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Note.

The text of Callimachus used for this thesis is that of R. Pfeiffer,
Callimachus, Oxford, Clarendon Press ; vol. I, Fragmenta, 1949, vol. II,
Hymni et Epigrammata, 1953. For other ancient authors quoted the latest.
Oxford Classical Text has been used, except in the case of Hesiod,
Herondas, Longinus and Cato, for whom the latest Teubner text has been
used. Periodicals have generally been cited in full, but standard
abbreviations have occasionally been used and can be checked in

Marougeau, L'Année Philologique.
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Addenda.,

Page 51, note 1 : this explanation of arsis and thesis refers to
dactylic metre.

Page 54, line 2 : the digamma is mentioned by Trypho at Pass. 11,
and referred to by Dionysius of Halicarnassus at I, 20.

Page 55, line 12 : it is not certain, however, that Apollonius has
chronological precedence in this case.

Page 67, line 14 : good examples of Catullus' adherence to the Greek
are found at lines 44, 47-8, 51-4 and 75-6, which resemble
Callimachus, fr.ll0, lines 44, 47-8, 51-4, and T75-6.respectively.



INTRODUCTION.

This thesis attempts to determine the importance of the Hymns of
Callimachus in Greek literature by considering them from several
viewpoints. Callimachus wrote during the first half of the third
century B.C., at a time when traditional religion was still considered
an important stimulus to serious literature ; hence the Hymns concern
the same Olympians who had presided over Greek literature for
centuries. Callimachus, then, dbuilds from a traditional base. In
this thesis we shall see how he brought fresh interest to his theme
by incorporating ideas from other soﬁroes, both contemporary and
earlier. It is also possible to see the influence of elements from
other parts of the Callimachean corous ; the most important in this
respect are his Evigrams, of which some sixty survive, his Aitia, an
aetiological poem in four bcooks of elegiacs, and his Tambics, of which
thirteen survive more or less intact. Callimachus' attitude to his
literary heritage can be seen from his famous phrase Gpdprupov
oddey deidw (fr. 612). In this thesis we shall observe his advance
from this standpoint.

Chapter One examines the influences. of other genres of

literature upon the Hymns. The role of tragedy is considered, and a

possible Callimachean involvement is discussed. Twd genres of literature

which may be said to have reached their peak in the Hellenistic era

are the epigram and the mime ; both are examined in relation %o the

Hymns.
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Chabter Two deals with a comparison between the Homeric
Hymns and the Hymns of Callimachus. The former provides a convenient
title for the numerous hexameter hymns which were written in the
pre—-clasgsical, classical and even Hellenistic ages. It will be seen
that Callimachus has expanded the rather rigid framework of the
Homeric hymn to include new elements ; he has also occasionally
excluded earlier features. The results which Callimachus achieved
were themselves adopted and adapted later in Latin literature.

Chapter Three is of more varied content. Metre and prosody
are considered in relation to the Homeric background. A poséible
element of the evolution of the hexameter is discussed, and several
phrases from the Hymns are examined which suggest that Callimachus
was recalling this original element.l Dating the Hymns upon
subjective grounds has been avoided, but an attempt is made to find
a pattern of development with rerard to Callimachus' use of certain
metrical features. The influence of other aspects of Callimachus'
style upon Catullus is also glanced at. Structural effects are then
dealt with, and the arrangement of words within the hexameter is
considered both in respect to earlier literature and to later Latin
literature. The freguent use of anaphora is discussed, followed by
an examination, in the fifth hymn, of a poésible Callimachean

re-modelling of the traditional Homerié epithet. Callimachus' use

1For further evidence of Callimachus! interest in gnomic
sayings v. M.L.West, C.R., XIX, 2 (N.s.), June, 1969, p.l42.
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of two features common to early epic, the simile and tmesis, is
examined. The chapter ends with a mention of alliteration, rhyme
and other verbal points.

The fourth chapter consists of a brief conclusion which
attempts to synthesise the various elements of the thesis in order

to obtain a general picture of the poet and his work.
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CHAPTER I
INFLUENCES OF OTHER GENRES.

The scholars of Alexandria, who were often creative literary figures,
were renowned for their learning and range of knowledge; Callimachus,
who practised both professions, was almost certainly the most famous
scholar-poet of antiquity. During his lifetimelhe may be presumed to
have read most of the Greek literature written up to that time, and if
he were to catalogue such works correctly, he would require considerable
powers of criticism.1 This background will help us to understand the
nature of the Hymns ; and we shall see how Callimachus made use of it
to solve the problems which faced him. .
The main problem was this : How was a third century poet to
write something of originality and interest in a genre which had been
exploited for centuries, elements of which enjoyed the fame of the
divine bard Homer, and his age 7 This chapter seceks to provide part
of the answer. Callimachus seems to have exploited the possibilities
~of the hymn, to have léd it in new directions, and to have bestowed
a series of life-giving transfusions from other genres. His learning,
his knowledge of earlier as well as contemporary literature thus

becomes of great imporiance.

"lge did not please all with his clagsification of a paean of
Bacchylides, and the orator Prodicus, v. Pfeiffer, 4 History of
Classical Scholarship, Oxford, Clarendon Press, 1968, op. 130-31.

1



With the quest for novelty and originality came also that of
variety. The variety of style and form in the six hymns cannot fail
%o impress;the reader., Callimachus was probably making use of.the
different kinds of hymans known in antiguity - religious hymns,
processional hymns, symposiai hymns, etc.}‘These were written in a

variety of metres by authors such as Fumelos, Terpander, Alcaeus,

. 2 . . .
Alcman and Pindar. There were also hymnal elements in carmina vpopularia

as well as in the classical tragedians. This diversity must surely
have become an asset to Callimachus.

Bearing in mind the reciprocal nature of Alexaﬁdrian poetry
it is hardly surprising to find the Hymns of Callimachus showing
the influence of othér contemporary literature, such as the mime or
pastoral pnoetry. But the influences of the classical period — of
Pindar and the drama — are no less strong, although, perhaps, more
problematic, and it will be worthwhile to consider the question in
some detail.

Conflicting evidence awaits us when we examen the guestion
of Callimachus and tragedy. Did he himself write any ? The question
is of no mere academic interest. It has been supgested that the Hymns
are works of considerable originality in form and content ; if

Callimachus wrote tragedy, such gualities might again be expected to

lAs well as the Homeric Hymns, which will be considered in
detail in the next chanter.

2For detailed information v. Wunsch, R.-E., 1X, s.v.Hymnos,
particularly sub-section 1V, pp.155-164.



hypothetical Callimachean flavour, or are they rather classical ?
It would clearl& be of great help if we knew that Callimachus

wrote drama, and equally instructive if we knew for certain that he
did not. The Souda is quite clear on this point. Callimachus wrote
tragedy (as well as comedy). Apart from this, however, there is

no mention in antiquity of Callimachean tragedy ; nor, of course,

is there any extant. It is noticeable that Callimachus wrote no
hymn to Dionysus, but this may not be too significant., It is one

of the paradoxes of Greek literature that tragedy, although
Dionysiac in origin and pretext, is nevertheless Apollonian in
content, i.e. the intellectual element supersedes the irrational.
Further evidence against any Callimachean tragedy mey be provided
by fr.215: ftig Tme@ébg noloa Annvdilovoa.

This is almost certainly a reference to tragic bombast, and,

unless humour is intended, it is hardly complimentary.l It may also
be said that the style of Callimachus, his MoBoav .... Aemtadény
(fr.1,24.) was unsuitable for the grandiloguence of tragedy. This
view, however, may refer only to tragedy of the fifth century,
especially Aeschylus ; we know little of subsequent tramedy. Pro-ertius

certainly seemed to see a distinction between the Aeschylean style

of writing and the work of Callimachus, II sxxxiv,41:

1 . . . . .
It is not impossible that there may be a metrical reference

to the lecythium. Although this term appears first in Hevhaistion, it
was based on a phrase of Aristophanes,Ra.l200 and subseguent lines -
AnndBrov &ndrecev » Which Callimachus would presumably have known.



desine et Aeschyleo componere verba coturno.
where Lynceus is advised instead, (11.31-2.):

tu satius memorem Musis imitere Philetan
et non inflati somnia Callimachi.

Against such points, however, there is still something %o
be said in favour of Callimachean tragedy. Ep. 8 is suggestive :

Munpf TLC, ALovas, nmxa npnoaov;u ToLN Ty
pncbg-é wEv “vind’onol 1o LaApOLUTOV,
65 ob ph Tvedong su&cgbog, nv LG spnrab
‘ntic €Barec;’ @nou- onhnp& T Yuyvéuava.’
o) usppnpf?avtu T pﬁ €vdiuc tobto vévorto
\ H ¥
Toumog* £por &, avaE, 1 BpaxvokaOpEn.

-80]

There is, of course, no certainty that Callimachus is referred_to,
but if he is, then the addressee suggests that drama is in gquestion ;
but it may equally well be a reference to sympotic poetry, during the
course of whicH some kind of poetic contest was held. In this case
the epigram might have been inscribed on a'drinking vegsel -

Callimachus' own ? BEp. 7 is also relevant:

ers @eobrnrog naeapnv 586v. ¢t &’ snL n1roodv
7oV TSOV oux a¥tn, Bluye, Vexsveog ayct,

EAhov pEv nnpvnsg ¢nl BpaVBv ovopa %ULpOV
@béyEovtaL, ncivov 6’ ‘BAAug del cowlnv.

