparent: both are concerned with an offence
committed in a grove at noon by a young man, child of the goddess’ favourite, i.e.

Chariclo in the Hymn to Athena, Triopas in the Hymn to Demeter. Moreover, each

"2 Hopkinson (1984), 13.
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character’s punishment corresponds to his crime: Teiresias’ offence involves viewing
and he thus receives the loss of sight as a punishment, while Erysichthon’s motive
for the violation of Demeter’s tree is to use the timber for his banquet hall, hence he
is granted with raging hunger that no banquets may satiate. Finally, in both stories
the cruelty of the punishments is presented through their effect on the offenders’
parents. The correspondences between the two hymns apply to the closing part of the
ritual frames as well, since both of them consist of ritual instructions to the celebrants
to welcome the sacred objects and the goddess.

The parallelism of the Hymn to Athena and the Hymn to Demeter has been
examined from different perspectives and various interpretations have been proposed

for their close interrelation.’®

Indeed, taking into consideration each poem’s
complexity in its own right, their pairing is understandably receptive to more than
one interpretation. Nevertheless, as already noted, the succeeding analysis will focus
on the metapoetical aspects of the two poems and the way these are interrelated so as
to form a pair of poetic metaphors.

I begin with the Hymn to Athena and the mythological tale of Teiresias in the

central narrative. Teiresias is presented as a young man who goes hunting on Mt.

Helicon, but, in his search for a spring to quench his thirst, he unwittingly sees his

728 See for instance, McKay (1962a), 115 n. 2, understood H. 5 and 6 as depicting a co@thia and a
Oeopayia respectively. Knight (1993), 22- 26, on the other hand, considered the two hymns as
belonging to ‘a special sub-set of the hymnal genre’, i.e. the ‘epiphany hymn’, where the mimetic
frame functions as the means by which the readers perceive the mythological tale and its moral as if
participating in the ritual. For Teiresias’ and Erysichthon’s myths in particular, he considers as
prevalent the idea of divine dominance on mortals. Heyworth (2004), 153-157, views the two
cautionary tales as representing the two typical modes of mortal offence against a god, that is,
unwittingly in Teiresias’ story, with hybris in Erysichthon’s, and associates the two narratives with
tragedies treating myths of corresponding character, i.e. Oedipus Rex as an example of unintended
offence and Bacchae as an account of hybris. On the basis of this observation, he concludes that
Callimachus may have intended to recreate ‘in miniature the experience of a dramatic festival’,
especially when taking into account the comic elements in the second part of the Erysichthon story
which evoke a satyr play or comedy. Contra, Hopkinson (1988b), 401, understands the pairing of H. 5
and 6 as indicative of Callimachus’ tendency to vary mood and tone.
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mother Chariclo, Athena’s favourite nymph, and the goddess herself bathing naked
in the spring Hippocrene. Athena immediately announces that Teiresias is going to
lose his sight and Chariclo protests that this is no mark of friendship on the part of
the goddess. Athena then rejoins that it was not her decision to take Teiresias’ eyes,
but she is merely following the rule of Cronus which dictates that whatever mortal
sees something he is not allowed to see pays a heavy price. She then prophesies the
fate of Actaeon as a means of consolation for Chariclo, since his punishment for
beholding Artemis in her bath will be his dismemberment by his own hounds.
Teiresias, on the contrary, is to be granted many honours by Athena: he is to become
the subject of song, be provided with the ability to understand omens and utter
oracles, a staff, long life and the privilege of keeping his understanding in Hades
after death.

Blindness and clairvoyance are the basic features of the renowned persona of
Teiresias, known from his appearances both in the Nekyia in the Odyssey and several
Attic tragedies, while his keeping his intelligence after death is an element present in

the Homeric epic only.””’

The story of Teiresias’ blinding is rendered in two distinct
versions before Callimachus. The first and best known tradition is found in the
Hesiodic Melampodia,”®® according to which Teiresias, having been both a man and

a woman in the past,”*

is blinded by Hera when he reveals that women receive more
pleasure from sexual intercourse than men; however, he is compensated by Zeus with
the gifts of clairvoyance and long life. The least known version is recorded by the

fifth-century Athenian mythographer Pherecydes according to whom Teiresias lost

27 0d. 10.493-495. On Teiresias in general, see Brisson (1976); Fontenrose (1981), 120-130; Ugolini
(1995).

728 Hes. fr. 275 M.-W. Cf. Ov. Met. 3.316-338. See Brisson (1976), 12-21; Ugolini (1995), 33-56.

2 According to this myth, Teiresias turned from a man into a woman when he saw two snakes
copulating and returned to his initial sex when he saw the same snakes copulating again.
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his sight when he gazed at Athena in her bath; following his mother Chariclo’s
request for her son’s eyesight to be restored, the goddess announced that Teiresias
would remain blind, but as compensation he would be able to hear omens and be
given a staff to walk like those who can see.”® Callimachus in his narration of
Teiresias’ blinding apparently adopts Pherecydes’ version, contaminating it though
with elements from other texts.”!

As an important intertext of Teiresias’ narrative in Callimachus’ hymn has
been proposed the proem of Hesiod’s Theogony. More specifically, the close
resemblance of the description of Teiresias’ blinding and his acquiring of the gift of
prophecy to the scene of Hesiod’s poetic investiture has led scholars to argue that
Callimachus intended his narrative to be read as a tale of poetic initiation.”*? This is
made explicit in the placing of Teiresias’ blinding on Mt. Helicon, the place where
Hesiod encountered the Muses in the Theogony and with which Teiresias is never
linked before Callimachus,” as well as in Athena’s and Chariclo’s depiction bathing
in the spring Hippocrene just like the Muses at the beginning of the Theogony (v. 5-

6).”** Athena offering a staff to Teiresias (H. 5.127) may be viewed as corresponding

to the Muses giving a laurel staff to Hesiod, while their bestowing of ‘the divine

30 pherecydes FGrH 3 F 92: ®gpekndng 88 0md *AOnvig adtov Toprodijvat. odoav yip v XopikAd
TPocPA Tt "ABnvol youviy émi wavto ideiv: v 8¢ Tailg yepoi ToLC 0QBuALoLS adTOD
kataAafopévny mnpov motfjoar XopikAoDg 08 Oeopévig OmOKUTAOTHoNL TOAMY TAG OPACES WT|
duvapévnv todto motfjoot tag dkodg dlakabdapacov mioav Opvibov eoviv motfjcol cuveival, Kol
oKfiTTpov avTdl dwpricachat kpdvelov, 8 Pépv Opoimg Toig PAEmovoty €Badilev. See Brisson (1976),
21-23; Ugolini (1995), 66-78.

31 See Wilamowitz-Moellendorff (1924), Il 22-24; Kleinknecht (1975), 238-242; McKay (1962a), 32-
36; Hopkinson (1988), 112. Contra, Bulloch (1985), 17-19, who argues that Callimachus’ model was
the Argolica by Agias and Derkylus.

732 See Miiller (1987), 55-64; Heath (1988), 81-84; Ambiihl (2005), 113-116.

3 In the Melampodia Teiresias’ beholding of the snakes coupling was set on Mt. Cyllene, while
according to later accounts of the same story, it took place on Mt. Cithaeron; see Brisson (1976), 65 n.
70; Ugolini (1995), 51.

734 Cf. also the parallelism between the dances of the nymphs under the direction of Chariclo (H. 5.66-
67) and the dances of the Muses on Mt. Helicon around Hippocrene (Theog. 7-8). On the relationship
between nymphs and the Muses, see p. 153 with n. 711.
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power of song’ (v. 31-32) to Hesiod so that he would ‘sing of things that had been
and would be, and praise the gods who are forever’ (v. 32-33) may be considered as
parallel to Athena’s promise that Teiresias will become the theme of song more than
any other seer (v. 121-122) and will have the ability to foretell the future (v. 123-
126).%

Athena thus adopts a double role which is unique in that it extends to powers
that are beyond her usual domains, as they are traditionally associated with the
Muses and Apollo.”®® Her bestowing of the gift of clairvoyance on Teiresias is
reflected in her ‘prophecy’ regarding Actaeon’s fate and the oracular manner in

which she presents Teiresias’ gifts,”’

while her reference to Teiresias being sung
more than any other seer (121-122) may be interpreted on a first level as an
affirmation of him becoming a famous seer, but on a second level it may be
understood as a proclamation that Teiresias is to become a celebrated literary figure,
appearing in many pieces of literature, including Callimachus’s poem itself, Hesiod
and tragedy. This notion is additional to the gifts offered to Teiresias as
compensation in Pherecydes’ version; it places thus the story in a literary context.”*®
Furthermore, Teiresias’ privileged status in the underworld (H. 5.129-130) may also
be interpreted as alluding to his immortality as a character in poetry.”® Athena’s
association with the Muses is possibly adopted from the Theogony, where both

Athena and the Muses are called xobpar A10g aiyidyoto (v. 13, 25 respectively).740

35 Hes. Theog. 29-35. Cf. Bulloch (1985), 229 on v. 119-136; Miiller (1987), 58-59; Heath (1988),
85.

736 Heath (1988), 85.

37 Cf. Hunter (1992), 28.

%8 Heath (1988), 84.

33 Ambiihl (2005), 109-110. Cf. Heath (1988), 85.

™0 Cf. Depew (1994), 410-415; (2004), 128, who argues that Athena adopts the role of an
‘Alexandrian Muse’ in her consolation speech where she refers to the paradigm of Actaeon and
alludes to her own consolation speech addressed to Actacon’s parents Chiron and Chariclo (not the
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An explanation for Athena’s gift of augury to Teiresias may lie in the reference to
her special relationship with her father Zeus and the privilege of having access to
everything that belongs to him (H. 5.132-133), especially when taking into
consideration that in the Melampodia version of the story Zeus was the one who
appointed Teiresias as a seer.

The parallelisation of Teiresias’ initiation into augury with Hesiod’s poetic
investiture is relevant to the ancient belief regarding the close association between
seer and poet, which has been mentioned above in the context of the relationship of
the two with honey and bees.”! In addition, traditionally both seers and poets are
frequently depicted as blind, on the basis of the belief that blindness opens the way
for different kinds of knowledge closely linked to the divine.”*? The example par
excellence of a blind singer-poet is Demodocus in the Odyssey, to whom the Muse
offered the gift of song but at the same time took his eyesight away.”** Demodocus
was loved by the Muse just like Chariclo was loved by Athena (H. 5.57-58) and thus
he and Chariclo’s son were offered an exceptional gift that distinguished them from

other mortals.”** Homer himself was thought to be behind the figure of Demodocus

same as Teiresias’ mother) in a passage preserved in a papyrus (P.Oxy. 2509) possibly derived from
the Hesiodic Catalogue. With this allusion Athena reveals the conflation of Teiresias’ and Actaeon’s
stories in the hymn as well as the conflation of Athena and Artemis (Depew 2004: 125-132, argues for
a more extended parallelism of Artemis and Athena in Callimachus’ H. 3 and H. 5).
1 Ambiihl (2005), 115, points to the fact that Hesiod himself is associated with both poetry and
divination, as two works dealing with seers and oracles have been attributed to him; that is,
Melampodia narrating myths of famous seers and Ornithomanteia (On Bird Omens). On the latter
work, see schol. Hes. Op. 828a, according to which it succeeded the Works and Days and was
athetised by Apollonius Rhodius. West (1978), 364-365, considers it as genuine.
"2 See Kleinknecht (1975), 242; Miiller (1987), 61; Heath (1988), 82-84. On the relationship between
poetry and prophecy, see above, p. 122-123.
3 0d. 8.63-64:

oV Ttepi Modo” €piAnce, idov & dyabov T kaKodV T8

0pBoAUGY pev duepoe, idov 8’ NOEloV Go1dNV.
See Muller (1987), 60; Heath (1988), 85 n. 48.
4 Ambihl (2005), 115.
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and for this reason was traditionally depicted as blind.”* Thus, through the
combination of Hesiod’s poetic investiture and the element of blindness, Teiresias is
associated with both Hesiod and Homer, the two archetypal poets.’