It seems that Callimachus is praising a tragedy, or perhaps a
dithyramb, of Theaitetos. That its style should be acceptadble to
Callimachus suggests that tragedy may have altered since the fifth

century as much as comedy did. Further evidence is provided by ep.?39:

Edsalpov OTL dAha uavsug wpxaTog 'opéorac,
Acvnaos, oy Afov odn cpévn pavﬁav

oV 6’”Ka8 ricraOLv iz 5@%00@ U}Lr ErEyyet
7OV ¢Lhov'd\h «t xnv,bo&u £610ake uovov

% ThYg na Tov CTULpOV GAUKEGS'TOUTO nofoo.g
iy The noAAbg ovnéT *Eyo TvA&dag.

In this epigram Callimachus (assuming that nﬁyEOf 1.6 refers to



Callimachus) secms o be saying that he lost his friends by
producing a drama — whether his own or someone else's we are not

not told. At the least, it shows a considerable interest in drama.
Moreover, Callimachus justified his moAveldeie (which may be a
significant word in itself) by claiming in Tambus 13 to follow Ion
of Chios, according to the diegésis% Ion was a fifth century figure
noted for his variety of~¢ompositipn, but his main claim to fame

was as a tragedian, and the Algxandrians placed him in their "Canon"
of tragic poets? It is also interesting to note that Callimachus and
Ion seem to be the only poets, or writers for that matter, to use the
noun gépov in a mefaphorical sense. Ion, in his trasedy ’Apygﬁob
wrote; ‘oc weAardy olufag oépov.’

Hesychius, who guotes this passage, adds: 6&Act 8¢ Adyerv 81

&xpnotol elov 81& 14 Yyfpag. Ion has, in fact, by the apologetic &g,

if it belongs to the guotation, (which it may not), produced
what might be called a "metaphorical simile". Callimachus uses the
noun in Iris' derogatory description of Delos (1V, 225.):

"Aotepln, wOVTOLO MHandY GEpov *
Did Callimachus derive this metaphorical usage of the word from Ion ?
Phrynichus, who censures the incorrect use of this word4 seems only

to know of its literal sense. In either usage it is extremely rare.

,;Pf.vol.l,p.205.

R-E., 1X, p.1861.

3Fr. 9. (Nauck)

-83v

g

Eclogae Nominum et Verborum Atticorum, ed. Lobeck,




The style of Ion may have seemed less bombastic and grandilogquent
to Callimachus than that of his trasic contemporaries, if we can
trust "Longinus'", who says of Ion (and Bacchylides):l

[3 \ 2 P \ 3 -
oL eV ABLATMTWTOL HOL £V 9 vAoevpd AV T HEHAAALYPOONLEVOL . v e

-~ "They are without fault, and write with beauty and smoothness.™

For these several reasons, then, we must consider the possibility

that Callimachus wrote drama.2 But even if that question cannot be
answered with more satisfaction, there is no doubt of the influence
of tragedy in the Hymns. It is, in the main, confined to the fifth
and sixth hymns, although elsewheré the occagional word or phrase

is found which recalls the fifth century tragedians3. But they tell

us little about Callimachus'! use of the structure and conception of

tragedy as a genre. The fifth and sixth hymns, however, can be
regarded as a study of vépeoig and TBprg , which were fundamental
concents of Greek tragedy. It is true that they were also
fundamental to Greek thought in general, but the emphasis which
they receive here is absent from earlier hymns. The sixth hymn is
concerned with the UBptg of Erysichthon, who deliberately and
blatantly sets himself in conflict with a deity, Demeter, as
Pentheus had done with Dionysus in the Bacchae. For this vépeoug

awaits him, and the goddess brings about his ruin, as Avhrodite

1 =

331 D’

2., . . . S .

Giannini (Dionysio XX{VII, 1963.)mentions a supposed
reference to fellow tragedians in fr.486, but it is too uncertain
for serious consideration.

3Lists are given by Kuiper, Studla Callimachea, Leyden,
1896, pp.226~7, and Giannini, op,cit. pp.52,3,6.




destroyed Hippolytus. Erysichihon's downfall by insatiable
hunger, and his ignominious end as a beggar, do not, perhaps,
equal the glorious fate of some tragic figures ; his punishment,
however, is similar to that of Tantalus, food and hunger being
esential elements. Tantalus, incidentally, was the subject of a
tragedy by at leasgt four fifth century fragedians - Aristarchus,
Aristias, Phrynichus and Sophocles ; Callimachus had presumably
read them. The trasic element is not a study of Erysichthon's
character. This is probably due as much to the limited scope of
the hymn as to the fact thet Demeter is the main subject. The end
of this sixth hymn also resembles a tragic epilogue. The speaker(s)
pray(s) to Demeter to be spared the fate of Erysichthon, and do
receive prognerity. We are reminded of the ending to the Suppliants
of Aeschylus, where tlhe chorus of the dauchters of Danaus pray to
be spared the fate of marriage with the men they hate, the sons of
Aegyptus.

The fifth hymn, the Bath of Pallas, is slightly different.
The offence of Teiresiasg can hardly be termed GBorc » since his
action was involuntary — ovx £88Awv (1.78.). He had no intention
of witnessing the bath of, Athene ; it was his fate to do so, (11.104-5):

\ ~ T ’
ceestmet Motpdv w6’ énévnoa Afva,
I 4

~ 3
dvino 10 mpdTdv viv £yelvao e...

The tragic element in thig is quite obvious. Qedipus, too, in his

. NN

innocence, was led to enact Ta un feuitd .(1.78.). Both characters
. . \ ’ ’ X
illustrate well the common CGreek maxim 7nadwv 8& Tc vimriLoC EYVw.

Teiresias comes to wisdom through suffering,and fares considerably
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better than Erysichthon. His punishment is tempered with mercy ;
he is given the gift of prophecy to compensate for his blihdness.
Those who regard Callimachus as a propagandist and sycophant of
the Ptolemies, because of certain élements in the fourth and other
hymns, should observe that Teiresias does not make such flattering
use of his newly acquired gift of prophecy. Indeed, he is a umqév
npbdownov — perhaps still awed by the pfesence of Athene -

gotdun 6’ &psoyyog (1.83.) The role of Chariclo, mother of Teiresias,
isg not unlike that of some tragic choruses. Her words could well
be those of a coryphaeus'in a chorus heavily committed to the
action, such as is found in the Bacchae of Furipides. Teiresias
also figﬁres in that play, and a comparison of his case with that
of Actaeon is made there too.

In his fifth and sixth hymns Callimachus had displayed the
divine vengeance on both the guilty and innocenf. We also find that
the impact of a deity upon the minds of mortels is reminiscent of
similar themes in tragedy, although Callimachus does not develop
the vpossibilities to any great extent. In the second hymn, to
Apollo, the god enters into the minds of the chorus of youths ;
they see and hear his presence, although others cannot. We are
again reminded of the Bacchae, where the minds of the women are
possessed by Dionysus. In this secondmhymn, and also in the sixih,
the chorus are represented as initiates. In the latter case they

they are worshippers of Demeter, and while the scene is a contemporary



one, the Eleusinian mysteries may well have been in the poet's
mind.
It would also appear that Callimachus used the phraseology
of such religious ceremonies to express a poetic ideal, as Horace
did at the beginning of his third book of Odes. Certainly .én&g
&xtc 8otivg dAavtpde  ( II,2.) recalls Horace's :
0di vrofanum volgus et arceo, (Carm.III,i,l1.) .
Callimachus instructs the young men to sing, ( and most of the rest
of the poem may be intended to represent his song for them) -
of 6t véoy poArmfy e ol éc Xopav gvthvacbe. (II, 8).
Horace had similarly written : virginibus puerisque canto (Carm.III,i,d4).
In general it would seem that Callimachus has made use of
tragedy in its traditional classical form ; we have also seen that
he praised the Hellenistic traredy of Theaitetos. It appears likely,
then that Callimachus had no complaint against tragedy as a renre,
but rather against the bombast and pomposity which some writers

applied to it.

Mime and epigram are two genres of literature which were of
great importance in Hellenistic times. Now that we possess eight
more or less complete mimes of Herondas we can perceive the influence
which this type of literature had upoﬁ>Callimachus. Strictly verbal

coincidences between Herondas and Callimachus are few and inconclusive.

lInstanceé are cited in the index to the edition of Herondas
by Headlam and Xnox, Cambridge Univ. Press, 1922.
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But the mimes as a whole are certainly significant. In this
respect hymns .II, V. and VI stend apart from the rest. Horowski,1
indeed, calls them religious mimes; this, however, seems to
anticipate the question of performance, which is at best a |
dubious issue.

We can certainly see that hymns I, V and VI differ

radicaliy from the others. They plunge immediately in medias res,
which is a characteristi; associated with the mime, but not
generally with the hymn. It may be, however, that Callimachus
derived this indifference to a formal setting from the epigran,
which, because of its brevity, must dispense with such matters.
Epigrams generaily rely on the use of a telling word or pregnant
‘phrase which reveal the setting and situation. The setting is, in
fact, part of the action, and unfolds itself line by line.

Callimachus himself gives us a fine example of this in ep.l3

7 N \ ) F I ’
H p’dmo oot Xopldag dvanaderar; ‘el tov “Aplupa

0% Kvpnvalov malda Aéyeig, vn’épol.’

d Xoplda, 7L T& vépOe; “wold oudroc.’al 6°&vodor <l;
“peBboc.’Sd 6 Nxobtwv; ‘nbboc. dmwAducba.

‘ovtoc Zpodc Adyog Uppiv dAnBivdgr i 6t tov H5Ov
BobAict, MeAhalov Bolc wéyag eiv ’Afég.’