Furthermore, as already noted, Callimachus modelled his own encounter with
the Muses in the Aetia on Hesiod’s investiture in the Theogony, specifying however
the setting as the spring of Hippocrene instead of Mt. Helicon in general, that is, the
same setting as that of Teiresias’ blinding.”* This, together with the fact that both
texts are meant to reflect Hesiod’s poetic initiation, points to a link between Teiresias
of the Hymn to Athena and Callimachus of the dream in the Aetia,”*® which is further
supported by the elegiac metre of the two texts.’* The Hymn to Athena in particular
is the only poem in the sequence of Callimachus’ hymns that is written in elegiacs.
Several interpretations have been proposed for the choice of the elegiac metre, many
of them referring to the ‘elegiac’ topic and character of the hymn as opposed to the
epic theme and tone of its counterpart within the hymns’ collection, i.e. the Hymn to

Demeter.”® A different interpretation has been suggested by Heyworth, according to

which the two hymns ‘recall Philitas” Demeter, the one through its deity, the other

75 On Homer’s blindness, see Graziosi (2002), 126-150.
748 Cf. Scodel (1980), 318, who notes that the tradition that has Hesiod living twice may be modelled
on Teiresias who, according to Melampodia (fr. 276 M.-W.), lived for seven generations and had an
oracle in Orchomenos, the place where Hesiod’s tomb was located (Plut. Mor. 434c).
7 Cf. Miiller (1987), 59; Heath (1988) 82-83; Ambiihl (2005), 116.
748 Note also the scholion reporting that Callimachus was a young man at the time of his initiation, just
like Teiresias at the time of his blinding, fr. 2d Harder (= Schol. Flor. Callim. 15-20):

[o¢ k]at’ dvap o(vp)uei&og taic Movo[oug év E-]

[M]xdvt gidfqeor n(op’ a)ot(dVv) T(v) T(AV) aitiov [EE7qyn-]

[ow &]prryévelog By, oVK Depvnog

[.... &l avt(dVv) apym[v] Aapoy €oc’al......]

[ ]-A0y0V
~H. 5.75: Tepeoiog 6’ £ pdvog apd kvoiv dpt yévewn. See Heath (1988), 82.
3 Ambiihl (2005), 120.
0 For an overview of the various proposals, see Bulloch (1985), 31-38; Cameron (1995), 151. On the
antithesis between éleivov and dewvov themes in the two hymns, see Hopkinson (1984), 16-17. Miiller
(1987), 46-47, observes that the hymn written in pentameters is placed as fifth in line within the
collection. McKay (1962a), 117-124, argues that the metre of H. 5 and 6 depends on their resemblance
with a tragedy and a comedy respectively. Hunter (1992), 18-22, argues that the elegiac metre of H. 5
is related to Chariclo’s lament for Teiresias.
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through its metre’.”" Similarly, Sbardella considered it as possible that Callimachus
was inspired to the composition of his Hymn to Athena in elegiacs by Philitas’
Demeter, since both poems have an aetiological character.”? | would suggest that the
correspondence with Philitas” poem may extend to the content as well, if the
assumption regarding the inclusion of a scene of meeting scene between Chalcon and
Demeter near the spring of Burina is right, especially when taking into account that
the encounter scene between Lycidas and Simichidas in Theocritus’ Idyll 7, also
viewed as an allegory of a poetic investiture, may also have been influenced by
Philitas” Demeter. Such a connection would reinforce even more the interrelation of
Callimachus’ Hymn to Athena with the Hymn to Demeter, since the latter’s
association with Philitas’ poem is supported by a sufficient amount of evidence, as
demonstrated in the previous chapter. However, considering that the core narratives
in the Hymn to Athena and ldyll 7 are to be viewed as positive encounters with the
‘divine’ and abounding with connotations related to the inspiration of poetry, the
Hymn to Demeter is then to be understood as the exact opposite of these.

Indeed, Erysichthon’s story in Callimachus’ Hymn to Demeter has been
interpreted as a narrative metaphor contrasting with that in the Hymn to Athena, in
the sense that the latter is one of poetic initiation, while the former one of poetic
exclusion.”® This view has been proposed by Miiller and is based on the

understanding of Demeter’s grove as a symbol of new poetics and Erysichthon who

1 Heyworth (2004), 153.

72 Sbardella (2000), 49: ‘anzi non ¢ forse troppo azzardato ritenere che proprio quest’opera filitea
avesse ispirato al poeta di Cirene la composizione dell’Inno per i lavacri di Pallade, unico esperimento
callimacheo di carme innodico in distici elegiaci con chiare finalita eziologiche’.

3 Miiller (1987), 55. For a criticism of this view, see Hopkinson (1988a); Asper (1997), 229 with n.
105.
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attempts to destroy it as the enemy of both the goddess and new poetics.”>* Thus, the
banquet hall, as well as the extensive dinners and drinking which Erysichthon intends
to have, are opposed to the fasting goddess and her devotees and represent old
poetics. Within this framework, Erysichthon’s attempt to use the timber from
Demeter’s grove to create his banquet hall is viewed as an attempt to use new
material to create old-style poetry and for this reason he is punished in the end.”
Hence, Erysichthon who consumes great amounts of food but becomes thinner may
be viewed as a hybrid of an old and new poet.”®

This view gains further significance if, as argued by some scholars,
Callimachus was the first to associate Demeter with Erysichthon’s hunger.”’ As
already noted, the earliest testament of the Erysichthon story is found in the Hesiodic
Catalogue of Women,”® where, however, the protagonist is Mestra, the daughter of
Erysichthon, who, according to the text, was called AiBwv because of his ‘burning’

hunger.”® The surviving parts of the Hesiodic text do not provide an explanation for

Erysichthon’s raving hunger and it is very possible that the tree-felling and Demeter

> Miller (1987). His view has been adopted by Bing (1995), 40; Murray (2004), 212-223; Ambiihl
(2005).
5 Miiller (1987), 40-45; Ambiihl (2005), 203. On Callimachus’ concretisation of the timber metaphor
for the composition of poerty, see Hinds (1998), 12-14.
56 Murray (2004), 214; Ambiihl (2005), 203 n. 457.
*7On the literary tradition concerned with Erysichthon’s myth see Wilamowitz (1924), 11 34-44;
McKay (1962b), 5-60; Hollis (1970), 128-132; Fehling (1972); Hopkinson (1984), 18-31; Muller
(1987), 65-76; Kron (1988), 14-16; Ambiihl (2005), 160-161.
758 Cat. fr. 43a.2-69 M.-W. This passage appears to have been particularly popular in Roman Egypt, as
it is preserved in a relatively large number of papyri. See Rutherford (2005), 103.
9 Cat. fr. 43a.5-6 M.-W.:

Tov &’ AoV’ ékdrecoay Exjadv[v]u[o]v eiveka Apod

aiBovog kpatepod EYAn] BvnTtdV dvBpdTV
The phrase givexa Apod aibwvog kpatepod has been supplied by Merkelbach and West (1967), on the
basis of a scholion in Lycoph. Alex. 1396 (= Hes. Cat. fr. 43b M.-W.): 0 &’ Epvoiyfov Aibwv
gkaAgito, Bg enow ‘Hoiodog dia tov Aoy and Callim. H. 6. 66-67:

avTiKa ol yoAemov te Kal dyplov Eupaie Mpdv

aiBova KpoTePOV, HEYOAY &’ €0TPEVYETO VOUO®.
It has been suggested that Callimachus derived the phrase directly from the Hesiodic text. See McKay
(1962b), 19-22; Reinsch-Werner (1976), 213-214, 219-229; Hopkinson (1984), 20, 135-136; Muller
(1987), 65.
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did not feature in the Hesiodic narrative.’®°

Likewise, Erysichthon’s sacrilege is
absent from Hellanicus’ (fifth century BC) reference to Erysichthon, where he is
merely said to be the son of Myrmidon, called Aethon because of his insatiable

761

hunger.”" Aethon of burning hunger is also the central character of the satyr-play

entitled Aethon composed by the fifth-century tragedian Achaeus,’®?and has been

identified with Erysichthon.”®

Although it is difficult to define the exact content of
the play because of its fragmentary condition, there is no evidence that the sacrilege
or the association with Demeter were part of it. All the other texts that refer to
Erysichthon are — possibly — of later date and thus are dependent on or influenced by
Callimachus’ version.”® It is useful to note here Diodorus’ account mentioned in
chapter 3, according to which Triopas was the one who committed the crime ascribed
to Erysichthon in Callimachus’ hymn. If there was indeed a separate tradition with

Triopas as the culprit, this most probably did not include the element of hunger, as it

is absent from Diodorus’ account while there is no evidence associating Triopas with

"% Fehling (1972), 177, argues that a reference to Erysichthon’s sacrilege in the lacuna after fr. 43a.11
M.-W is not likely. Contra, Kron (1988), 14. Hopkinson (1984), 26, is sceptical.
"®! Hellan. FGrH 4 F 7: ‘EALdvikog 8” v o Asvkalmveiag "Epvoiybova gnot ov Muppidévoe, 6t v
dminotog Popdc, AiBova kKAndfvat.
2 TrGF 20 F 6-11.
63 McKay (1962b), 22-26; Hopkinson (1984), 20; Ambiihl (2005), 175. This assumption is based on
the account of the story in the Hesiodic Catalogue of Women, according to which Erysichthon was
called AiBwv because of his ‘burning’ hunger, fr. 43a.5-6 M.-W. See p. 166 n. 759.
784 Lycoph. Alex. 1391-1396:

Kol xepodvnoov tod Taiot Anktnpiov

0 Kvopitg mapmov éotoynuévou,

TG TAVTOHOPPOL PBoccdpag Aapmovpldog

ToKT0G, jT” dAPaict Taic Kab’ Huépav

Bovmewvav dAbaiveckev axpaiov Tatpods, 1395

00veio yotopodvrog ABwvog mtepd.
Erysichthon lies in the riddling reference to the one who was utterly hated by the goddess Cyreta
(Demeter on Cnidus), father of Mestra (here not named). Note however the problem of Alexandra’s
date and ascription; on this, see Hollis (2007), 276-278. Nic. Heter. fr. 45: moA\dxkic 6¢ wod
‘Yreppunotpov mimpackopévny €nt yovauki pév aipecBor tipov, dvdpa 6¢ ywopévny Aibwovi tpoerv
dmopépey @ motpi; Suda o 142, s.v. aibwv: 6 Biotog Audc. dmd Aibwvog Hiiov twvog 6¢ 10
Aquntpog Bhooc kotékoye kal Tumpioy véotn Gl kal dt todto Edipmtrev dei; Schol. Lycoph.
Alex. 1393-1396 (= Hes. Cat. fr. 43b); Ov. Met. 8.738-878.
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hunger. Hence, it is very probable that the association of Erysichthon’s hunger with
Demeter is Callimachus’ innovation.’®

Demeter’s opposition against Erysichthon’s gluttony viewed as a defence of
new poetics is in accord with Apollo’s advice in the Aetia prologue to nurture the
animal for sacrifice so that it is fat, but keep his Muse Aemtorénv, ‘slender’,
‘delicate’, ‘fine’.”®® The adjective Aemtoc is a key term in Hellenistic poetics,
meaning not only ‘slim’, thin’, but also ‘fine’, ‘elegant’, ‘delicate’, in the sense of
refined poetry as opposed to the moyvg, ‘thick’.”® It has long been argued that this
image evokes the poetic competition in Aristophanes’ Frogs, where Euripides
declares that that he will put tragedy on a diet after she had been stuffed by
Aeschylus’ heavy words.”®® The same passage is also alluded to in the image of the
weighing of poetry, where Philitas’ Demeter and Mimnermus’ short poems are
praised.”®® The fact that Demeter is the winning party in Aristophanes supports the
idea that she is the goddess who symbolises good poetry. Emaciation of poets,

philosophers and scholars is a topos in ancient Greek literature, attested mainly in

comedy.”” Philitas is the object of such jokes in Middle comedy, while his

765 Ambiihl (2005), 166, argues that Callimachus invented the crime as an ‘actiological tropos’ for a
feature of Erysichthon that was already existent in the tradition.
7% pet. fr. 1.23-24 Pf.:

T ]... G010¢, 10 pév Bvog 61T T IGTOV

Opéyat, v Motoav &’ ayade Aemtorény:

See Muller (1987), 38-39, 45; Asper (1997), 139, 156-189, 248-249.
87 On Aemtog as a term with poetological connotations in Hellenistic poetry, see e.g. Reitzenstein
(1931), 23-39; Wimmel (1960), 115 n. 1; Lohse (1973), 21-34; Cairns (1979), 8-9; Cameron (1995),
323-328, 330-331, 488-493; Asper (1997), 135-199; Van Tress (2004), 43-55. Cf. also Krevans
(1993), 157-159; Andrews (1998), 6-7; Steiner (2007), 202, for the view that the word refers also to
the quality of sound. On the proposal and the dismissal of the supplement the end of Aet. fr. 1.11 Pf.
as kata Aemtov on the basis of a scholion on this passage preserved in a London papyrus, see
Bastianini (1996); Luppe (1997).
"% Ar. Ran. 939-941.
%9 See Wimmel (1960), 115 n. 1; Pfeiffer (1968), 137-138; Hopkinson (1988a), 89-91; Cameron
(1995), 321-329; Van Tress (2004), 45.
7% See Cameron (1991); Wilkins (2000), 28.
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slenderness is associated with his scholarly and poetic toil.””* Relevant to this context
of food metaphors is Callimachus’ wish to become like the cicada who feeds only on
dew. It is significant that Erysichthon’s food is exclusively meat and wine, as
opposed to Demeter’s grain and the cyceon.’’? Hence, Erysichthon is Demeter’s
enemy and as such is the enemy of Hellenistic poetics.