What we are not told, but must deduce for ourselves, is that the
first speaker is standing beside a gravestone. The second speaker

is dead and is represented as replying from the world below. This

is quite an unusual idea, as normally one had either to be addressed

lDe Call. Hymnorum Colore Mimico, (Bos,LIV,1964.) p.73.
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by a ghost or descend to the underworld oneself. The idea is not,
however, without precedent in earlier Greek epigraml; later the
Roman poets further advanced the technique.
We can see how this epigrammatic technigue has been applied

to the introduction and setting of the Hymn to Apollo:

Otov 6 rwnokkwvog ¢oefoato 6a@vnvog opnnz,

oEa &’ 8hov ro nérabpov: Entic suog dotig akbrpog.

uac &f mov ta 8dpeTon HAAD TodL @ouBog dp&ooer

ovx ép&ag, swsvsvoav é Ankbog néu TL QOTVLE

2Eamivne, & ot uvnvog 2v d%p1 uadov delber.

aﬁrdl vBv natoxfieg avauhtvadec TVALLY,

avrat bt uAntoec: & Yap 8ecog ovncru porpfve

ot 65t véol poknnv TE ua\ tc yopov ZvthHvaode.
The speaker is in front of a building , which has a gate or door
with bolts. Since Apollo is there, it must be his temple. A laurel
branch and a palm itree are nearby ; a crowd of youths is in attendance.
This information is not presented to us in a factual way ; the reader
must f£ill in certain details, and a complete picture emerges only
gradually.

The technique used Ey Callimachus here is not dissimilar

to that used by Theocritus in the Adoniazousai, in which the

influence of the mime can be clearly seen -~ in fact, it is a literary

mime. This poem of Theocritus is on a slightly higher social level

than most of the mimes of Herondas ; the three mimetic hymns of

lV Friedlander and Hoffleit, Epigrammata, Univ. of
California Press, 1948, no.139A.

2 . . . .
For instance v. Propertius,l,xxi, and IV, xi. Also
Horace, Carm. I, xxviii.
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Callimachus, however, are so far removed from contemporary
reality that the plot is far from being a nflpnoig Blov. Yet both
Herondas and Callimachus would appear to have influenced each
other. While the latter made use of the genre of mime, Herondas
parodied and ridiculed the style of Callimachus. In his sixth
mime Herondas makes the rather pointless introduction of two
Kerdons, when it is really_a third Kerdon who is meant. There
seems to be no reason fof the sudden brief mentiop of the first

two. Herondas' words are (VI,48-9.):

N sesesntoloc, &1mé pou, Képduv;
60 clol yap Képduveg, €46 HEVeoesso

This strongly resembles the opening of Callimachus’ first hymn,
to Zeus, where the author does not know which Zeus he is to sing
of, for there are two,(I,4.): «..Atutatov defoopev At Avnabov;”
If it is true that Herondas is parodying the opening of
Callimachus' first hymn, then something further can be szid
about the relative chronology of the two authors and their works.
It would also enable us to be more sympathetic to other claims
of interdependence.

Such a claim has recently been made concerning the eighth

2
mime of Herondas, the Dream. The writer regards the old man who

lThis motif in Callimachus is found again at the opening
of the Homeric Hymn ¢ Dionysus (I.), but the date of this work is
uncertain and may well post-date Callimachus.

QBy Smotrytsch, (Helikon,I1,1962),p1.605 sqq.



appears late in the mime as a figure intended to represent
Callimachus. There are good reasons to support this. Callimachus
used the dream cliché 4o describe the acquisition of his pbetic
talents.l If Herondas' mime, the Dream, is & parody of this whole
idea, then there is obviously more point to assuming a parody of
his contemporary Callimachus than of,say, Hesiod. But béfore
consideration of the other points, a2 brief outline of the mime is
necessary. I, as wouid ;poear to be the case, this mime and
perhaps others are literary creations, then Herondas is clearly
contributing to the poetic theories of the time ; Callimachus is
unlikely to have remained uninfluenced by this.

The speaker in this puzzling poem, reéumably Herondas,
narrates a dream which he had the previous night. Leading a goat
through a glen he met some @éatherds who became angry when his
goat ate various twigs and shoots. They decide that the animal
must be sacrificed ; the ceremony is suvervised by a young man
wearing fawn-skins and an ivy crown. After the sacrifice, the
animal's skin is blown up into an inflated bag, upon which all

the goatherds jump, hoping to land upon if itwice in succession.

13

But they invariably bounce off after one jump. The narrator, however,

succeeds in landing upon it twice, whereupon an angry old man

attempts to hit him with his stick. The narrator appeals to the

;g;tia, fr.2.
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person clad in fawn-skins, who decides to put them both in stocks.
There the dream ends. The narrator himself ;nferpfets mosf of the
dream.l As his goat was attacked and killed, so hig poetry will

be attacked and abused. And aé he alone could perform the jumping
properly, so he will ~ain fame as a poet, in svite of the censure

of others, and his Hipponactaean iambics will reign supreme. What
the poet does not make clear, however, is the identity of his
opponent, the old man. Smotry'bsch2 suggests that he is Callimachus ;
Callimachus also wrote iambics, and claimed in Iambus 1 to be a

Hipponax redivivus. Moreover, there may be a connection between

this mime and Tambusg 13 of (Callimachus — both poets defending
themselves and their poetry. Perhaps both felt that they were
true disciples of Hipponax. In this voem, Iambus 13, Callimachus
refers twice to the apparent accusation that he wrote choliambs

without ever having visited Ephesus, the birthplace of Hipponax :

(11.11-12,) ., Jo%z’] “Twor cvppelZag
PR Y AN ) / .
oVT "E@ecoy £ABWV eeoo

and again (1.64.) oft’"Bycooy EAOdy ofit’ IusL ovppeliag,
Herondes, at the end of his eighth mime, claims that the Muse

encourazed him to sing to the Ionians :(1.79.)

\ -~
e x0AN deldery Zoudidare &nelovor.

1. )

Philetas may also have referred to his own poeitry.in an
allegorical way, if Cazzgniga_(Riv.Filo40,1962,pp,238 sqq. ) is right
in suggesting that fr.8D is a defence of his Demeter.

2Opucit.
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Since we are dealing with a Hellenistic poset, it is probably

safer to take Eoﬁ@ﬁba&g as referring to Ioniang, rather than

the more obvious Athenians. If this is so, then there was ciearly
some rivalry between Herondas and Callimachus. This may have been
due in part to the fact that Herondas was apparently excluded from
the circle of court poets at Alexandria. Rivalry, however, did not
prevent Callimachus from absorbing elements of the mime into his
Hymns as we have seen. I{ has been suggested that the Doric of the
fifth and sixth hymns is due to the fact that this was the dialect
of the mimel. But it is doubtful if the influence of the mime could
achieve such an important change ; there may be other reasons for
the dialect?

Theocritus has already been mentioned in connection with
the mime. It is also possible to see the influence of pastoral
poetry upon the EXEEE of Callimachus. The passage in the fifth
hymn describing the noon-day quiet probably owes something to this
. ...peoapBolvk & ely’8pog dovyia.
dupbtepat Adovto, peocapBpival &’ Foav deat,

noAAY 6’dovyla Tfivo natelyev 8poc.
It is no doubt true that Callimachus wishes to stress the foreboding

hour of noon, as licKay suggests3, but the excellent way in which he

has achieved the portrayal of the noon calmness of a Greek landscape

1Horowski, op.cit.p.72.
2V?.infra, Ped3e

3
The Poet at Play, Leiden, 1962, pp.38-9. y
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suggests the influence of contemporary pastoral poetry. Much the
same can be said.- of the description of Delos at the beginning of
the hymn to Delos, where Callimachus is eager to retain, and even
expan& the Homeric description of the isle. Again, the descriptions

of pre-~historic Greece in the Hymn fto Zeus display an interest

in landscape as well as in ancient topography.

To return briefly to the epigram ; many epigrams end with
what we may term a punct~line, often, but not necessarily, witty.
Callimachus' ep.l3, guoted earlier} igs a good example of this.

Thé point comes at the end. Perhaps this factor influenced the end

of the Hymn fto Apollo. The last eight lines are presumably a defence

of the poet’s literary ideals ; their somewhat abrupt addition to
the poem is puzzling to those who regard the work solely as a
hymn to Apollo..If, however, they contain the point of the poen,
then they can be regarded as the culmination of the work. This
does not mean that the rest of the poem is insignificant compared
to the finale ; Callimachus has extended, but also adavted to his
own purpose, a basic element of the epigram.

Callimachus shares with Herondas and Theocritus a liking
for fgmimine proper names ending in —© . This is presumably because
they are Doric names. The Doric phrase NvOe HOXUEQI ,(V1,77.) is

of some interest in this connection. This Polyxo appears nowhere

1P.lO.

gﬁor another view, v.infra p.26.



else in antiquity, although the name is not uncommon.1 This does
not necessarily mean that Callimachus invented the preéent
character, but we can see how he has achieved authenticity by

such attention to detail.

1V.Roscher, Ausfuhrliches Lexicon der Griechischen und
RBmischen liythologie; Leipzig, 1897-1909, Bd.III,p.274.
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CHAPTER IT
A COHMPARISON BLTWEEN THE HOMERIC HYMNS AND THE HYMNS OF CALLIMACHUS.

Something has been said above on the influences of'other genres

of literature upon the Hymns of Callimachus. The results have
contfributed to a basically different kind of hymn, which it will
now be profitable to compare with 1ts Homeric predecessors. We
shall see how Callimachus has deliberately altered the traditional
formula. There will be no need 1o stress the influence of the
Homeric hymns, since this has been extensively discussed by earlier
commentators.l Rafher, the differences and innovations will

concern us.

The Homeric Hyﬁns, or at any rate those written in the
sixth century and earlier,depict a world similar to that of the
Iliad and Odyssey.z The characters in these hymns belong to pre-
classical history or to mythology. A few allusions to the contemporary

world can be gleaned from the poems — the Hymn to Demeter, for example,

would seem to belons to a period of Eleusinian independence froum
Athens. The hymns of Callimachus were written three oﬁ four centuries

later,and also show traces of this Hellenistic world. The Hymn fo

%@.g. by Kuiper, op.cit., and by Cahen, Les Hymnes de
Clallimague, Paris, 1930.