When Erysichthon’s narrative is juxtaposed with Teiresias’ in the Hymn to
Athena, is becomes clear that the paired hymns may be understood the one as an
allegory for poetic initiation and the other of poetic exclusion. An additional idea that
further supports this view is that the narratives in both cautionary tales may also be
understood as allegories for a ‘rite of passage’, that is, of the transfer from
adolescence to maturity.””® An indication of this is the fact that Callimachus depicts
both Teiresias and Erysichthon as young men, despite the fact that in literary
tradition they both appear as adult men: Teiresias’ best known image is that of the
old seer, as he appears in the Odyssey and Attic tragedy, whereas Erysichthon in his
appearance in the Hesiodic Catalogue of Women is a grown man, the father of
Mestra. This has been considered as an innovation on the part of Callimachus,”
which has been explained within the framework of the typical Hellenistic interest in
children and child psychology, and/or the fondness for the ‘early lives’ of heroes
from the literary tradition.”” Nevertheless, Hopkinson argues that Callimachus made

Erysichthon a young man because of the parallelisation with Teiresias.””® In both

71T, 1, 4, 21-22 Span. See Spanoudakis (2002), 54-55. One of the testimonies is Posidippus poem on
Philitas mentioned in chapter 3; see Tsantsanoglou (2012), 109.

2 Hom. Hymn Cer. 206-211.

7 See VVan Gennep (1909).

77 See Cahen (1929), 373; McKay (1962b), 72; Gutzwiller (1981), 39; Hopkinson (1984), 14 n. 2, 23-
24; Ambiihl (2005), 162.

"> On Hellenistic interest in children, see Griffin (1986), 56; Zanker (1987), 187-188. On the interest
in early lives of heroes, see Hunter (2005), 256-257.

"7® Hopkinson (1984), 23-24.
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stories the young age of the heroes is emphasised with words such as ‘child’, ‘son’.
Furthermore, both Teiresias and Erysichthon are presented as hunters, which is
important since hunting is a significant activity within the framework of initatory
rituals. In Teiresias’ case, the rite of passage may be explained also by the fact that
his encounter with Athena may be understood as a tale of sexual intrusion.””’
Teiresias especially is an apt figure for such an association, considering the myth that
has him being both a man and a woman. Thus the loss of his sight may be viewed as
an initiation into manhood.””® On the contrary, Erysichthon’s social exclusion may be
seen as a failed initiation.

Hence, Demeter functions as a regulator of poetic boundaries, in that she
manages poetic inclusion and exclusion, the first exemplified in Theocritus’ Idyll 7
while the second in Callimachus’ Hymn to Demeter. | would argue that this evokes

the religious exclusion and inclusion in Demeter’s rites, a theme which would be

analysed further in the next chapter.

" Hunter (1992), 22; Ambiihl (2005), 102.
8 Hunter (1992), 24.
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Chapter 6

Demeter and Social Boundaries

In the previous chapter is has been demonstrated that Demeter as a symbol of new
poetics manages poetic boundaries, in the sense that she presides over poetic
inclusion or exclusion. An example of the first is Theocritus’ ldyll 7, where
Simichidas is admitted to the group of the celebrants of the festival of Demeter and,
by implication, her poetic circle, while an instance of poetic exclusion is portrayed in
Callimachus’ Hymn to Demeter, where Erysichthon as an enemy of the goddess is
expelled from society. In this chapter | will focus on the latter depiction of
Erysichthon’s social expulsion as well as the general social character of Callimachus’
text, in order to examine in what ways the socially informed narrative reflects social
and religious aspects of Demeter.””® In the course of my discussion | will illustrate
that elements in Callimachus’ hymn which have been considered as pertaining to the
social domain and were thus misinterpreted as secular, are in fact in complete accord
with social aspects of Demeter’s cult. Subsequently, I will argue that the social focus
of Callimachus’ hymn reflects Demeter’s role in regulating social boundaries, an
aspect of particular importance in her cult in Cyrene and Ptolemaic Egypt.

The part of the hymn that most clearly has a social focus is the final section
of the Erysichthon narrative which deals with the consequences of the insatiable

hunger imposed on Erysichthon by Demeter. More specifically, Erysichthon’s

% By the term social | mean those features that are associated with the community and its
organisation.
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condition is presented through the effect it has on his family: his parents are ashamed
to send him to feasts and banquets and his mother invents various excuses in order to
conceal his condition (v. 72-86), which causes tears to all the women of the house (v.
94-95) and desperation to his father (v. 96-104); eventually, the whole oikos of
Triopas vanishes under the extreme demands for food by Erysichthon (v. 105-110),
who ends up as a beggar at the crossroads (v. 111-115).

This segment of the narrative has attracted great scholarly attention and has
been examined from different perspectives. Generally, its style, tone and content
have been contrasted with those of the previous section of the cautionary tale
encompassing the description of the grove, Erysichthon’s attempt to cut down the
sacred tree and Demeter’s epiphany, which have been thought as pertaining to the
‘epic’ and/or hymnic tradition.”® The depiction of Erysichthon’s family drama, on
the other hand, has been viewed as resembling narratives belonging to the genres of
New Comedy or mime, in that it presents a domestic, ‘everyday’ situation and at the

781
81 The characters’

same time focuses on the psychology of the heroes of the story.

concerns in particular have been considered as corresponding to those of

contemporary ‘bourgeois’ Alexandrian society and thus their inclusion in the

narrative has been seen as an example of ‘a new realism based on the rationalism of
s 7182

the modern world of the third century BC’."™ This juxtaposition between ‘realistic-

contemporary’ elements and archaic context has been considered as one of the

780 See Hopkinson (1984), 7-8. Similarly, Zanker (1987), 189, argues that the second part of the
narrative functions as a foil for the previous one in a way that makes his narrative resembling that of
‘spoudaiogeloion-literature’ in that it combines the serious and the comic. Hutchinson (1988), 349,
notes the change in tone after the punishment: ‘after the grandeur and moral force of sin, warning, and
divine epiphany there takes over the low theme of eating’.

781 Zanker (1987), 187-189; Depew (1993), 71-72. Cf. Reinsch-Werner (1976), 217-218, who refers to
the burlesque depiction of Erysichthon with comic elements that surprise the reader.

82 Bulloch (1977), 114. Cf. Hopkinson (1984), 8.
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sources of the ‘comic’ undertones of the narrative,”® intensified through the adoption

784

of specific motifs deriving from comedy, such as the burning hunger,”™" the son who

ruins the oikos through his gluttony, the mageiroi and the detailed list of the food

consumed.”®®

It has also been suggested that the ‘comic’ tone of Erysichthon’s story
in Callimachus’ hymn may be attributed to the influence of satyr drama, a view
which is further supported by the existence of the aforementioned satyr play with the
title Aethon composed by the fifth century tragedian Achaeus, the central character of

which may be identified with Erysichthon.’®

The surviving fragments of Achaeus’
play demonstrate that hunger was a basic theme in it, but its exact content is difficult
to determine.

At any rate, elements of a comic plot were present already in the Hesiodic
version of the story; that is, Erysichthon’s burning hunger, the deceitful plan, the
daughter, the suitors and the marital gifts.”®” However, Callimachus differentiates his
own version by making Erysichthon a young, childless man, leaving Mestra

788

completely out of his narrative.”™ As noted in the previous chapter, Erysichthon’s

young age is an innovation on the part of Callimachus which serves the parallelism

783 Zanker (1987), 188.

8 McKay (1962a), 118, 121, suggests that Erysichthon with his burning hunger may be seen as a
counterpart of Heracles whose fierce appetite is a stock theme in Attic comedy and is also present in
Epicharmus’ comedy. His main argument is that Erysichthon’s narrative is modelled on Dorian
comedy; see McKay (1962a), 117-124; (1962b), 134-136. On his view that the Hymn to Demeter and
the Hymn to Athena create a pair consisting of a Dorian Comedy and a Threnodic Elegy respectively,
see Chapter 5.

8 See Gutzwiller (1981), 45-46; Zanker (1987), 187. On the mageiros as a stock character in
comedy, see Hopkinson (1984), 164; Wilkins (2000), 369-414. McKay (1962b), 94-98, also suggests
that the underlying tradition of Erysichthon as a giant which may be hinted at in H. 6.34 (névtog &’
avdpoyiyavtog dShav moAy dpkiog dpar) adds to the comic character of the narrative.

78 On Achaeus’ satyr play Aethon, see chapter 5. Ambiihl (2005), 174, adds Euripides’ satyr play
entitled Autolycus as a possible model for Erysichthon’s story, since in it Autolycus is portrayed as
stealing Erysichthon’s daughter Mestra.

87 Burkert (1985), 135. On the Hesiodic version of the story, see p. 55-56.

788 Nonetheless, Triopas® prayer to Poseidon (H. 6.98-104) may be an allusion to the Catalogue’s
version, where Poseidon transfers Mestra on Cos and there she bears him Eurypylus (fr. 43a.55-69
M.-W.); see Bulloch (1977), 115-116 n. 24.
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89 At the same time, nevertheless,

with Teiresias and its corresponding implications.
this feature of Erysichthon allows the narrative to focus on the impact his punishment
has on his family and his own position within society.”® Callimachus’ intention of
focusing on the social aspect of Erysichthon’s punishment is further indicated by his
choice to end his narrative with the image of Erysichthon begging for scraps at the

crossroads,’®*

especially when considering the possibility that autophagy, that is,
Erysichthon’s end in Ovid’s extended account of the myth,’*? was part of the
traditional version which Callimachus was aware of and consciously avoided.’
Scholars associated the social focus and the ‘comic’ elements of the last part
of the Erysichthon narrative with the issue of Callimachus’ religiosity and some were

led to the conclusion that the Hymn to Demeter is a ‘secular’ poem which uses the

religious subject merely as a foil for the treatment of other issues.”** However, as

78 Ambiihl (2005), 165, suggests that Callimachus may have conflated the figure of Thessalian
Erysichthon with that of Athenian Erysichthon, eponym of the genos of the Erysichthonidae, who died
young and childless. Some contamination of the two may be present in Hesiod’s version as well, as
the story is set in Athens. On Athenian Erysichthon, see Robertson (1984), 388-395 (also on the
Erysichthonidae and the ritual of eiresione); Kron (1988), 18-21.

%0 Hopkinson (1984), 26: ‘Callimachus eliminated Mestra completely from his poem because his
concern was to represent the folly of a rash youth and its social and familial consequences’. The
psychological justification of Erysichthon’s action, that is, that he is led to his sacrilege by the impulse
of his youth, has been noted by several scholars; see e.g. McKay (1962b), 72, 88; Mdller (1987), 71,
74; Gutzwiller (1981), 39. Cf. the criticism by Ambuhl (2005), 162.

"1 Bulloch (1977), 114-115: ‘the focus is propriety and shame, thus for Callimachus the narrative is
complete once the family scandal has become public knowledge at the cross-roads’.

2 Qv. Met. 8.875-878. On Ovid’s version of the myth and its relationship with Callimachus’, see
Hollis (1970); Henrichs (1979b), 85-92; Griffin (1986); Degl’Innocenti Pierini (1987); Muller (1987),
73-76; Murray (2004).

7% It has been argued that the fact that this part of the story is not included in Callimachus or any other
author who mentions Erysichthon’s myth before Ovid, does not necessarily mean that it was Ovid’s
invention; see McKay (1962b), 56-57; Bulloch (1984), 221 n. 21. The latter also cites three examples
of similar incidents: Hdt. 6.75.3; Paus. 8.42; Lys. 6.1. Contra, Hopkinson (1984), 24, who argues that
autophagy is ‘a typically Ovidian piece of grotesque paradox’.

7% See Bulloch (1977), 113, who mentions that ‘the religious source of the situation is incidental to
the true social emphasis of Callimachus’ narrative’. Similarly, McKay (1962b), 67, refers to
Callimachus’ ‘academic detachment’ from the narrative. Depew (1993), 72, concludes that ‘we cannot
in any way take this poem’ seriously’, since Callimachus’ allusions to various traditions undermines
the supposed aim of the hymn, that is, to praise Demeter.
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will be shown further down, neither the social focus, nor the ‘comic’ elements are
incompatible with religious interest.

First, it is necessary to present in more detail the elements that give a ‘social’
touch to Callimachus’ hymn, not only in the last section of the Erysichthon narrative,
but also in the ritual frame. | will begin my discussion from the social elements of the
cautionary tale. As mentioned above, Erysichthon’s punishment has a social aspect
which is centred on the shame that his hunger brings to his family and on him
becoming an outcast from society in the end. The parents’ shame for their son’s

% not

condition is contrasted with Erysichthon’s and his companions’ shamelessness,’
only because they are oppositional sentiments, but also because they apply to two
different domains. More specifically, Erysichthon and his companions are
characterised as shameless in the context of their interaction with the goddess, that is,
when they all invade Demeter’s grove and when Erysichthon disregards and
threatens to attack the goddess disguised as her priestess Nicippe.”*® Hence, their
shamelessness is primarily associated with the religious nature of Erysichthon’s
crime, that is, the destruction of the sacred grove and the dismissal and threatening of

the priestess.””” On the other hand, the parents’ shame in the end is related to the

social consequences of his punishment, centred on the public scandal which

™ H.6.73: aidopevol yovéec, mpoyava 8 edpicketo nioo ~ H. 6.36: &c 8& 10 Tc AGpATPOS Gvondiec
£0papov GAcog; 6.45: ¢a. 8¢ mapoydyotca kKokov Kol avardsa edta. See McKay (1962b), 70-71.

7% It has been argued that Erysichthon’s dismissal of the disguised goddess is modelled on Hom. Il.
1.11-42, the scene of Agamemnon’s encounter and rejection of Chryses, Apollo’s priest, thus
underlining the seriousness of his crime and foreshadowing his punishment, which as not Aowog as in
the Iliad, but Ayoc; see Bulloch (1977), 102-104; Hopkinson (1984), 6, 119.

797 Cf. also Demeter’s address of Erysichthon as kvov, kvov after his dismissal of her disguised as her
priestess (H. 6.63). Pontes (1995), notes that this address is linked to the belly, as in Hom. Od. 7.216
(00 yap 11 oTLYEPT] 7l YaoTéPL KOVTEPOV BANO); cf. Hopkinson (1984), 134. McKay (1962b), 103, also
associates Erysichthon’s shamelessness with his hunger. The narrator addresses himself the same way
in Callim. Aet. fr. 75.4 Pf. See also Ar. Vesp. 1403, where the same address is to a female dog.
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Erysichthon’s hunger could cause at social events, rather than the sacrilege itself.”*®
Aidos, defined as the anxiety that one feels regarding one’s own image in the eyes of
others, is a social sentiment par excellence, as it involves not only the person who is
aidopevog, but also the rest of the community; as such, it is a crucial component in
social networks, signalling the boundaries of socially acceptable behaviour .”*® The
emphasis on the parents’ aidos is explicated at the very end of the cautionary tale,
when Erysichthon as a beggar is referred to as the ‘king’s son’ for the first time in the
narrative, thus unveiling Triopas’ relationship with the community and, by
implication, the seriousness of the damage that Erysichthon’s malady has caused to
the social face of his oikos.2® This idea is further underlined by the fact that
Erysichthon is not merely a beggar in the end, but also one who begs for the refuse of
feasts at crossroads;®* as noted in the previous chapter, this image is reminiscent of
the d¢inva of Hecate, i.e. the refuse from purificatory rites, which were placed on
crossroads and their consumption was a sign of extreme shamelessness or poverty.®*?
The verse describing Erysichthon begging for refuse, which is also the finale

of the cautionary tale, recalls Melanthius’ address to Eumaeus referring to Odysseus

disguised as a beggar in the Odyssey,®®® revealing thus the general parallelisation

"% Gutzwiller (1981), 45; Hopkinson (1984), 7-8; Zanker (1987), 187-188; Miiller (1987), 18.
7 0n aidos, see Cairns (1993), 140. The parents’ aidos has been interpreted differently by McKay
(1962b), 71-72, 96-97, who thought that Triopas is self-centred and his wife is ‘no paragon of virtue
either’, because they both appear to care more about their social standing than their son’s life, which
he considered as an indication that the poet does not aim to raise the reader’s sympathy for his
characters.
800 McKay (1962b), 71. Erysichthon’s becoming a beggar in the end has been associated with ritual
begging, and more specifically the ritual of eiresione; see Burkert (1979) 134-135; Robertson (1984),
388-395; Rutherford (2005), 112.
%1 H. 6.114-115:

Kai 10y’ 0 T® PaciAfjog évi Tplddoict kabiioTto

aitiov dkorng te Kai EkBola Adpato Sattdc.
802 See Jameson (1994), 38 with n. 12. McKay (1962b), 71 n. 2, notes the ritual impurity of this act.
Cf. Hopkinson (1984), 171, who commends that Avporta is ‘in general a strong word, not simply
‘leavings’, but ‘refuse’, ‘filth’.
%3 0d. 17.220-222:
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between Erysichthon and Odysseus. Relevant to this is the fact that the name
Odysseus assumes in his guise as a beggar when he lands on Ithaca is Aethon,®® i.e.
Erysichthon’s byname in other accounts of the myth and identical with the adjective
that characterises the Awdc imposed on him by Demeter in Callimachus’ hymn.®%
Odysseus in the Odyssey frequently refers to his gaster and filling it, either as a
prohibiting or a driving force, but always with negative connotations;** likewise,
Erysichthon’s gaster is called ‘evil’, ‘leaping’ as he eats more and more.*”” The
parallelisation of the two heroes, both of noble birth, serves to emphasise the contrast
between them: the one is merely disguised as a beggar and is soon to be victorious,

while the other is a real beggar who has caused his and his family’s complete

destruction.8%®

TTOYOV AvINpoV, datdv AmoAlvLoVTHPa;

0G TOAANG PMToL Tapao TS PAIYETOL BHOVG,

aitiCov dkdlovg, ok dopo 00dE AEPNTOC.
See McKay (1962b), 71-72; Bulloch (1977), 108-112, 114; Gutzwiller (1981), 48; Hopkinson (1984),
170; Murray (2004), 214-216; Van Tress (2004), 176-177.
8% 0d. 19.183:

€poi 8’ 6voua kKAvtov Aibwv
805 On Odysseus as Aethon, see Levaniouk (2000). Ibid., 44, suggests that the name Aethon may also
be understood as a metaphor for someone who is socially hungry, as he is dependent on other people’s
resources. Skempis (2008), 371-372 n. 26, comments that Odysseus’ forged identity as Aethon may
also be interpreted by his ‘burning’ desire to return to his homeland and in his former status as a king,
husband, and father.
805 See Od. 7.215-221, where Odysseus tells Alcinoos that he needs to fill his ‘hateful’ gaster in order
to be able to remember and recount his woes; in 15.343-345 he speaks of the ‘accursed’ gaster that
brings woes to mortals; similarly, in 17.286-289 he refers to the ‘accursed’ gaster that leads men to
seafaring; in 18.52-54 he mentions that his evil gaster urges him to fight with a younger man; in
18.362-364 he is accused for his insatiable gaster as a beggar by Eurymachus. Cf. Od. 6.130-134,
where, on his arrival on the Phaeacians’ island, Odysseus preparing to approach the company of
maidens is compared to a lion urged by his gaster to attack the flocks; Erysichthon is also compared
to a lioness in H. 6.51. On gaster and its significance in Homer see Svenbro (1976), 50-59; Thalmann
(1984), 88-89, 144-146; Pucci (1987), 165-180; Vernant (1990), 194.
" H. 6.88-89:

foBie popia Tavta- Kok 8° EEGAAETO YaoTp

aiel paArov €dovt [...]
Hopkinson (1984), 148-149, suggests that v. 88 alludes to Od. 17.228 and 18.364:

Boviear, 6¢p’ dv &xng Pookey onv yaotép’ dvaiTov
808 See Hopkinson (1984), 10; Van Tress (2004), 176-177.
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The social aspect of Erysichthon’s punishment may be explained through its
correspondence with the — partly — social nature of his motive.*® Erysichthon

himself admits to the disguised goddess that the reason he decided to cut down the

810

sacred grove was to build a banquet hall for his friends,”™ which is, on the one hand,

a sign of his gluttony, i.e. a feature he possessed even before Demeter’s affliction of

811

the punishment,”*~ while, on the other, it may be interpreted as the expression of his

desire to form a separate social group consisting of himself and his fellows,

demonstrating thus his independence from his parents.®*?

As noted in the previous
chapter, Erysichthon’s story may be viewed as a failed ‘rite of passage’ from
adolescence to maturity, i.e. the transfer from the oikos to the polis, from an
apolitical state — thus ‘uncivilised” — to the status of the citizen who participates in
public affairs and marries for the procreation of children.®™® This is usually achieved
through the withdrawal from the community and the admission into a ‘marginal’

state or space.’™

Erysichthon’s intention to organise common dinners with his
friends is reversed after the affliction of his punishment, as he dines alone enclosed

in his house,®" literally marginalised, excluded from all social events to which he is

89 On the correspondence between punishment and crime, see Wilamowitz-Moellendorff (1924), 11
32; Miiller (1987), 16.
810 1. 6.53-55. Some scholars considered Erysichthon’s motive as selfish and disproportionally petty
compared to the seriousness of his crime; see McKay (1962b), 101; Maller (1987), 70-71.
811 see Ambiihl (2005), 168 with n. 302, who notes that the frequency (ciév) and extravagance (&8mv)
of Erysichthon’s intended banquets (ai¢v £poig étdpoiocwv Gdnv Ovpopiag aé®, v. 55) emphasise
Erysichthon’s inherent gluttony.
812 Related to this is the view that Erysichthon’s disobedience to the warnings of Demeter-disguised as
her priestess was motivated by his desire not to humiliate himself in front of his friends. Muller
(1987), 71, 74; McKay (1962b), 72, 88; Gutzwiller (1981), 39. Cf. Men. Epit. 169-171:

(Xow) iopev: mg kai pepakviriov dyrog

€lg Tov 1omOoV T1G EpYed’ VmoPePpeyuévav

oic] un "voyelv ebkatpov eivai pot Soke.
813 Bowie (1993), 46.
814 See Versnel (1990), 44-59. For instance, groups of young men withdrew to the countryside where
they hunted and ate together, to return later to the polis having acquired a new status as adult men.
Such is the harpage of youths in Crete; see Ephorus FGrH 70 F 149.
%°H.6.87:
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invited: the games of Itonian Athena, the wedding of Actorion, a banquet and another

816

wedding.”™ Erysichthon’s elimination from events that in an ordered society men of
his age are expected to attend, as well as the image of men of his age getting married
underlines his marginal position. This idea is further emphasised by the excuses that
his mother uses to dismiss the invitations: in one case Erysichthon went away to
demand the payment of a hundred oxen, in others he is lying on bed because he got
hurt during a hunting expedition or during an athletic competition or chariot race,
and in another he is on the mountain counting his herd. These excuses, either
reflecting the mother’s ‘bourgeois’ concerns or deriving from the ‘epic’ world, refer
to activities typical for a young man, the son of a ‘good’ family.®"” Erysichthon,
however, after the infliction of his punishment is neither a young nor an adult man,
but a Bpépog (‘new-born babe’), as his father calls him, dependent on his parents’
resources.

It has been observed that the people who invite Erysichthon to social events
are connected through mythological stories with the family of Triopas and especially

with Erysichthon’s generation;*"®

this indicates Erysichthon’s exclusion from his
broader familial circle.®® McKay also suggested that the anonymous man who is
getting married and invites only Erysichthon to his wedding (as opposed to

Actorion’s wedding where Triopas is also invited) may be one of the friends for

€vOOLY0G OfTELTa TOVAUEPOG EINATIVOGTAG.
*1°H. 6.74-86.
817 Zanker (1987), 188, considers them as expressing ‘bourgeois’ concerns. On the other hand,
Hutchinson (1988), 349, argues that the excuses derive from the epic world, as the payment of a
hundred oxen indicates. Cf. also Hopkinson (1984), 142, who mentions the corresponding bridal gift
to Iphidamas in Hom. 1. 11.244; Ambiihl (2005), 171 n. 314, adds more parallels. The counting of the
herd has also parallels in the Homeric epics; for passages, see Hopkinson (1984), 146.
818 1. 6.100: todT0 10 deihonov yéveto Ppégoc.
819 See Cahen (1930), 270; McKay (1962b), 113; Hopkinson (1984), 140; Ambiihl (2005), 170 n. 311.
820 Zanker (1987), 187, notes that the familial relationship with those who send invitation contributes
to the realism of the story.
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whom he wanted to build his banquet hall.*** At any rate, neither his friends nor the
companions who helped him in the felling of the grove are explicitly mentioned after
the infliction of the punishment, as the last reference to his companions is that they
run away once they saw the goddess, leaving their axes on the trees, and that
Demeter spared them because they were following Erysichthon’s orders.??? In this
way, Erysichthon alone is placed in the centre of the punishment, emphasising his
social isolation, which follows a progressive course: first he is excluded from the
circle of his friends, then from his family and eventually from society in general.