?Ebr the problem of dating v. the edition of Allen, Halliday
and Sikes, Oxford, Clarendon Press, 1936.
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Delos, for instance, contains a mention of the Celtic menace

which threatened Greece in the third century B.C.. Moreover, as

the world had changed considerably in those three or four hundred
years, the position of the poet in society had also altered.
Callimachus is more immediately deﬁendent upon political circumstances
than the author(s) o% the Homeric Hymns. Without the favour of the
‘Ptolemios, C@llimaqhusnmighﬁ'have written very little. It is not
unreasonable to assume that such factors would influence the

nature of his work ; this is a gquestion which will be considered

later in the chanter.

The purpose of the hexameter hymn in Homeric and pre-
classical times was presumably to be recited at a festival or
similar occasion, as a prelude to a longer poem from the epic
cycle. Many of the Homeric hymns which we possess have a closing
formula which reflects this purpose :

a%%&p th nal geto nal &AAng pvAocop’doidfic.

It might be objected that tﬁe longer hymns, to Demeter, Apolloe

and Hermes, which average over five hundred lines each, are vmerhanrs
too extensive for traditional npoofpra o But if the Iliad, for
example, was to follow, they would seem short by comparison.
Certainly, by the time of Callimachus, hymn-writing seems to have
become an end in itself. It would be interesting to know whether
the self-sufficiency of the hymns had any Home;ic precedent ; more
likely Callimachus was influenced by the hymns in lyric metres of

Pindar and others, which did not serve as mpoofpic . This difference
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in purpose of the Hellenistic hymn is one factor which we can
confidently assume regarding the difficult question of the
Alexandrian view of the reason for, and the point of, hymn-
writing.
represent devout religious belief on the author's part. Indeed,
the humorous reference to Hades in ep.l3 might be taken as evidence
of cynicism. Lesky makes an important point when he saysl,

The fact that the learned Callimachus stands far

above the mythical tradition, while at the same

time sensing the power and beauty it possesses

congtitutes the peculiar charm of his creationse.
In their love of myth and religious ceremony his hymns re—echo
Homer, |

I+t is important +to realise that Callimachus is not seeking
to improve upon the Homeric hymns in the sense that he thought
them inferior and wished to rewrite them. There is no evidence
that Callimachus indulged in such Alexandrian pursuits, if indeed
such pursuits existed.z The controversy over the alleged quarrel
between Callimachus and Apolloniué has tended t& obscure the fact
that Callimachus had a high opinion of Homer - ﬁerhaps too high,
if this explains his contempt for’other cyclic evic. He calls

Homer the 6&efov &0L66v3, a clich€ perhaps, but hardly derogatory.

lA History of Greek Literature, trans. Willis and de Heer,
New York, 19266, p.705.

2As Theocritus may have dealt with Apollonius, v. Gow,
Theocritug, Cambridge Univ. Press, 1930, vol.II, p.231.

3Ep. 6.
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Did Callimachus coansider the Homeric Hymns to be by Homer ?

Some of the hymns in the present corpus may post-date Callimachus,
so 1t is clear that his corpus would not be exactly that of our
~own. He may also have read many which are no longer extant. The
earliest of thém, at any rate, may have seemed contemporary with
the Iliad and Odyssey. Lesky1 assumes that the Alexandrians did
not consider the Homeric Hymns to be the work of Homer, since they
did not provide scholia for them. But this is far from conclusive.2

3

tells us that Callimachus considered the evpic

5

However, Eustratius
poenm Margites to have been composed by Homer.4 Langerbeck” wished

to connect this reference with fr. 587 of Callimachus :

A\ A ’ N\ x 176 2
éntd coyor yalpoite - TOov Sydoov, Botc KopotLBov,
od cuvvapLBuéopev -~

suggesting that it was in this epigram (if such it is) that
Callimachus made his statement about the Margites. His reason
lies in the similarity of rqles pla&ed by the two arch—fools
Koroibos and Margites. Koroibos made a further epic appearance

in the Ilias Parva6. If then Callimachus was prepared to accept

1Op. cit., p.85.
2Scholia vere pore iikely to avppear on the popular works.
The surviving plays of the tragedians, for example, are presumably

those which received spvecial attention in antiquity, and were perhaps
made into a collection.

3on Aristotle, Eth.Nic., VI, 7, 2.
4. Preifrer, fr.397.

5Harv.Stud.Class.Philol., LXITII, 1958, p.44.

6Fr.l6 (Allen).
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the Margites as a work of Homer, he may well have thought likewise
of some of the Homeric hymns. He certainly seems to have Brought
a critical approach to such problems ; ep. 6 shows how he attributed
another epic work, the OiyaAfoag &Awsig , to Creophylus.

It may be that Callimachus;main complaint wWas against the
extreme length of contemporary epic poets, although Apollonius,
at least, confined himse}f to four books. This perhaps explains
why Callimachus was still prepafed to write hymns which, in spite
of other factors, have considerable epic flavour. For they are
quite short pieces. In fact, the hymns of Callimachus stand in the
same relationshiﬁ to the Homeric hymns as the Arconautica of
Apollonius does to the Iliad and Odyssey. Callimachus, imbued with
a love for the glories of past epic, has recalled it in a way that
is above all short.

0f the Homeric hymns which we possess there is only one
which Callimachus has followed‘closely — the hymn to Apollo
(first part). He makes extensive use of its content in his fourth
hymn, to Delos. The traditional hymn, apart from the prologue and
epilogue, dealt mainly with the yoval | then the adpetal of the
god or goddess in question. Not all the Homeric hymns are exactly
in this form, of course, but the earliest tend to be. Callimachus
has, for the most part, discarded thié rigid formula, but has
retained individuzl elements of it. This novel%y of construction

will become clearer if we consider briefly each of thé six hymns

in turn.



23

In the hymn to Zeus, the poet begins by mentioning two
of the alleged Birthplaces of the.god, Crete and Arcadia, and
decides that the latter is correct. A description of Arcadia follows
as Rheia, the mother of Zeus, wanders in search of water. Then
Crete is introduced, and Zeué' infancy described. Then comes
his rise to power ; Callimachus pauses to demolish the old idea
that he cast lots with his brothers over the sea, sky and uﬁderworld ;
rather; it was his power which advanced him. Zeus is the patron of
kings, and Ptolemy has Zeus' gualities. The poet ends with a plea
for prosperity. The hymn is therefore very selective in its
treatment of Zeus.

In this hymn Callimachus clearly reflects the new character
and purpose of the Alexandrian hymn. In 11.92-3 he says of Zeus :

N\ /4 3
eseTEM & Epypata Tlg nev acidov;
? L I’ 2 P4 rd N 2 23 ’
ot vévet’, obn Eotar Tig mev ALdg Epypoat aclocy;

This is partly a justification of the fact that Callimachus has not
mentioned the &pypota of Zéus in the hymn. And it is partly a
statement, or claim, that such elements are no longer necessary.
The content of the hymn has changed considerably from the Homeric
prototype. These lines of Callimachus recallkthé recusatio formula
so common in the Augustan poets, in so far as Ptolemy is likened
to Zeus. But Callimachus means what he says ; there is no true
recusatio. The repeated use of Zpypata in these lines is
significant. It is a rather rare and unusual word, somewhat out

of the ordinary, although it does in fact occur in the Homeric
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hymn to Artemis.l Callimachus uses it of the deeds of Zeus, whic£
are so out of the'ordinary that they defy description, according
to our poet. Callimachus uses a similar verbal device in ep. 28,
which contains the words : Ouuyalve ndvra T& 6np60ld.
Callimachus® dislike of what is common i1s highlighted by the use
of a very uncommon, erudite verb.

If the end of the poen répresents a plea for patronage ,
then we have another element unknown to the Homeric hymn writers.
This could well be the correct interpretation of 11.94-6, although

Callimachus may have had a double referencé in mind, :

xatpe, narsp, X&Lp aveb°6uﬁov 6’ Upsrnv T amsvog TE

oﬁr’&patﬁg &tep 8ABoc snucrarau avépﬂg asganv

ot dperh bdoévoros 6L8ov 6’ dpetfiv 1 nal SABov.

AlBov b5’&petfy tc maLr SABovis found also in the Homeric hymn corpus,

and perhaps in an early epigram.3 It would seem, then, to have been

a convention. But as regards Callimachus' use of it, it is probably
no coincidence +that Theocritus has a similar ending in a poenm
addressed to Ptolemy, possibly also seeking patronage4. Callimachus
has, of course, left the point somewhat vague, no doubt deliberately.
It is part of the poet's art to be inexplicit, and in this case

politically expedient also. What was a passing, gonventional phrase

1XXVII, 20.
2 <
XV, 9, and XX, 8.

3Friedlander and Hoffleit, op.cit., no.37.

4XVII.
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in earlier times, :
npdypoveg &vr’@éﬁg Blotov Gvuﬁpc’gnaCs.l

has now assumed a more urgent significance.