As noted by Bulloch, Erysichthon becoming a beggar marks the conclusion
of the story, as that is the point when ‘private shame becomes public’.®® The
interplay between private and public spaces — or inner space and the outside —*** is a
basic element of the second part of the Erysichthon narrative and is closely related to
the sentiment of aidos. That is, the main concern of Erysichthon’s aidomenoi parents
is to keep their son within the limits of the domos (‘house”), in order to protect their
oikos (‘household’) from the public scandal.®*® The emphasis on Erysichthon’s

confinement inside is indicated in the juxtaposition of the ovx &vdot in the beginning

821 McKay (1962b), 112.
82 4. 6.59-62. Bulloch (1977), 107, 113, considered this sequence of events as ‘incomplete’ and
explained it on the basis of Callimachus being more concerned with the narration of ‘a secular story of
social behaviour’ than a moral tale. McKay (1962b), 101, viewed this as a ‘realistic’ ending. Ambinhl
(2005), 168, based on an observation made by Hopkinson (1984: 7) that there is a correspondence in
the numbers of Erysichthon’s companions and the servants who prepare the meals for him (v. 69),
suggests that the comrades in the first part of the story are identical with the twenty servants in the
second part, which would mean that Erysichthon’s helpers became an instrument for his punishment.
However, the identification between the two cannot be proved and is not necessary for the plot.
823 Bulloch (1977), 113.
824 The notion of the private is emphasised through the focus on the reactions of the women of the
house in H. 6.94-95:

KAole pev a patnp, Papv 8’ Eotevov ai dV’ adedpai

YO LOOTOG TOV EM@VE Kol ol SEKO TOALAKL dDAAL.
The women’s domain is the most private part of the oikos; cf. Ar. Ran. 969 on Euripides choosing
topics from the sphere of the female.
825 Cf. Hunter (1992), 31-32. On the oikos signifying the household as well as the nuclear family, see
e.g. Humphreys (1993), 2-21; Cox (1998), 130-167.
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of the mother’s speech enumerating the excuses with the &véopvyog right after the
end of the speech.®”® These two terms demonstrate the contrast between
Erysichthon’s whereabouts during his fictive activities and his actual location: for the
former he goes to different places, both in the city and in the countryside, while, in
reality, he is restricted within the boundaries of the house. Overall, both the domos
and the oikos set a protective net around Erysichthon’s condition, and by implication,
his parents’ aidos.®?” Thus, once the oikos falls apart, shame is revealed beyond the
limits of the domos and it is then that Erysichthon becomes an outcast from society,
as is exemplified in his sitting and eating in public, deprived of a social status.
Related to Erysichthon’s destruction of the 0ikos is the reference to his eating
the heifer which was nurtured for Hestia,®?® as Hestia is the goddess who personifies
the holy hearth, which in turn symbolises the life of the house and the wellbeing of
its inhabitants.®” Since a town or a city is an extended oikos, it has its own sacred
hearth which functions as a symbol of the community and is located in the
prytaneion, the centre of public life and civic authority. Hestia’s importance is
indicated in private and public sacrifice, since she is said to receive the first and last

honours at banquets and is always offered a portion of the sacrifice, regardless of the

 H. 6.76:
‘00K &vdot, x0100¢ yap €mi Kpavvdva BéPaxe
~6.87:
€vOOLY0G OTTELTa TOVAUEPOS EINATIVOGTAG.
"Evdot is commonly used to signify the inner space of the house, e.g. Ar. Ach. 395; Theocr. Id. 15.1,
77.
%TH. 6.111-115:
péota pev &v Tpromao dopotg &t ypruata Keito,
pudvov dp’ oikeiot BaAapol KoKOV NTCTAVTO.
GAL ko TOV PabdV oikov aveEnpavay d86VTEG,
Kai 10y’ 0 T® PaciAfjog évi Tplddoict kabiioTto
aitiov dkorng te Kol EkBola AdpaTo Sattdc.
Cf. Philocleon’s confinement in the house (and the net covering the house) at the beginning of
Aristophanes’ Wasps.
%% H. 6.106:
Kai tav PdV Epayev, tav Eotia Etpepe panp
829 On Hestia’s presence in all houses, see Hymn. Hom. 24.1-2; 29.1-4. See Miller (1978), 15.
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deity to whom it is offered.®*

Nevertheless, Hestia as a goddess and a ‘concept’ is
more closely associated with the political than the religious world, as is demonstrated
by the rarity of her priesthoods.®* Furthermore, the residence of the hearth, the
prytaneion, houses not a religious authority, i.e. that of basileus, but the archon, who
is a political official; likewise, the office of the prytaneis is of an administrative
rather than a religious nature.?*? Hence, Erysichthon eating the heifer which his
mother was nurturing for sacrifice to Hestia is symbolic of both the financial and
social destruction he brings to his oikos.

At the same time, it functions as a counterpart to Demeter blocking
agricultural production, which leads to general famine and to the humans’ inability to
sacrifice to the gods in the Homeric Hymn to Demeter.2*® The famine in the Homeric
hymn is realised when Demeter withdraws in her temple; similarly, in Callimachus’
hymn the destruction of Triopas’ oikos takes place while Erysichthon is enclosed in
the house, devouring everything available. However, the ‘famine’ that Erysichthon
causes through his insatiable hunger — thus, by implication, the famine that Demeter
causes — afflicts only his own oikos, while in the Homeric hymn it affects mankind in

834

its entirety. In the former case, the result influences the relationship of

Erysichthon’s family with their fellow citizens, while in the latter it affects humans’

830 See Hymn. Hom. 29.4-6; Hymn. Hom. Ven. 30-32; Pind. Nem. 11.6-7; PI. Euthphr. 3a; Cra. 401b;
Ar. Vesp. 846; Aristonicus FGrH 493 F 5. Cf. Olson (2012), 318-319.
81 Kajava (2004), 2.
832 See Kajava (2004), 4-5. The political importance of the hearth is also indicated by the fact that on
the occasion of colonisation, the fire from the hearth of the metropolis had to be transferred to the
hearth of the new settlement.
833 Hymn. Hom. Cer. 292-304.
%34 H. 6.66:

avTiKa ol yoAemov te Kal dyplov Eupaie Mpdv
~ Hymn. Hom. Cer. 310-311:

Kai VO Ke TAUTOV OAECOE YEVOG LEPOTMOV AVOPOTMV

AMpo® v’ apyoréng [...]
According to Faulkner (2012), 89, ‘the inversion is pointedly ironic, for not even an endless crop
would satisfy the hunger of Erysichthon.’
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relationship with the gods. This is indicative of the strong °‘social’ tone of
Callimachus’ narrative (accomplished through the reference to the ‘social’ goddess
Hestia, nevertheless), as opposed to the more clearly religious character of the
Homeric hymn.®®

A reference to the residence of the city’s hearth, the prytaneion, is found in
the second part of the ritual frame; there, the uninitiated are instructed to follow the
procession of Demeter’s kalathos as far as the city’s prytaneion, while the initiated
less than sixty years old are told to walk until they reach the goddess’ temple.®®® The
presence of the prytaneion in the context of the procession and right after
Erysichthon’s cautionary tale is particularly appropriate, not only because it is the
symbol of the polis par excellence, but also because of its association with
communal dining. More specifically, the prytaneion was the place where meals for
honoured guests, such as public embassies, benefactors and citizens worthy of a

d, 3" were hosted.®® The food that was consumed there was of modest character,

dee
including barley cakes, olives, leeks and cheese;®® relevant to this is Athenacus’

reference to the meals in the prytaneion in Athens as an example of Athenian

85 On the Homeric Hymn to Demeter functioning on two levels, the divine and human, see Clay
(1989), 207; Foley (1994), 53.
% H. 6.128-130:

péoTa TO TAG TOAMOG TPV TAVILO, TAG ATEAESTMG,

T1ag 6¢ telecpopioct moti tav B0V Gypig OpopTELY,

aitveg €ENKOVTO KATOTEPOL.
87 Among those who ate in the prytaneion in Athens was the Hierophant, the high priest of Demeter
and Kore at Eleusis; see Schmitt Pantel (1992), 146.
838 There were three categories of meals offered in the prytaneion, i.e. &via, dsinvov and citnoic,
which were distinguished by the nature of the honour and their duration; see Miller (1978), 4-11,
Schmitt Pantel (1992), 145-177. The prytaneion was a thriving institution throughout the Classical
period, but from the fourth century BC onwards its importance began to decline. In the Roman period
it was more important as a religious centre associated with Hestia rather than the centre of the city’s
political life.
839 Jameson (1994), 47.
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restrained eating, as opposed to Thessalian gluttony.®*® Dining in the prytaneion
explicates the concept of commensality, which is basic in every ordered society and
applies also to its smaller unit, the oikos. This is demonstrated in Aristotle’s
definition of the oikos (quoting Charondas’ and Epimenides’ views) as a
commonality of people who share the same meal-tub or eat at the same manger.®**
The notion of commensality is present in the Erysichthon narrative in the
reference to the feasts and banquets to which Erysichthon’s parents are ashamed to
send him, as both words used to signify these events have the sense of sharing:
gpavog (gig épavac in the poem) is understood as a meal to which each contributes
his share, while Evvdeinvio means ‘common or shared banquets’.®*? The same idea
may underlie Demeter’s announcement of Erysichthon’s punishment, i.e. that his
banquets will be Oauvai.?** Hopkinson translates the word as ‘thick and fast’,?*
whereas its exact meaning is ‘crowded’; if understood thus, it casts an ironic touch
on Demeter’s proclamation, as eventually Erysichthon has his banquets alone,
enclosed in the house, draining his oikos’ resources. Erysichthon as a glutton and a

solitary eater is reminiscent of comic gluttons, often accused of not sharing their food

and wine.®*® Food and eating is an important component of comic discourse, while

840 Athen. 4.137e-f. Cf. Athen. 4.149d-150b, where it is mentioned that the hieropoios who exceeded
the prescribed amount of food was to be fined; 4.185f-186a, where it is said that the prytaneis in
Athens consumed moderate meals that promoted the safety of the city. See Wilkins (2000), 178 with
n. 121, where he compares the regulated civic dining in the prytaneion with the control of the
politicians.
841 Arist. Pol. 1.1252b: 1 pév odv &ig mioav Muépav cLVESTNKLIN Kowmvia KoTd PUoY 0ikOS 6T,
ob¢ Xapovdag pev Kolel opootmvovg, Emnpevidng 8¢ 6 Kprg opokdmovg.
92 H. 6.72-73:

olte Vv gig Epavamg obte Euvdeinvia Tépmov

aiddpevot yovéeg, Tpoydva 8’ gvpicketo Taca.
%3 H. 6.64:

Bopval yap &c Hotepov eihamivar Tot.
84 Hopkinson (1984), 67.
85 A good example is the dog in Wasps, which is put into trial because he did not share his food
(00d&v petédmkey 00dE Td Ko v, £uoi, v. 917) and for that reason is called the ‘most solitary eater’
of all dogs (kvvav amndvieov Gvépa povogayictatov, V. 923); see Wilkins (2000), 69. The
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communal eating is often portrayed at the end of comic plays within the framework
of a wedding, a festival or a feast, functioning as the desired goal of the plot.®*® The
issue of who is allowed to participate in this communal feasting is also crucial, with
gluttons, wealthy and greedy politicians normally being excluded from it.®*” The
violation of commensality in the prytaneion in particular is a central theme in
Aristophanes’ Knights. There, the slave Paphlagon, behind whom is the Athenian
general Cleon who in real life was awarded the honour of dining in the prytaneion, is
accused of exploiting the honour by stealing food and demonstrating excessive
appetite; this has been though of as an allegory for his political greed.®*® At the end
of the play, order is restored when Cleon/Paphlagon is led out of the prytaneion and
the agora as a pharmakos (‘scapegoat’), convicted to sell sausages to strangers near
the city’s gates while exchanging insults with prostitutes and drinking the dirty
waters from the baths.®*°

Similarly, Erysichthon’s social exclusion in Callimachus’ hymn has been
viewed as associated with pharmakos rituals during which a pharmakos was driven
out the house or the city in order to avert the danger of famine and to promote

fertility.®® Such a rite was practised in Chaeronea, where, according to Plutarch, the

archon gave instructions for the povAipov é€€laotg, that is, the driving out of one of

consumption of meat in particular (the kind of food that Erysichthon eats) is associated with the
concept of the sacrifice and the distribution of meat; see Verbanck-Piérard (1992), 93.

846 Wilkins (2000), 101-102.

847 Examples of gluttons being expelled in comedy are: Lamachus who is excluded from the feast and
the Athesteria festival in the Acharnians, Hyperbolus, who is excluded from the feast in the Knights
and Peace, the gluttons Morychus, Teleas and Glaucetes in Peace, excluded from the food market in
Peace. See Wilkins (2000), 200.

848 Ar. Eq. 280-283, 763-766, 1220-1221. He is compared with greedy Cerberus (v. 1030-1034) and is
contrasted to Aristides and Miltiades, who dined on an equal basis with Demos (v. 1325). See Wilkins
(2000), 182-183, 189-191.

89 Ar. Eq. 1397-1408. The dirty waters are reminiscent of Erysichthon eating the refuse at the
crossroads. Cf.Wilkins (2000), 184, who mentions as a parallel the ritual of leading a scapegoat from
the prytaneion in Alus in Achaea, mentioned in Hdt. 7.197.