The hymn to Apollo begins with an anticipation of the
epiphany of the god ; only the righteous, however, will see him.
Silence is requested, and a description of Apollo bezgins. Golden
is his epithet, and he is an archer,; prophet and healer. Cult names
are mentioned, and his prowess as an architect is referred to. A
few of his adventures are briefly mentioned, such as his slaying
of the dragon at Pytho. The poem ends with a brief dialogue between
Envy and Apollo, of an allegorical nature. Apollo avparently rejects
Envy's wish for large-scale or bombastic postry, praising instead
brevity and purity. |

This poem has guite an unusual form for a hexameter hymn.
It has dispenced with both the yoval{ and d&petai in their
traditional form, although a few references are made fto various
&pstai towards the end of the hymn. This poem is therefore guite
different from the Homeric hymn to Apollo. There has been much
doubt in modern times as to whether this Homeric hymn was
originally one complefe hymn, or two or more se@arate hymns

composed at different times. The most recent commentators,2 who

1
Homeric Hymn to Demeter, II, 494.

2A11en, Halliday and Sikes, op.cit..
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summarise the various arguments, tend to the opinion that the
poem is a unity. One of the problems concerns the apparent closing
formula of the first (Delian) part of the hymn. In this passage1
the poet reveals himself as a blind man from Chios, whose songs
will be evermore supreme. This famous ocypayic influeﬁced many
Homeric Vitae. It is therefore interesting to observe that
Callimachus has also ended his hymn to Apollo with a oppavic
element (11.105-114), where he defends his poetry against Envy and
Censure. It may be that Callimachus is deliberately drawing a
parallel, and hinting that, in his opinion, line 178 marked the
end of the Homeric Hymn to Delian Apollo. To make a literary point
in this fashion is very much in the Alexandrian style, and quite
in harmony with a general theory of the hymn expressed earlier.
Some have regarded the final passage of this hymn as a
later insertionz, and it must be admitted that theré is an abrupt
transition after line 104. If this were so, it is not difficult to
see why Callimachus should attach it to this particular hymn.
Apollo was clearly the most important god to him - two out of six
hymns concern him. Apollo was also the founder of Callimachus'
native town Cyrene ; more important, he was the source of the poet's
inspiration (fr.1,21-2.):

kY \ o ’ ] 3 N\ P 27
nal yop OTe mpdTiotTov gpolg £€mi OEATov Efnna
s 'd
vobvaouy, AR Awv elnev § por Adnioge

141.166-177.

2E.g.Kuiper, op.cit., pP.219.
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In a2 sense this is traditional, Apollo being associated with
learning and the arts. But Callimachus never tires of stressing it.
So this would be the appropriate hymn for such a passage. Perhaps
we can go further than this. If with Couatl we decide that this was
the last of the hymns to be written, then the copaylc element ﬁay
take on a new sgignificance. For it would have been possible for
Callimachus to attach it, as an apologia, to the end of his
collection of six poems,. although, of course, they would all have
circulated separately beforehand. One is strongly reminded. of
Horace's final poem to his collection of the first three books of
Odes, beginning :

Exegl monumentum aere perennius
regalique situ pyramidum altius,

It is not hard to establish a train of thought between the pyramids
and Alexandria, and Horace may well have intended us to read the
line on two levels. Propertius, who certainly invited comparison
with Callimachus, has a strikingly similar passagez, in which the
pyramids also feature.

In this hymn of Callimachus it i1s also possible to see the
influence of lyric poetry, particularly the Pindaric ode with its
recurrent strophic structure. In Callimachus, of courée, the

response has been changed from a metrical one to a verbal one,

Lia podsie Alexandrine, Paris, 1882, p.235.

2III, ii, 17-26.
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or to a repetition of ideas. This sort of structure is evident"at
line 47 : ®otBov uat.., line 55 : To{By 6’&omdpevor..,line 65
®otBog nal... Other affinities with Pindar in the hymns will be
noticed later. |

The element of subjectivity which keeps recurring in
Callimachus is worthy of mention. In general this is a feature
which is not found in the Homeric hymns, apart from the femous
oppoyi¢ referred to earlier. Often Callimachus speaks through the
mouthpiece of the choir - another Pindaric touch - e.g.III, 137 :

elnv 6’adtég, &vacoa, péror 8& poi alsv douvdsf-
where he seems to be exoressing a personal wish in addition to the
request of the chorus. 1I, 65

BotT8oc ol Baubdveiov Zudv wdAvv Eopace Bétty
and II, 71 :

adthp Eydh Kapvelove Epol matpdiov oftw.
also appear to be personal ;eferences, and any allusion to the

choir must assume a chorus of Cyreneans.

The hymn to Artemis begins with a series of requests by
the goddese from her father Zeus for a bow, a retinue of attendants,
everlasting virginity etc.. Zeus laughingly grants her these, and
more. Artemis proceeds to meet the Cyclopes on Lipare, and awaits
fearlessly the making of her bow. Her hunting prowess is described,
and her attack upcon the cities of unjust men, whose lot becomes

hard in conseguence. Her shooting ability attracts the attention
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of the glgtton Heracles, who advises her to shoot cattle. Then
follows a description of some places sacred to Artemis ; her role
in the lives of Neleus, Agamemnon and the Aéazons is glanced at ;
she is also the protectress of Ephesus, and in this capacity
repulsed the Cimmerian invasion. The hymn ends with a general
warning agaiﬁst attempting to rival the goddess, but instead to
duly observe her rites.

This is perhaps £he most traditional of the hymns. Apart
from the Homeric influences it also shows affinities with the
lyric ode. No individual speaker is postulated, dbut a choir
apparently recites the hymn {1.1.) :

Aptepry (ob vop Eraopov deidbdvrecor Aabécbay)
UPVEOLEV e a s

Moreover, x0pb¢ (1.3.), although it signifies Artemis' love of
song and the dance, is probably also meant to have a relevance %o
the present occasion. Upon this basis are placed traditional elements
of epic, slightly changed to suit the circumstances. “Apypevor &g
(1.4.) is a common way to begin the narrative of a hymn. The end of
the hymn also suggests Homeric precedent :

yaipe péya, npelovown, nat eddvinoov &beﬁ.
The song referred to may be that which has jﬁst been sung ~ a
retrospective usage — but it may well be that Callimachus is also
looking forward, playing with the possibilities of the phrase. While

this may have been in the poet's mind, it does not, of course, mean that
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Callimachus actually envisaged this poem being used as a kind of
npooi{Ltov on a specific occasion ; but he may have enjoyed a
suggestive recalling of the old technigue.

In this poem we can see thgt Callimachus has éiscarded the
traditional Yoval while retaining the &petal |, in contrast to
the hymn to Zeus. We can also seé how he has altered the traditional
sequence of ideas ; if all the ponventional elemen%s were present,
they would normally be in the following form : invocation tb the
god or goddess, yovatl, &psrai7 and finally a versonal address in
supplicatory form. Callimachus, however, has broken the series of
&pstaf with invocations, plus epithets. These would normally
come at the beginning or end. Thus we find (11.110, 225, 259) :

YapTEUL MapBevin Tvtvontdve, xpboea uév o1

ndétvio movAvpéAabpe, moAlbmroir, xatpe, Xutdvn

ndtvia Movveyln Aivpecvoondne, yoalpe, Secpain.

It looks as if Callimachus wished to bring a little variety into
a lengthy catalogue of dpetal It also brings the idea of a new
beginning, This is not an uncommon device. Hesiod's Theogony has
at least two distinct prologues ; the eighth Olympian ode of
Pindar also has two distinct invocations in the first two stanzas.
Perhaps this is part of the answer to the problem of fthe Homeric
hymn to Apollo. Callimachus has used this device in a way which
has suggesiions of strophic struciure, a.phenomenon which we also

noticed in the hymn to Apollo. It is a further example of the lyric

element in Callimachus.
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It is interesting to observe Artemis in this hymn adopting a
role similar.to that of the Muse. To her Callimachus says (1.186) :

etnd, 9ef, od ptv Apuuvv, &ydh 6’ &téporowy delcw.
For the Muse to narrate the story via the poet is an idea as old
as Greek poetry. Here Callimachus asks a set of questiohs, and the
replies come immeﬂiately. Heslod has a similar passage in the
gggggggzl, where the luses tell him to sing of themselves first
and last, and of the gods, who‘must therefore occupy a central place.
This arrangement is duly carried out. Callimachus alters the pattern
slightly. The questions are (11.183-5) :

tig 8¢ vd 1oL vioov, nofov 5’ 8pog evabe mActoTov,

tig 6% Awnfiv, moln 6t wdAivc; 1iva &' &Foya vupoev

otAco nay molag fHpwldac €oyec étaipac;
then come the replies (11.187-9) :

vhiowy pEv AoAlyn, moAfwv 8& 7o clade Népyn,

TnUyetov 8 dpfuv, Awpfvec ve pev Edpimovo.

€Eoya 6’&AAGwv Toptuvida 9licoo vdnenv,
The city of Perge is mentioned out of order in the response, and no
heroines are introduced. The poet proceeds instead with a history
of the nymph Britomartis, which leads to an ggiggg, Apart from-this
episode, the possibilities raised by the questions aré not exploited.
The answers are of the briefest possible natﬁre. There may be a good
reason for this, since the stories conngcted with them may have been

well known. Callimachus, in true Alexandrian style, passes them

quickly by, and concenirates instead on a lesser known tale, which

11.33-4.
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also allows him to incorporate an aition.

The hymn to Delos is by far the longest of the six hymns.

It begins with a few lineg in prailse of the island and a description
of its formation. It was formerly called Asterie, and roamed the |
sea at will. Callimachus then describes the wanderings of Leto

just before the birth of Apollo. All the places which the goddess
approaches turn in flight, from fear of Ares and Iris, whom Hera

has set to watch Leto. The river Peneios finally decides to weicome
her, but anxiety for his safety leads Leto to pass him by. The
island of Cos is then approached, but Apollo, still in his mother's
womb, bids her pass on, prophesying that one of the Ptolemies will
be born there. A reference to the Celtic invasion of Greece follows, -
and the destruction of Ptolemy's rebellious mercenaries is described.
Apollo then directs his mother to Asterie, which prompts Iris to
inform Hera, In spite of this Apollo is born, which brings great

joy to the island. Henceforth it will no longer be a floating isle.
The rest of the poem deals with the honour paid to Delos by various
figurés of legend.