850 See Cassin (1987), 110-111; Hunter (1992), 30-32.
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the servants with wands of agnus castus.®

In Hunter’s view, the fact that
Erysichthon is enclosed within the house instead of being sent out reverses the ritual
pattern and for that reason leads to destruction.®®* Faraone has recently re-examined
the idea of Erysichthon as a pharmakos by going a step further and suggesting that
Erysichthon is assimilated to the carnivorous famine demon Boubrostis who was the
object of a cult in Anatolia, concluding that Erysichthon’s exclusion as a pharmakos
is related to scapegoat rituals against famine daemons related to Demeter.®** He also
explains the comic elements in the Erysichthon narrative by suggesting that the
pharmakos ritual against daemons is reflected in scenes from Aristophanic comedies
where a hero is driven out of the house as if embodying a demon or where the comic
opponent is treated like a scapegoat;®** hence, he argues, Callimachus in his comic
treatment of Erysichthon has adopted the motif of the comic abuse of daemons who
eventually suffer the same damage they inflict.®®® The validity of Faraone’s

suggestion regarding Erysichthon embodying the famine daemon Boubrostis, albeit

interesting, is difficult to prove; however, the understanding of Erysichthon as

81 plut. Quaest. Conv. 693e-f. On the scapegoat ritual in general, see Bremmer (1983).

82 Hunter (1992), 31-32.

83 Faraone (2012). He bases his argument on H. 6.102 (viv 8¢ kokd BoOBpwotic &v dpaipoiot
kGOnTon), interpreting it as referring to Erysichthon’s personification of the kaxa Bovfpwotic. On
boubrostis, see the articles by Richardson (1961a); (1961b); (1961c). In his view, the idea of the
demon of famine was present already in the Hesiodic version, where Erysichthon was transformed
into a male demon of famine named Aithon; see ibid., 63-68. He also provides additional evidence for
the popularity of the pharmakos ritual in the Greek world, emphasising the existence of a custom
which dictated that the son of a king or the wealthiest citizen had to sacrifice himself for the protection
of the city from a famine or a plague; see ibid., 68-71.

84 Faraone (2012), 71-72, mentions as an important parallel a passage from Aristophanes’ Clouds (v.
121-123), where Strepsiades threatens to lead his son Pheidippides out of the house by saying: ‘By
Demeter, you will not eat anything of mine, not you, not your racehorse etc.’. He suggests that
‘Aristophanes may even have had the Erysichthon story in mind here, because Strepsiades’ oath ‘by
Demeter’ is odd for a man, unless of course the poet is thinking of Demeter’s important role in
Erysichthon story” (ibid., 72). This is a misleading conclusion, since the oath by Demeter is not
uncommon for men in Aristophanes (e.g. Eq. 435, 461, 468, 812 by Paphlagon/Cleon; Vesp. 629 by
Philocleon; Ran. 42 by Heracles, 668 by Aeacus, 1067 by Dionysus, 1222 by Euripides; Plut. 64 by
Chremylus), while, as already noted, Demeter’s involvement in the Erysichthon story cannot be
argued with certainty for the earlier versions of the myth.

8% Faraone (2012), 73-77.
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pharmakos is certainly not far-fetched and is significant in that it combines religious
and social concerns.

The same applies to the ‘comic’ elements of the narrative, which, as
mentioned above, have been mistakenly considered as pertaining exclusively to the
‘social’ domain and as being contradictory to religious interest. In reality, the
combination of religious and social-political elements is a basic feature of the
comedic genre, which by definition has strong relations with religious festivals.®*®
Relevant to the current discussion is Demeter’s role in comedy, as she, together with
Dionysus and other, lesser gods associated with agriculture are the deities that most
frequently appear in Old Comedy, usually invoked in order to promote agricultural
fertility, that is, one of the basic concerns of Old Comedy. At the same time, they are
expected to guarantee and protect communal values and commensality by excluding

those who do not belong to the community.®’

Moreover, as illustrated in chapter 4,
the comic element is not incompatible with ancient Greek religion, since joking and
laughter constitute an important part of (primarily but not exclusively) Demeter’s
rites, where they function as the means for creating the sense of community and
collective identity among the devotees.®® This idea is first exemplified in the part of
the myth from which this feature of the ritual has been considered to derive, that is,
Iambe’s jesting as recorded in the Homeric Hymn to Demeter; there, Demeter, who

does not eat or drink, is perceived as the outsider, who is, however, gradually

admitted into the circle of mortal women through her response to joking with

856 See Henderson (1991), 17, who argues that obscenity in comedy is related to the obscenity in Attic
fertility cults.

7 Wilkins (2000), 108-109.

858 See Halliwell (2008), 157-158.
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affirmative laughter.®®

Likewise, in Demeter’s festivals ritual joking and laughing
contribute to the formation of a solid religious group, a small community of
devotees. The sense of community is also reinforced by the collective fasting and

communal dining performed by the devotees,®*

while the idea that they follow
Demeter’s paradigm lends them the impression that they belong to the same circle as
the goddess.

This idea of a community of people around Demeter underlies the narrator’s
wish which marks the return to the ritual frame in Callimachus’ hymn, i.e. not to be a
friend or share a wall (op6torgog) with a man who is hateful to Demeter, since bad
neighbours (kaxoyeitovec) are his enemies.®® The adjective dpétorgog (v. 117), is
first attested in Aeschylus’ Agamemnon, in a passage where vocog is said to be
oupotoryog of great health, meaning that only a wall separates great health
(allegorically great happiness) from disease (destruction) and, thus one must be
aware of the danger of hybris and ate.®®> The notion of illness corresponds to
Callimachus’ depiction of Erysichthon’s hunger as a disease,”® while the general

context of the Aeschylean passage corresponds to the situation in Callimachus’

hymn, as it deals with hybris and the destruction of the oikos.®*

89 Cf. O’Higgins (2003), 193: ‘in no other incident in Greek myth a mortal deliberately makes a
divinity laugh and thereby creates a psychological bond between two orders of being’.
80 Ritual dining held an important role in Demeter’s rituals, as demonstrated by the large number of
dining rooms in her sanctuaries in Corinth and Gela. On Corinth, see Bookidis (1993; (2008), 102-
103; Bookidis, Hansen, Snyder and Goldberg (1999). On Bitalemi, see Kron (1992).
%l H. 6.116-117:

Adpatep, pun tivog Euiv eilog, 8¢ Tot dmeydng,

€ und’ opoToyog- €loi Kakoyeitoveg £xBpol.
862 Aesch. Ag. 1003-1004:

[.] vOGOG Yap

yelt@v OpoTOLY0G EPEidet.
%3 H.6.67:

[...] neyéha &’ €éotpevyeto voHom.
See McKay (1962a), 119-121; (1962b), 123-124.
84 Aesch. Ag. 1005-1017. See Reinsch-Werner (1976), 372-373.

188



The word kakoyeitov is attested only once before Callimachus, in Sophocles’
Philoctetes,®® where, however, it has the meaning of ‘a neighbour to his misery’.%®
Despite printing kaxoyeitoveg, Hopkinson supports Meineke’s replacement of the
word with kakodaipoveg (‘those unblessed by the gods’), because, in his view, it
contributes to the balance of the sentence in terms of content, while it eliminates the
repetition of the notion of the neighbour.?®” However, there is no reason to change
the transmitted kaxoyeitoveg, not only because it serves the chiasmus of ameyOnc-
opoToryoc-kakoyeitovec-&x0poi,® but also because the Sophocles passage where the
word kaxoyeitwv first appears demonstrates remarkable similarities in content with
Callimachus’, an observation that, to my knowledge, has not been made by any of
the scholars who examined the hymn. More specifically, the verse immediately
following the one containing the word kakoyeitwv in Sophocles refers to a plague

d,%° which is

(BapvBpmdg) which eats Philoctetes’ flesh and strains his bloo
reminiscent of Erysichthon’s BovBpwotig (v. 102) that ‘wasted him away to his
sinews’ and left him only ‘skin and bones’.?’® Moreover, some verses further down

in Philoctetes refer to the hero’s efforts to satisfy his gaster through hunting,®™

which corresponds to the topic of food, animals in particular, in Erysichthon’s

85 Soph. Phil. 692:
000¢ TV EyydpwVv KaKoyeiTova
866 See Kamerbeek (1980), 101.
87 Hopkinson (1984), 172-173.
868 See Hunter (1992), 31 n. 61.
89 Soph. Phil. 693:
nap’ O oTdVoV GvtiTumov BapuPpdT’ ATOKAMIGELEY GALOTNPOV
¥ H. 6.92-93:
Kot Tovtov ETt pélov Etdketo, HEST’ Eml VELPOLG
dethaim pwvoc te Kol doTtéd PHdVoV EAeipO.
Translation by Hopkinson (1984).
871 Soph. Phil. 708-711:
00 popPav iepdc yag omdpov, 0VK JAADV
aipwv 1@V vepduesd’ avépeg dAgpnoroai,
TV €€ okvPorwV &l Tote TOEWV 710
TTOVOIG 101G avyoEele YaoTpi popPav.
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narrative. Therefore, by adopting the word from Sophocles, Callimachus emphasises
the similarity between Erysichthon’s and Philoctetes’ conditions and at the same time
underlines the contrast between the positive meaning of the xokoysitov (kok®dv
veitwv) whom Philoctetes lacks and the kaxoyeitwv (kaxodg yeitwv) that Erysichthon
himself is.

The value of a good neighbour is a traditional topic in Greek literature,®"?
while the idea of a bad neighbour is best exemplified in a passage from Hesiod’s
Works and Days which scholars have long argued that Callimachus had in mind in
referring to the kaxoyeitwv.®”® The idea expressed in Hesiod is that a bad neighbour
is a great plague, in the same way as a good one is a great blessing, since ‘not even
an ox would be lost, if not for a bad neighbour’. The reason an ox will not be lost
unless one has a bad neighbour is that a good neighbour will be able to prevent the
ox from getting stolen or leaving the house by warning his neighbours or intervening
himself.®™* Erysichthon, on the other hand, is the definition of a bad neighbour, since
not only he would not be able to prevent the ox from being lost, but on the contrary,
he himself may be a threat to its safety, as he may eat it; thus Callimachus in his

portrayal of hungry Erysichthon concretises the Hesiodic idea of a bad neighbour.?”

872 See e.g. Pind. Nem. 7.86-89; Soph. Ant. 373-375; PI. Leg. 3.696b. The idea of the bad neighbour
occurs elsewhere in Callimachus, such is in the instances of Cercyon in the Hecale (fr. 49.10 Hollis =
fr. 294 Pf.) and the mice in Molorchus’ house in the Victoria Berenices (Aet. 177 Pf. = SH 259.12).
See Reinsch-Werner (1976), 374.
873 Hes. Op. 346-348:

T Lo KaKOg Yeitmv, 66cov T dyabog ey’ dvelop

gupopé tol T, 6 T Eppope yeitovog E60A0D

000" av Polc amdrott’, &l un| yeltwv Kokog &in.
See Reinsch-Werner (1976), 372; Hunter (1992), 30-31. The close relationship between the Works
and Days and Callimachus’ Hymn to Demeter is thoroughly demonstrated in Reinsch-Werner’s
analysis of the lexical and thematic correspondences of the two poems; see ibid., 210-229, 371-373.
874 West (1978), 244.
875 Hunter (1992), 31.
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Furthermore, the notion that a person who is hateful to Demeter is a bad
neighbour evokes in reverse the Hesiodic doctrine that a man who works is hated by

6

Hunger but loved by Demeter,®”® exemplified in Erysichthon’s character.®”’

According to Hesiod, a man must cut trees and use the timber to make a plough and

work,%"®

since both gods and men are angry with a man who lives idly, eating and not
working, wasting the labour of others like the drones that exploit the labour of
bees.®”® Erysichthon is precisely the man that Hesiod advises Perses to avoid
becoming, as the reason he attempts to cut down Demeter’s grove is to use the timber
to build a banquet hall where he would have constant and excessive banquets with
his friends. Additionally, Hesiod mentions that hunger and disaster never approach a

man who is just,®®°

while a whole city may suffer famine and plague through a single
man who transgresses and devises evil plans.®®* All these apply to Erysichthon, since
he commits a transgression against a goddess — as explicitly stated in the verse that

introduces the cautionary tale in the first part of the ritual frame —%*? by conceiving a

876 Hes. Op. 299-301:
€pyalev, ITépom, diov yévog, 6@pa o€ ALog
€x0aipn, AN 8¢ 6° votépavog Anunmp 300
aidoin, frotov d¢ TenV TMUTATCL KaAnv
877 See Hunter (1992), 30: ‘Callimachus’ poem tells of a Hesiodic ‘worst case’, a man loved by
Hunger and hated by Demeter’, while ‘[Callimachus’] narrative is a dramatised exemplification of a
central message of the Works and Days — the close link between pious observance and agricultural
iety’.
"8 Hes. Op. 420-432.
879 Hes. Op. 302-311. Cf. the reference to women in Theog. 594-599.
880 Op. 230-231:
000¢ mot’ 1BvdiknNoL pet’ AvEPAct AYOC OTNOET
008’ 1, BaAing 6¢ pepniota Epya vépovtat.
881 Op. 240-243:
TOAAAKL Kol EOpmaca TOMG KaKoD Avopog dmnipa, 240
6otig dATpaivn kol dTtdoBala pUnyovaaToL.
Toiowv &’ ovpavdbev péy’ émnyaye mijpa Kpoviov,
AMpov opod kai Aoy, aropdvubdovct 6 Aaol.
See Giuseppetti (2012), 116 n. 59.
%2 H. 6.22:
iva kai tig bmepPaciog aAéntal
This is modelled on the last verse of the Work and Days, v. 828:
SpviBag kpivev kai vrepPaciog aresivov.
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bad idea,®®® while his punishment, although initially afflicted on himself only,
eventually results in the demise of his entire oikos.®®*

The Hesiodic resonances in the Hymn to Demeter have been explained
mainly on the basis of the moralistic and didactic character of the cautionary tale,?*°
while Sistakou, who has recently re-examined the ‘Hesiodic’ passages in
Callimachus, notes that Erysichthon’s myth evokes the contrast ‘between the moral
integrity of the man of labour and the ethical corruption of the New Man’, as it is
portrayed in Hesiod’s Works and Days.®® For her argumentation she adopts
Edwards’ view that the Works and Days comprise a praise of the archaic village
(Ascra) and its values — more closely associated ith as opposed to the newly emerged
polis (Thespiae).?®” She thus interprets Erysichthon’s actions as being motivated by

his intention to follow an ‘urbanised’ lifestyle, which comically contradicts his rustic

profile, and for that reason he is punished by Demeter, the agricultural goddess par

See West (1969), 8; Reinsch-Werner (1976), 216-217; Hopkinson (1984), 99; Hunter (1992), 30 with
n. 59; Van Tress (2004), 170; Sistakou (2009), 248-249.
883 H. 6.31-32:

6xa Tplomidatov 6 de&og dyBeto daipwv,

Tovtdxig & yeipwv ‘Epvoiyfovog dyato ford:
According to these lines, the ‘right daemon’ got angry with the house of Triopas and Erysichthon was
inflicted by a bad will. Wilamowitz-Moellendorff (1924), 11 32 n. 1, considered that this is a reference
to the good and the bad daemon which are resident in one’s mind. McKay (1962b), 89-90, adopted
this view and further argued that the good daemon deserted Erysichthon, leaving him at the mercy of
his own mind, therefore he is responsible of himself. Hopkinson (1984), 107-108, on the other hand,
argued that the reference to the daemon here is closer to the concept of ate, since the éybsto alludes to
a more active agent. Similarly, Heyworth (2004), 156-157, noted that some responsibility remains to
the daemon and the fact that Demeter was the patron deity of the family of Triopas may mean that her
anger precedes the incident with Erysichthon. The phrasing in H. 6.32 is possibly influenced by the
Hesiodic 1| 8¢ koxr BovAn 1@ Povrevoavtt kakiot (Op. 266); see McKay (1962b), 90; Reinsch-
Werner (1976), 219; Hopkinson (1984), 108; Hunter (1992), 30.
84 The idea that one who is hateful to a god may lead to the destruction of the others who are in his
circle is present elsewhere in Greek literature as well; e.g. Aesch. Sept. 602-608; Eur. Hel. 1354-1355.
See Hopkinson (1984), 171; Vamvouri Ruffi (2004), 124.
885 See e.g. Van Tress (2004), 171; Giuseppetti (2012), 116. On the narrator’s morally evaluative
language throughout the hymn, see Morrison (2007), 173.
886 Sistakou (2009), 249.
887 Edwards (2004).
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excellence.®® Hence, she concludes, by adapting the Hesiodic ideology to a ‘black
comedy’, Callimachus creates an ironic representation of both the ‘primitive
obsession with agriculture’ and the ‘passé image of the avenging god’ as they are
portrayed in Hesiod’s poetry.®®

Sistakou’s interpretation is significant in that it (re-)appreciates Callimachus’
hymn within its Hesiodic context, but it is problematic in its details. Although
Erysichthon is indeed presented as resembling the anti-paradigm in Hesiod’s Works
and Days in ways that have been presented above, his crime is not as much centred
on his refusal to pursue the agricultural ideal by denying his rustic nature,** as on his
disgraceful attitude against the goddess, his inherent shamefulness that is linked with
his excessive appetite and his subsequent attempt to dismiss the social norms of
restrained eating and commensality on a community level.** More importantly,
Demeter in Callimachus’ hymn does not appear as an exclusively agricultural
goddess who defends the respective way of life, but one who is part of the civic
environment within which she regulates social boundaries and human interrelations.
Her placing in a civic setting is demonstrated in the urban ‘markers’ in the ritual
frame, that is, the prytaneion, the temple, the rooftops, the streets and the city,®* as
well as the civic atmosphere of the Erysichthon narrative (the city’s priestess, the

king, the crossroads, the social events), while her role as a regulator of social

888 Sistakou (2009), 250-251.

889 Sistakou (2009), 251-252.

890 1t is not clear how Erysichthon’s occupations and interests are ‘rustic’. Sistakou (2009), 250-251,
argues that, while the occasions to which Erysichthon is invited belong to the sphere of the bourgeois,
the excuses his mother uses emphasise his rustic character which distances him from local aristocracy.
However, as noted above, the activities mentioned in his mother’s excuses in fact conform to the
aristocratic ideal.

81 This is evident in Erysichthon’s announcement that he will have many and extravagant banquets
with his friends only (v. 55).

892 1. 6.128 w0t 10 woMog putovia; 133 d¢ moti vaov; 4 and td téyeog; 134 tavde cdwm motw. Cf.
Depew (1993), 65: ‘the narrator seems to be very specific about the visual and temporal fix of the
scene’. See also Giuseppetti (2012), 104.
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interactions is exemplified in Erysichthon’s ‘social’ punishment and the narrator’s
request to protect her from bad neighbours. Related to this idea is the close link with
Works and Days, where the avoidance of the Limos through working — and thus, by
implication, the alignment with Demeter — is closely associated with social
acceptance.

This ‘social’ role of Demeter evokes her role as Thesmophoros, that is, as the
bringer of thesmoi, meaning ‘laws’,%** which are to be understood both as ritual laws
and, primarily, as the laws of agriculture that are directly associated with the
introduction of civilisation.®®* This aspect of Demeter is referred to in the three topics
presented as kdAlov, ‘more beautiful’, than the myth of Persephone in the first part
of the ritual frame: first, how she bestowed fair laws on cities (v. 18), secondly, how
she instructed the art of threshing and ploughing (v. 19-21) and, thirdly, how she
punishes transgressions (v. 22-23). These are paralleled in the three requests to

Demeter in the final part of the ritual frame: first, she is asked to save the city in

concord and fertility (v. 134-135),%% secondly, to bring forth a good harvest and feed

893 There have been two lines of interpretation of the epithet ©®sopopopog; the first interprets the word
Beopog literally, as ‘what is laid down’ thus referring to the remains of the piglets or seeds or sacred
objects carried from the megara to the altars during the festival of the Thesmophoria, while the second
understands 0goudg metaphorically, as meaning ‘law’. For the first view, see e.g. Deubner (1932), 44;
Burkert (1985), 243; Simon (1998), 19. For the second, see e.g. Parke (1977), 83-84. Regardless of
the actual origin of the epithet Thesmophoros, all ancient sources understand it as meaning ‘bringer of
laws’; see Kron (1992); Dillon (2002), 80; Parker (2005), 280. For ancient interpretations, see e.g.
Diod. Sic. 5.5.2; Lucian p. 276. 25-28 Rabe. Cf. the epithet legifera for Ceres (Virg. Aen. 4.58).
894 See Isocr. Paneg. 28: Afuntpoc yap deucopévng eic Ty ydpav, 8T émhovion tic Kopng
apmacsione, Kol TIPS TOVG TPOYOVOLS UGV eVsVAS Stotebeiong €k TV svepyeciiv, dc ovy 0iov T’
8Ahotg fj Toic pepumuévolg dodety, kai Sovong Smpedc SiTtdc, oimep PEYIGTAL TVYYEVOVLGLY OVGML,
100G TE KOpmoDC, ol Tod P Iprwdde Cijv Nudg oitiol yeyovacty, kol Ty TELeTHV, NG Ol UETACYOVTEC
nepi € TG T0D Piov TeEleVTRG KOl TOD cOumavTog aidvog Hdiovg Tag EAnidag Exovotv. Cf. Chirassi-
Colombo (2008), 18; Stallsmith (2008).
8% This phrase evokes Hymn. Hom. 13:

Anpntnp’ noKopov, ceuviv Bedv, dpyop” deidetv,

adTV Kol kovpnyv, mepikorréa [lepoedveiay.

yoipe, 0gd, kKai Tvoe chov TOMV: Gpye 6 Go1dTG.
See Hopkinson (1984), 183; Bing (1995), 33.
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the cattle (v. 135-137), and thirdly, to be favourable to the person who addresses the
request (v. 138), as opposed to the transgressor who is punished by Demeter (v. 22).
The threefold ‘gifts’ of Demeter are reflected in Erysichthon’s narrative:

8% in full

Erysichthon is a transgressor, the violent earth-render, as his name reveals,
opposition to the first ‘civilised’ ploughman Triptolemus,®®” and one who upsets
social order; thus, he is punished by Demeter in her role of an orderer of society. It
IS no coincidence that after the infliction of the punishment, Erysichthon is mute like
a baby or an animal, which is in accord with Triopas’ calling him a Bpépog and his
prayer to Poseidon to feed him,®® especially when considering that the word he uses
for the latter is Booke, normally referring to animals (and thus when applied to
humans is in a derogatory sense).?®® Furthermore, the list of animals Erysichthon eats
forms a ‘climax of the inedible’, beginning from the wagon mules and the heifer for

the sacrifice to Hestia, leading to the race and war horses and ending with the cat or

mongoose (v. 107-110).°® These points indicate that Erysichthon’s opposition to

8% Erysichthon’s name is thought to be formed by the verb &pb® which means ‘to rend’, and the word
¥Odv, which means ‘earth’, thus it is explained as the ‘earth-render’ or ‘the one who tears-up the
earth’ or the ‘earth-eater’ (‘Erdauffreisser’). Based on this etymology Lycophron refers to Erysichthon
as yatopdv, deriving from ya (yfj) and tépve, ‘to cut’ (Alex. 1396). See Wilamowitz-Moellendorff
(1924), 11 41; McKay (1962b), 38 with n. 4; Hopkinson (1984), 21; Miiller (1987), 27 with n. 68. On
Triptolemus, see Richardson (1974), 196; Hopkinson (1984), 98; Clinton (1992), 38-49.
897 |t has been suggested that Erysichthon’s crime is reminiscent of a group of ‘laws’ thought to have
been rendered by Triptolemus at Eleusis, which dictated: ‘honour your parents, celebrate the gods
with crops and do not harm living creatures’ (Porph. Abst. 4.22). Erysichthon infringes all three
commands: he threatens the goddess-priestess who addresses him as tékvov, he attempts to destroy
Demeter’s grove and plans to have excessive banquets. His punishment corresponds to the doctrine as
well, as he acquires excessive appetite for meat alone which leads to the demolition of all the animals
in the house, even the one that was appointed for sacrifice to Hestia, while his condition causes
humiliation and despair to his parents. On Triptolemus’ doctrine, see Parker (2005), 282 with n. 48.
On its association with Erysichthon, see Miller (1987), 36 with n. 109; Ambuhl (2005), 185.
% H. 6.103-104:

1] ol AmOGTAGOV YUAETAY VOGOV NE VIV 0OTOC

Booke AaPav: apai yap dreprkavt tpdamelot.
899 See Hopkinson (1984), 163, who notes, however that the tone in this passage is ‘of utter despair’.
cf. Pucci (2007), 67, who notes that Bookewv suggests bestiality. It is used in a demeaning sense in the
Odyssey with regard to Odysseus’ gaster, see e.g. Od. 17.228 (Bockew onv yootép’ Gvaktov); 17.558
(yaotépo Booknoelc).
*YH. 6.105-110:
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Demeter causes him, according to Hunter, to ‘break those distinctions in social
behaviour which separate us from the animals’, thus marking the reversal of the
process of civilisation and Erysichthon’s subsequent expulsion from ordered
society.*®! Civilised living is exemplified in the agricultural process over which
Demeter presides, a basic premise of which is human collaboration, while its
outcome, the bread, is the symbol of civilised diet, not only because it represents the
team-effort needed for its creation,® but also because it is a divisible kind of food,
the ‘political’ form of nourishment par excellence that allows everyone to have an
equal portion.®®