As has already been mentioned, this is the only hymn to
follow a Homeric hymn with ény fidelity. If Callimachus wished to
emphasise the modernity and novelty of his technique, it would
certainly be a gocd idea for him to invite close comparison with
Homer, so that his radicalism and his own style might stand out

more clearly. It is for this reason, no doubt, that the tragedians
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did not hesitate to follow each other in the writing of plays
on identical figures. However, there is no evidence that\ballimachus
is more radical in this hymn than in the others.

In this hymn to Delos Callimachus has used an interesting
technique. The yovai are presented in great detail ; the dpetaf,
however,'are narrated by Apollo himself while still in his mother's
womb. Apollo, using his power of prophecy, foretells the doetal
which he is to perform in the future. In the Homeric hymn to Apollo,
the precocious god prophecies after his birth, and that only to'
declare his love of the lyre, bow, and prophecy. In Callimachus
there are, in fact, two speeches from Apollo drondAnLog. The first,
Jjust mentioned, contains inter alia his dpetol, while the second
is a panegyric of Cos and Ptolemy Philadelphus, who is to be born
there. This later speech helps to explain the first one. The
reasoning must be somewhat as follows : Cos has to be mentioned
in order to lead to praise of Pfolemy. But Apollo has really nothing
to do with Cos ; the poem concerns his birth, and he was born on
Delos. Callimachus, therefore, finds it convenient to mention Cos
amidst the list of places which were on the point of receiving
Leto. This all had to occur before he arrived at Delos, i.e. before
his birth, so his references to these places must be as UmoudAmiog.
In this same condition he has to speak of his &psrai, in his earlier
speech. It would, of course, have been possible for him to mention
them after his birth, but this would have meant the removal of

Cos and Ptolemy to a position after the Delos birth-scene. And
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since this scene is the climax of the poem, Callimachus clearl& did
not wish to do this. Callimachus, then, probably had the‘idea of
praising Ptolemy in ﬁis mind from the start ; and so all other
elements in the hymn are adjusted accordingly, which thus explains
the description of the &pstaf by the yet unborn Apollo. There is
no need to invent other motives for the first speech.l

A further interestiing feature which must not escape us
is that the &petal are narrated in the midst of the Yovai.

This disruption of the traditional order is, of course, a logical
neccessity of pre-natal prophecy.

One étrange aspect of this hymn is the sudden change of
mind by Hera when told of the birth of Apollo. Instead of carrying
out her threats of destruction, she merely remarks (11.244-48) :

’Aorcpig 8’0h8Ev 1L Baplvopar clveun tfiche

dpmianine, odd’€otiy Snwc dmodbpia HEEw,

técoa 6for (pdie ydp te noaude Exoploonto Antol)

GAAE v EumayAbv Tv ceBilouar, obven’épeto

6éuviov odu énérnc;, Avde 8’dvdéefreto mdvrov.

This worries lMcKay, who finds it unsatisfactory ; but his explanation2
— that Apollo is mightier than Ares, and Callimachus is recalling
the speech of Iris at line 227, is hardly sufficient. Character

inconsistency is not confined to Hera in this hymn. Peneios also has

a remarkable change of mind.at line 128. After refusing to harbour

Leto he suddenly says with great solemnity ¥zw nenpopfvoy %uap,

1As McKay does, Erysichthon, A Callimachean Comedy, Leyden,
Brill,1962, pp.150 sqq.

2

Op.cit. p.1l63.



35

and announces that he will endure for her sake. Perhans {his
episode is intended to bring out the reality of the threat posed
by Ares ( the destruction of Peneios is already underway), and
the magnanimity of Leto, who declines his offer. Hera's change
of mind 1s less pleasing. The answer is probably that Callimachus,
by his narrative earlier in the hymn, had got himself into such
a posgition that this resolution became inevitable. In order to
have a dramatic background which would, inter alia, indulge his
topographical interests, Callimachus has made Hera threaten to
destroy any place which Leto approaches. But Delos, of course,
was never destroyed, so Hera's threat is futile. Homer, while
referring to the wanderings of Leto and the fear of the islands,
wisely makes no mention of a specific threat by Hera. Callimachus
has brought Hera's sudden change upon himself., It may be, however,
that her fickleness represents subtle charactérisation by
Callimachus. We are reminded of Apollonius' amusing portrayal
of Hera (and Athene) on a visit to Aphrodite at the beginning of
his third book,. |

The anger of Hera against Leto also evaporaﬁés rather
surprisingly (1.259) :

od6’ “Hpn vepfoncev, Encl yShov 2EfAeto Zelg.

Thus the tragic deus ex machina is brought on to the stage to save

the hymn. Homer had no such reconciliation between the goddesses.
Why does Callimachus, and why does Delos make up the friendly trio ?

It is partly because he had left himself no alternative ; but perhaps



the influence of New Comedy would have conditioned his audience
slightly, so that they would be more ready 1to accept fhis happy
ending here. Callimachus would have found very few of such
comedies which did not effect some sort of reconciliation in the
last act. If we can talk of subconscious influence, then this may
be part of the answer.

The treagtment of Delos in this hymn is also interesting.
Before the birth of Apollo it is referred to as Asterie ; then
the etymology of Delos is explained. This particular point is not
found in the Homeric hymn to Apollo. Callimachus certainly had an
interest in such subjects, as we can see from his ZKti{geig vfowv nal
néAcwv nal usrovopadfab.l He cerfainly would appear to have done
some research on Delcs in prehistoric times. Pindar seems to connect
the nymph Asterie with Delosz, but otherwisé; Callimachus is the first
author to give a more or less factual account of the island and
its earlier name. His research interests in this field are revealed
in this hymn ; in line 49 he tells us that Parthenie wes the earlier
name of Samos. In his second hymn, line 59, Callimachus seems to
refer to Delos as Ortygia, according to the scholiast. Antiquity
knew of many places with this name3 ; again Callimachus seeﬁs the

first to make the identification, unless anticipated by Pindar.4

1Suidas, s.V. KaAAipayog.

2Paean v, 42.

3R.—E., XVIII,pp.1519-26.

4paean VITh, 12.
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The author of the Homeric Hymn to Apollo seems to have specifically

disassociated it from Delosl:

xabpa, uanabp % Anrou, cnab TEAEQ aYkaa Ténva,
Arokkwva T uvonrm nal “ApTentv Loxsabpav,
Thy ptv év OpTUYLﬂ, Tov B& npavad gvl AfAg,

Perhaps he had Ephesus in mind, Callimaohus‘may well have been
making a mythological as well as a geographical poi'n'b.2 At any rate
it is a good example of the blending of scholar and poet.

Although he owes so much to Homer in these hymns,
Callimachus makes no mention of him. But an even earlier hymn

writer is mentioned in IV, 304-5 :

of nrv dreetdovor véuov Avnbouo Yepovrog,
8v tor dmd Edvboio Beompdmog Hyayev ‘QAAvY

Although nothing survives of Olen, Callimachus must surely have
read him. He was generally considered one of the early hymn writers
such as Pamphos, Musaeus and Orpheus, all of whom were generally
regarded as pre-Homeric. Very little of their work remalins, so we
cannot tell if Callimachus madé any use of them. The reference to
Olen is not inappropriate here, as his Delian hymns were famous

in antiguity, and may have inspired part of the Homeric hymn to

Apollo.B”

1
11T, 14-16.

ZV; Roscher, op.cit., Bd.I, 655.

3. R.-E., XVII, op.2432-3.
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One striking difference between the hymn to the Bath of
Pallas and the Homeric hymns is the metre. Why this particﬁlar
hymn should have been written in elegiacs is not immediately clear.
However, Callimachus' claim to sing nothing previously unattestedl
’suggests that he may have had a precedent somewhere. We must also
remember that the hexameter was far from being the only metre iﬁ
which hymns were written. Again, Philetas wrote his Demeter in
elegiacs ; there is no evidence that it was a hymn, but its metre
may have provided a stimulus.

‘The hymn begins ﬁith a procession of maidens called
Awtpoydor + They are assembled in honour of Athene, whose evinhany
is anticipated. While they wait, the poet tells the story of the
blinding of Teiresias. The narrative begins with a description of
Chariclo, the mother of Teiresias. As she and Athene were bathing,
Teiresgias, plagued by thirst, approached their spring and
unwittingly observed them. For this he was blinded, as Fate decreed,
but given in return the gift of prophecy, and Athene tells of the
honour he will gain. The hymn ends with édvice to the maidens to
receive the goddess kindly, and a plea fto the goddess for her
protection.

The Doric dialect of this hymg is at variance with Homeric
precedent ; but there must have been many local hymns in Greece

written in local dialects. Isyllos is no doudbt typical of much

Fr.612,
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that has perished. This combination of Doric and elegy is interesting.
A similar combination was used by sixth century writers such as
Echembrotus ; their work has not survived, but what we know of it
from other writers suggests that its main feature was a lament,

and it was generally of a lugubrious nature. Much the same could

be said of the Bath of Pallas with its tragic narrative. So perhaps
sixth century Dorian elegy influenced Callimachus' choice of

dialect and metre here.

The main part of +this poem is taken up by the story of the
blinding of Teiresias. In other words, one single action of Athene
is selected and examined at some length. This is not the normal
procedure in a hymn ; in fact the poem is hardly a hymn at all.
What emerges is something close to an enyllion.1 The Teiresias
episode plays its part by providine the story within the story,
which is an important part of many epyllia. The external story
deals with an anticipated epivheny of Athene, a reference to her
beauty and the judgement of Paris, and a mention of her cult in
Argos. At the end there is a twelve -line evilogue greeting the
goddess! arrival, and the usual prayer for prosperity. Between
these two parts comes the story of Teiresias, the mosgt extensive
part 6f the poem. The general characteristics of the Alexandrian

epyllion and its Roman development were dialogue, a speech, usually

of some length, and a considerable heirhtening of emotion. AllL

1 C .

Recent criticism has tended to frown upon the use of this
term,but it has a certain comvenience which justifies its usage
for the present.
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these aspects are present in this hymn. The emotive content is
stressed by Callimachus ; there is a pathetic dialogue Dbetween
Chariclo and Athene. Then there is a lengthy speech by Athene in
which she consoles Chariclo by revealing that the blinding of
Teiregias was the will of Tate etc.,etc. Epyllia of'ten contained
a romantic element, and it is noticeable that Callimachus stresses
the intimacy of Chariclo with Athene, (11.57-59)

netdeg, Aeovaba vuuwdv nlav €v moud 8fBatg

novAd TL uat mwépu on @anro ch orcp&v,
patépa Teipeoico, uol ovmoua xwpug £yevTo

Chariclo, we are told (11.65-67) rode on the goddess' chariot, and

led the dasnces of nymphs for her. After the blinding Chariclo

recalls the friendship (1.86.) : ...towaBrar, dafpoveg, Zote piiai;

It is possible, of course, that this feature has been stressed by
Callimachus to heighten the contrast with the ensuing event,
Although we can see the naturs of the epyllion in this
hymn, it is not wholly an epyllion. It is a hymn in honour of
Athene, and there is a suggestion of the traditional &petol
at the beginning, with the beauty contest and the Diomedes episode.
Callimachus has retained the external situation of the hymn, and
has mede it the point of dernarture for a new feature. Unity is
retained throughout in that the Teiresias episode concerns
Athene, the recipient of the hymn. Thus we feel nothing odd about
the traditional hymn element which recurs at the end.
To find Callimachus dabbling in the eﬁyllion should come

as no surprise. He used the form in his Hecale, and it is in
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harmony with his apparent disinclination to write large—scale
epic. The idea of the epyllion may well have derived from the
Pindaric ode with its mythical narrative at the centre. The use
of the elegiac metre for this purpose is, however, unusual, but
the metre was imported into most genres, being found in tragedy}
and, contemporary with Callimachus, in Theooritusg. Whether this
experimental usage of the metre influenced Callimachus is
impossible to tell. It may be significant that Callimachus stresses
in passing, as is his wont, that the story is borrowed (1.56) :
oesDB0g 67 00n Epéc, &kk;érépwv.

Again he seems to be inviting comparison with the €repor,
perhaps suggesting that he is offering an originality of treatment
and metre, |

In this hymn Chariclo addresses Athene in surprise after
the blinding of her son, and laments his fate. In her reply the
goddess tells Chariclo to restrain her anger. We are surprised.
We had not previously been told of her anger. Her speech must be
represented, then, as spoken in anéer. Presumably Callimachus
would have made this clear by his tone of voice when reading the
poem to his audience. The effects possible by such means must have been
important to the Hellenistic poets. There has always been some

doubt as to what Callimachus meant by the &nbévsg' of Heraclitus

lEuripides, Andromache, 103-116.

2VIII.
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in his famous epigram on his dead friend} As the present passage
has shown, his voice or delivery as well as his poems themselves
may have been important to Callimachus. At any rate, this is a
touch of sophistication not found in the Homeric hymns, where

emotions are generally well sign-—posted in advance.

The sixth hymn, to Demeter, begins with an instruction
to women initiates to greet the udAcbog of Demeter as it passes
by in a procession. In true Alexandrian style Callimachus ignores
the content of the Homeric hymn to the goddess, which dealt with
the rape of Persephone, and narrates instead the story of Erysichthon.
Erysichthon, seized with a sudden madness, ordered his servants
t0 assist him in felling Demeter's sacred grove., Demeter appears
in the guise of Nikippe, her priestess, but is threatened by
Erysichthon, who informs her that he needs the wood to build a
banguet hall. The goddess then assumes her own form, and devises
constant hunger as a punishment for Erysichthon. His gluttony becomes
so great that his parents, in their shame, reject all invitations
on his behalf. Eventually he eats everything which his parents
possess, and is reduced to begging in public. Here the narrative ends,
and the poet prays that the.goddess will grant him and his audience

abundance and prosperity.

In this hymn we can also see elements of the epyllion. In

1@2,2.
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this case the gn@padbg is the story of Erysichthon ; the description
of the nrocessioh in hoﬁour of Demeter encircles the inner story.

But some formal elements of the epyllion are lacking ; it is

not such'a good example as the previous hymn.

This hymn to Demeter is also writien in the Doric dialect.
Various reasons have been suggested for this. The influence of the
mime has already been mentioned. McKayl suggests that the long
vowels of Doric are suitable to the sounds of lament contained in
the Erysichthon (and Teiresias) stories ; Couat2 connected it
with Ptolemy's interest in the Doric islands of the Aegean, which
were gradually incorporated into his empire. Ptolemy was born in
Doric~speaking Cos ; (allimachus in Cyrene, also a Doric-sveaking
state.

This hymn has been dubbed a comedy by LicKay. There is no
evidence, however, that antiquity so regarded the poem. Different
cultures have differing senses of humour ; we must beware of
importing our own ideas. Plato seems to suggest that for true
comedy a friendly character with whom the audience is in sympathy
is essentia13a While this is confirmed by the vlays of Aristophanes,

it does not seem to be the case with Erysichthon. There are

certainly dmusing elements in the hymns. The humorous contrast

lThe Poet at Play, Leiden, Brill, 1962, p.82.

2Op.cit., PP.225-8.,

3Phil ebus, 50b.
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between the baby Artemis and her warlike requests, in the third
hymn, is an obvious example. But again, what seems amuéing td us .
may not necessarily have seemed so to the dreeks. The mariial
precocity of some infants was part .of their tradition. Theocritus
wrote a 1engthy idyll based on the siaying by the infant Heracles
of snakes sent by Hera.l

It is interesting to observe in this hymn the Homeric—iype
repetition of the line. Line 2 :

Abpatep, péya xatoe, moduvrtpdoe moviuvpédipve.
is repeated exactly at line II9.It may be that this usage owes
something to the refrain element which was making an appearance %
in contemporary pastoral poetry. Its tone of invocation suggests E
this. What prompited the development of the refrain ? The earliest
examples of repeated lines occur in the Homeric poems ; it can |
hardly be called a refrain, yet it may well have been the germ
of the chorus—refrain idea. Magic ritual may also have played an
important part, as the second idyll of Theocritus suggests.
Midway between the Homeric line repetition and the Alexandrian
refrain lie the repeated Zopdpvia of Aeschylusz. The religious
background to such Z¢pduvia is clear from Callimachus(II, 97-8) :

e\ e ’ P o ~
in i marfov auodopev, olvena todto

2 7 rd
Aeropbe tor mwpdrtioTov £gdpviov eVpeto Aadg

1XXIV.

2A,.c:amemnon, 1489-1496, and 1513-1520; Eumenides, 328-333,
and 341-346.
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There is, incidentally, a purely Homeric line repetition in thé
hymn to Artemis, line 14 :

ndoag eivéteag, ndoog Ftv maldag &pﬂrpovg.
recurring again at line 43.

The most amusing.part of this sixth hymn concerns the
explanations invented by Erysichthon's parents to account for his
refusal of invitations. There is no mention of this episode elsewhere,
and it is quite likely that Callimachus devised it for the occasion;
It may be possible to see what stimulated him. In the classical
period lies and deceit were never an important part of literature,
not even in Aristophanes, where it might be expected. But in New
Comedy such matters became of great imporitance ; the lying slave
and his deceitful behaviour represented an important part of the
plot. Callimachus may have realised <the significance of thisg motif

and incorporated it into his narrative here.

An interesting aspect of the hymns, which is confined to no
one hymn, is Callimachus' presentation of direct speech and the
formulae associated with it ; we shall find that hé often makes
a complete break with epic technique. Whether or not direct
speech was a part of 1iterafure gince its inception, it is already
well established in the earliest literature we possess, the epic
corpus. That it had been present in pre-Homeric literature is.
suggested by the extensive stage of formality it had reached by,

say, the eighth century B.C.. It i1s clear that a formulaic pattern



had been worked out and invariably adhered to. This applies
particularly to the line(s) and words which introduce and follow
direct speech.

Thus no speech is allowed to begin without a statement
of its impending arrival; such as :

\
8 opvv EVopovéwy dyopfioato nal petfermeyv

We can refer to such introductory formulae as A. Likewise, speeches

generally end with a formula such as 5@ gpa QOVHGOGa e o
- We may refer to these as B. There are, of course, many variations
of those expressions, but they are zenerally both present in some
form. Occasionally, in dialogue, we find the sequence A...A...
without any intervening B, although its presence can be felt in
a word such as &uretfdpcvog.

Such factors are to be observed almost invariably in the
Homeric Hymns. If there is any exception, it is at the end of a
speech, where the B formula may be absent although there is no
more direct speech to immediately follow. Such passages are at
line 544 of the Homeric hymn to Apollo, linesg 312 and 520 of the
Homeric hymn to Hermes ; and of these, only the end to the
Apollo hymn is of any significance, as the others are followed
by a "B" clause which contains some kind of indirect comment on
the pre#ious speech.

Such factors belong to an elevated style which Callimachus
seems to have wished to modify occasionally. Thus there is no B

formula at the end of Demeter's speech (VI, 49). Nor is there
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any B formula at the end of the speech of Triopas in the same hymn.
This has led to some confusion as to where his speech ends;
Wilamowitz ending it at line 106} Pfeiffer at line 110. This is
quite remarkable, since gither could be right. There could never
be any doubt in the Homeric hymns, nor in the whole epic corpus
for that matter.