The civilising aspect of Demeter as Thesmophoros is directly associated with
her role as the orderer and protector of the community, which is best illustrated in
the festival of the Thesmophoria, whose primary purpose was to ensure the survival

of the community through the promotion of the fertility of the crops and women.%%*

YAPOL HEV pavdpat, keveal 0& pot adiieg oM

TETPATOO®V: OVOEY YO ATOPVIOUVTO UAYELPOL.

aALG Kol ovpTloag peyordy DE VGV Gpasdy,

kai tav PdV Epayev, tav Eotig Etpepe pamp,

Kai Tov aeBro@opov Kai TOV Todeunov inmov,

Kol Tav pdhovpty, Tav Etpepe Onpio pukkd.’
See Miller (1987), 20; Ambuhl (2005), 184.
%1 See Hunter (1992), 32. Relevant is the view that the mortals’ dependency on their gaster signifies
their ‘animal nature’ which separates them from the gods; see the discussion by Vernant (1990), 194,
with regard to Pandora’s myth in Hesiod’s Theogony; he notes that Pandora is called a gaster (v. 599),
i.e. an insatiable belly which consumed humans’ bios, and thus symbolises the reason mortals were
separated from gods, while the humans’ enslavement to their bellies is justified by Prometheus’
storing the edible parts of the animal in the gaster. Cf. Stoddard (2004), 78-79. Another view sees in
the dependence on the gaster a symbolism of non-social behaviour, opposed to the civilised way of
life in communities; see Svenbro (1976), 50-59; Thalmann (1984), 144-146.
%2 See Parker (200), 280 with n. 45. He further argues (ibid., 280-282) that the collaboration needed
in agriculture is a prerequisite for collaboration on a social level, as indicated in the rite of the three
sacred ploughings performed near the time of the Thesmophoria in Athens, where the Bouzyges
articulated curses against those who had antisocial behaviour, such as refusing to share fire or water or
helping someone to find his way or leaving a corpse unburied.
%3 Chirassi Colombo (2008), 18. On the civilising aspect of Demeter, see also the myth of the
Melissai recorded by Mnaseas of Patara, mentioned in chapter 5, p. 117-118.
%4 The first was exemplified in the ritual during which the remains of the pigs sacrificed were placed
in the megara in order to be brought up at some point later and be used by farmers as a substance
guaranteeing good harvest. The second is indicated by the naming of the third day of the festival as
KaAlyévew, that is, the goddess of the ‘beautiful offspring’. On the Thesmophoria festival, see
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The importance of the Thesmophoria for the guarantee of the community’s welfare is
best exemplified in Athens, where the participants were exclusively married women
citizens, i.e. those who were able to produce legitimate children and thus influence
the city’s affairs.”® The proceedings of the festival itself had a social-political
character, in that the women participants formed an alternative society with its own

906

‘political” organisation: the two Gpyovoa (analogous to the dpyovtec),” " the council,

the assembly and, possibly, a court.®’

The double aspect of Demeter Thesmophoros as a goddess presiding over
agriculture and at the same time ensuring the prosperity of the community is
reflected in the location of her sanctuaries, as they are usually situated outside the
city walls, i.e. in the intermediate, cultivated space between the city and the
countryside, or on the slope of the acropolis, i.e. within the city but not in the civic or
residential areas.’® Scholars have argued that extra-urban sanctuaries served to

define the city’s boundaries,” while at the same time they functioned as the places

where people from both the city and the neighbouring areas participated in

Farnell (1905), 111 75-112, 326-328; Deubner (1932), 50-60; Parke (1977), 82-88; Brumfield (1981),
70-103; Parker (1983), 81-83; (2005), 270-283; Simon (1983), 17-22; Burkert (1985), 242-246;
Sfameni Gasparro (1986), 223-283.

%5 parker (2005), 271. See also chapter 5 for the association of the bee, Demeter’s sacred insect and
the appellation of the women participants of the Thesmophoria, with the ideal wife. Cf. also Callim.
fr. 63 Pf.

%% Isae. 8.19; IG 11 2 1184.3.

%7 This is reflected in Aristophanes’ play Thesmophoriazousae, where the Thesmophoria is denoted
as an assembly (v. 84, 77) involving ‘orators’ (v. 292) addressing the demos of the women (v. 335,
353, 1145) and presenting psephismata (‘proposals’) and nomoi (‘laws’, v. 361), while the women
undertake the role of the court by putting Euripides on trial. See Brumfield (1981), 70-103; Kron
(1992), 615-620; Bowie (1993), 206-207, 209; Lowe (1998), 149. Faraone (2011) discusses curse
tablets found in Demeter’s sanctuaries and suggests that they reflect juridical activity undertaken by
women during the Thesmophoria. See also chapter 3, p. 63, on the curse tablets of Cnidus.

%% For instance, the Eleusinion in Athens is located at the foot of the Acropolis; similarly, Demeter’s
temples in Thebes and Megara. Outside the city-walls were situated the temple at Agrae where the
Lesser Mysteries took place, as well as Demeter’s sanctuaries in Corinth, Paros, Thasos, Smyrna,
Troizene, Gela (Bitalemi), Selinus and Cyrene. See Richardson (1974), 250, for more examples and
bibliography. Cf. Burkert (1985), 242, 442 n. 3; Cole (1994), 201; (2004), 143; Foley (1994), 52;
Dignas (2007), 166.

%9 De Polignac (1995); cf. Malkin (1996), who argues that this does not apply to all extra-urban
sanctuaries, as different reasons dictate the placement in each case.

197



customary rituals and came into contact.”*® Demeter in particular, the goddess of the
land par excellence, is distinct for her role in defining territories and functioning as

an intermediary between city and countryside,**!

a role which is best exemplified in
colonial environments.

More specifically, the foundation of Demeter’s sanctuaries in many cases
took place almost in parallel with the settlement at new territories, as the promotion
of the crops’ fertility was a basic concern of the colonists.®*? Thus it was necessary
for them to secure a piece of cultivated land outside the limits of the city, a task
which did not always receive the natives’ consent. An extra-urban sanctuary of
Demeter, a goddess whose sphere of influence extended both to the city and the
countryside and whose agricultural and chthonic concerns are universal, functioned
as an intermediary between the new settlers and local inhabitants.™ All these have
been mentioned in chapter 2 with regard to Demeter’s and Kore’s extramural
sanctuary in Cyrene, established soon after the foundation of the colony, and whose
location outside the city walls is indicative of the colony’s intention to define the
territory into which it planned to expand. At the same time, it linked the urban and

rural zones and functioned as a mediating place for Cyrene’s population which

consisted of locals, colonists and immigrants, mainly Greeks and Egyptians.

%10 Kane (2008), 167.

1 Another reason for the placement of her sanctuaries outside the city walls was the fact that
initiatory rites took place in her sanctuaries, which dictated that these were situated outside the
geographical confines of the community, as initiation presupposed a period of seclusion from social
life; see Jeanmaire (1939); Richardson (1974), 250; Foley (1994) 52. Pedley (2005), 46, mentions also
the sanctuaries’ placement near cemeteries, functioning as intermediaries between living and dead.

%12 Bookidis (2008) examines Demeter’s involvement in mythological and historical stories of
colonisation or re-colonisation and suggests that Demeter’s title éroucidia in the sanctuary of Demeter
and Kore at Corinth is related to émoweiv, ‘to colonise’, a role reflected in the colonisation of Sicily
and the establishment of Demeter’s sanctuaries on the island. She associates Demeter’s role in the
colonisation process with the importance of the growth of crops from the initial stages of the
settlement.

913 See De Polignac (1995), 115; Kane (2008), 167.
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Intermarriage between native women and colonists was an early phenomenon in
Cyrene and Demeter’s cult was soon incorporated into the native’s rituals.®** Hence,
the worship of Demeter allowed the blending of women of different ethnicities and
social levels, both from the city and from the country.®™

It is very possible that Demeter had a similar role in Ptolemaic Egypt, where,
as we noted in Chapter 1, her cult was widely diffused, both in Alexandria and in the
chora, both among immigrants, themselves a diverse group as they derived from
different places of the Greek world, and the native population.”® In chapter 1 it has
also been demonstrated that Demeter was from an early stage assimilated with the
Egyptian goddess Isis and that she was worshipped in both guises by Greeks and
Egyptians, functioning as an intermediary between them. | suggest that the emphasis
on Demeter’s social aspect in Callimachus’ Hymn to Demeter reflects her actual role
as a regulator of social interrelations, especially within the civic environment where
the agricultural concerns are secondary. This idea is supported by the civic setting of
the ritual frame, as well as the emphasis on the neighbour; especially the word
oupotoyog creates the impression of a city densely inhabited, where mutual
dependencies and the sharing and maintaining neighbourly relationships are in the

foreground. One is tempted to view behind this a reflection of everyday life in

914 See White (1987), 67-84; De Polignac (1995), 113-114.
915 See Kane (2008), 168 with references.
916 See Fraser 1972, | 38-54; Scheidel (2004), 24-27, on the different ethnicities in Alexandria.
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Alexandria,”" one of the first cities of great size in the ancient world whose urban

space was carefully organised from the initial stages of its foundation.**®

%17 Cf. Knight (1993), who acknowledges that Demeter in Callimachus’ hymn is surprisingly placed in
the urban space — without being at the same time completely distanced from her agrarian concerns —
and associates it with the other gods’ relocations in cities in Callimachus’ hymns (Zeus, Apollo and
Artemis); however, she does not believe that that these reflect the great cities in the time of
Callimachus, but rather the gods’ close relationship with humans’ everyday life in the polis. Cf.
Petrovic (2007), 153.

8 On Alexandria’s city design, consisting of the civic centre (including the agora, the gymnasium
and other public buildings), the royal courters and quarters consisting of blocks of houses, see Mueller
(2006), 111; Hoepfner and Schwandner (1994), 241. Arrian records that Alexander himself defined
the architectural design of Alexandria (Arr. Anab. 3.1.5-3.2.2). See also Scheidel (2004), 1-2, who
notes that the emergence of cities of great magnitude is a special feature of the third century BC, with
Alexandria and Antioch being the first large metropoleis.
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Conclusions

What my thesis has demonstrated is that Demeter is a very prominent figure in
Hellenistic poetry, primarily in her role a symbol of new poetics, a symbol however
that is also religiously informed. This particular use of the goddess as a metaphor
possibly derived from Philitas’ elegiac poem Demeter, whose importance as a model
for the other poems dealing with the goddess, despite its fragmentary state, is
confirmed. The Hellenistic Demeter concentrates qualities that are crucial for the
definition of Hellenistic poetics, such as purity, exclusivity, moderation, refinement.
The fact that these apply to her cultic image was most possibly what led Philitas and
the poets who followed him to use Demeter in this particular way.

In the first part of my study I presented the evidence for Demeter’s cult in
certain places that are of particular importance for the poems | discussed. My
analysis has shown that Demeter was a very prominent goddess in the religious life
of all the areas | examined. In Egypt in particular she was among the three most
important Greek deities (the other being Dionysus and Aphrodite), while her cult was
unique in that it was diffused among both Greek and Egyptian populations. The
reasons for her popularity in Egypt lie mainly in her universal character as an
agricultural goddess, as well as her assimilation to the Egyptian goddess Isis. These
two factors possibly determined the Ptolemies’ attempts to associate themselves with
the goddess, evident in cult and iconography. Demeter’s role as a mediating goddess
between local and immigrant populations is a feature of her cult in Cyrene as well, an

area that shares with Egypt a strong interest in agriculture. Demeter’s cult on Cos is
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distinct for the special purity requirements of her priestesses and is of particular
importance as the topic of Philitas’ Demeter.

The importance of this particular poem for Demeter’s establishment as a
poetic metaphor is one of the topics of the second part of my study, where I
demonstrate that Philitas’ Demeter is in the centre of a network of poems on Demeter
which includes Callimachus’ Hymn to Demeter, the epilogue of his Hymn to Apollo
and Theocritus’ Idyll 7. The common feature in these poems is that Demeter appears
in association with images that are traditionally used as poetic metaphors, such as the
bee, the spring and the pure water. Furthermore, she appears to function as a
regulator of poetic boundaries, in the sense that she presides over poetic inclusion
and exclusion, an aspect of her poetic image which is possibly influenced by the
exclusive character of her mystery cult. Another element derived from her religion
and mythology that informs her poetic image is her close association with fasting,
which is associated with the prevalent Hellenistic idea of leptotes.

Demeter’s role as a regulator of poetic boundaries not only is not contradicted
but on the contrary, is reinforced by her role in managing social boundaries, as it is
depicted in Callimachus’ Hymn to Demeter. Among the poems | have examined, this
is the one that most clearly reflects religious developments of his time, that is,
Demeter’s prominence as a goddess who controls social interrelations, an aspect of
the goddess which is of particular importance in areas such as Ptolemaic Egypt or

Cyrene.
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