Anofher invariable feature of epic speech formulae is
that direct speech always occupies whole hexameters ; there is
no half line of direct speech followed by a half line of indirect
narrative, Papyrus fragments with direct speech occupying half
lines cannot, for this reason, belong to early epic.2 The A and B
formula never intrude into the direct speech. This is also a
factor which gives a heroic, stilted, formumlaic and unrealistic

aspect to direct sneech. Its parody in the Batrachomyomachia

shows how ridiculous it could become. In addition, we never find
2 line shared by two or more speakers.

Against th?s stereotyped background the innovations
introduced by Callimachus are very striking. Consider a couple of
examples (V, 85, and VI, 53) :

& vhpoo 5°&Bbéace ‘1l pou 1OV udpov Epefog

) > -
‘vérev’, Eoo, ‘ufi tor néAenvv pfyav Zv ypol mdZw.

1
Callimachi Hymni et Fpigrammata, 4th ed., 1925

2V. D.L.Page, Hesiod, the Homeric Hymns and Homericsa,
(Evelyn-White, Loeb), 1936, p.612.




From our brief survey of epic procedure it is clear that such

-lines could not have been written by Homer, nor by the writers
of the earlier hexameter hymns, since they show direct speech
occupying only half a line, and the introduction of an A formula
%

€pa’ into the midst of direct speech. Bgually remarkable is a

passage of the hymn to Demeter (76-86) with lines such as :

e \ sy ¥
téNfog dmarthoBy Enatov Bbac.’ fvic IMoAvid,

H 3 »
and safvvey eidanivav 1ig  “&v dAlotplg ’Hpvoiyduev.’
Fe ) - Ed
&yetd Tvg viugov  “’Epuvcsiyfove Slomoc Zrvdev’,

P24 b ? 3 K7 - 33 ~
1 ‘€reo’éZ Urmov’, § “&v “06pvT molpvi’duiopet.

These are very unusual. The same hymn also has (line 41) :

elme 68 ywoopdve ‘tlg wour mok 6&vépea udntel;’
and stranger still is IV, 116 :

ofucpov &Zanfvng; & 6 &vAinocog. & udv &xboc,
which reminds us of the use of 4vTiAaff by the tragedians to
achieve reaiism. It also has the effect of guickening the narrative,
as 1s the case here ; at the beginning of %he line Leto is still
addressing Peneios, by the end of it she has turned to the unborm
Apollo. The whole line surely cannot be spoken by Leto.

Was the use of such examples in epic situations an innovation
by Callimachus, or was it a general Hellenistic phenomenon ? If the
latter, then we might expecf to find a certain difference between
Apollonius and Homer in their treatment of direct speech. There is,
however, no difference. Apollomius has, without exception, adopted
the Homeric pattern.

Whence, then, did Callimachus derive his inspiration in

these matters, and what meaning is to be placed uvon them ? Clearly



Lo

it is yet another example of the influence of other genres of
literature upon the hymns, perhaps the drama, but more prohably
the mime. The effect achieved is one of relative spontanelty ;

the speeches and conversations appear more lifelike. Callimachus
has brought the hymn more up to date. It is also quite likely
that the technique of the epigram again influenced him. This can
be seen from ep.l3, quoted abovel, or even in the two-line ev.34 :

: ¥
Tlv pe, Acovidyy’ dva guvontdve, wfiyivov 8lov
e t £ R ‘t - 4 - ',éK' Cc oz, ]
fine ~ "Tigs "Apyxtvog. motog; Xonge. OEYORAL .

This is another example of the way in which Callimachus helped to
mollify the rigidity of genre which was an important feature of
earlier literature.

While Apoilonius adhered strictly to the old rules,
Theocritus showed some of the inventiveness of Callimachus. This
is hardly survrising in the pastoral or mimetic poems ; and there
is one examnle in evic (or enyllion) writing :
Avéyer ‘und’el 1L Beol vofovti movnpdv,
which is a departure from tradition; But this is the only significant

example. Fven Catullus, for all his modernity, constructed poem 64,

Peleus and Thetis, along epic lines in the metter of direct speech.

Callimachug, despite his claim to use traditional forms, showed

more inventiveness than his contemporaries or successors. Thig ig '

1
P.10.

2XXIV, 68.
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no doubt vartly due to the vastly differing types of literature
he himself wrote. This versatility is important. We have already,
on several occa.sibns, noticed the influence of Callimachus' other

works upon the Hymns.

McMASTER UNiveErRSIRY LisRARY



CHAPTER IIT
METRE AND STYLE.

One of the facilities which Greek poets enjoy is the freedom to
lengthen a syllable for reasons which are often far from rational.

In most cases the lengthening is in the arsis of the foot ; more

rarely in the 'bhesis.l Because of this, many words in Homer

possess a syllaba anceps e.g. the first syllable of tnde.lore can
be said about the irrational lengthenings of final syllables. There

are at least thirteen such cases in the Hymns, as follows :
I) II, 2 : éudc éudg
2) II, I9 : uidapiv 4
3) II, 20 : 9ftic AxiAfic
L) III, 6I : ZnL péyw
5) III, I50 : péioa péyav
6) IV, 83 : £1edv &yfvovro
7) IV, I93 : &veépbuoé e
8) IV, I9% : vbtog Ev8’
9) IV, 229 : ’Aptfuidoc fitic

I0) IV, 238 : waiovidiov €mog

1These words are somewhat unfashionable today, but are
still convenient provided that their meaning is clear. Arsis refers
to the first half of the foot, a long syllable, thesis to the second
half, which is either one long or two short syllables.

51
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TI) IV, 263 : Baddg ’Ivendg

I2) VI, I5 : yopéddig &xabfoowno

I3) VI, 2I : Tpintbiepog &yoddv
There are other examﬁles of lengthening before é,a combination of
mute and liquid, and o'. These are inherited from Homer, where
they are quite normal ; they need no further comment. OF éhe examples
guoted, some can be explained by the force of the digamma, thus
I) ofeudg. 7) oFdg. I0)F émog.While these have Homeric authority
they still raise the interesting question of the extent of
Alexandrian knowledge of the digamma. They themselves never mention
it, which is rather strange in view of the vast amount of research
which was going on into earlier literature. It certainly cannot be
proved that they knew of it, but while the three examples can also
be exvlained by the theory of lengthening in arsis, we should not
discard the question of the digamma. Callimachus may have liked
the epic flavour which it brought +to his lines, even if he did
not understand it properly. Except in a few areas of Greece, the
digamma had ceased to be effective by classical times. But it is
not impossible that it may have lingered longer on some words than
on others ; a common word like €nog  for example, might have retained
it longer. We can see this éort of thing happenins in the case of

reduplicated perfects in Latin ; presumably most verbs had a

reduplicated perfect in the beginning, but only a few retained it

1

Ve Cahen, Callimaque et son Oeuvre Poétique, Parisg, 1929,

p.467.
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into classical times. Peperci, for instance, kept its earlier

form. But in the Empire parsi became the preferred form. With the
desire for uniformity and analogical levelling of conjugations

and declensions which accelerated in the Empire, peperci was

felt as an odd form, and no doubt its nature was not properly
understood. The case of the digamma may have been similar. In

some words 1t may have survived into the classical age of much of
Greece; at least as a conscious memory, though perhaps nof understood.
Callimachus may be reflecting this fact.

Modern French, and indeed English, illustrate this point
gquite well, The French still write an initial EH although it is
seldom pronounced. Its presence can sometimes be felt in conjunction
with another word ; compare the pronunciations of les haches and
les habits. In the latter case liaison takes place, as if there
were no H. In the former case a hiatus must be observed, even though
the H is still not oronounced. The digamma may have reached a
similar stage at some point.

It would be surprising if the Alexandrians did not know
of the digamma. Apart from early epic, it appeared in the poems
of Sappho and Alcaeus, and, indeed, came to be considered as
peculiarly Aeolic. And it lasted even_longer on the Greek periphery,
to the fourth century and beyond. Alexandria, of course, had no
Greek history to speak of ; and the digamma has not been found

on inscriptions from Cyrene and Thera, which apparently had identical
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alphabets.l On the other hand, it was known in the first century B.C.
Dionysius of Halicarnassus and the grammarian Trypho mention ift,
althqugh they are of no assistance in the present problem. By this
time, of course, the familiarity of contact with Rome and Latin
might have provided linguistic assistance. It is harder to decide
whether the Doric beta in nlace of the digamma2 would have been a
help or a hindraﬁce to the awareness of the digamma.

Of the other examples mentioned earlier3, some are
possibly to be explained by the theory of lengthening in arsis.
The first example quoted, éuag é%gg, resembles the repetition
UTIAG e v o iAo (I, 55) and 0 En" (IT, 103) in that each word
occurs twice within the same line. This alone should be sufficient
to suggest that Callimachus is making a point, and an examination
may confirm this. The possible influence of the digamma in é%ég
has already been noticed. K:KJG is, of course, Doric, while %&kég
is Attic, n&héﬁ having the‘initial vowel long to compensate for
the lost digamma of ueAF3G . But this hardly shows that Callimachus
was aware of the digamma ; he may simply have been playing with

the dialects. ‘I7 i1 is slightly more comvlicated. In the same

line Callimachus adds tet PEAoC which surgests that he was indicating

the derivation of ﬁﬁ'from {npv. The etymology of this word is

: lV. L.H.Jeffery, The Local Scripts of Archaic Greece, Oxford,
Clarendon Press, 1961, pp.25 and 317.

2

E.g. Bendg (Hesych.)

3Pp.51—2.
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uncertain, but Latin jacio suggests it may have been jijnuu.
Most authorities agree on thisl. The removal of the j sound
after the iota may have resulted in a léngthening of the iota
in certain dialects on the analogy of the digamma. Callimachus
would then have had two forms of fl to use. This is not %o say
that he himself was aware of +the earlieriform of the verb ; he may
have found a similar word-play in an earlier author, or he may
have found both forms separately in earlier literature. Perhaps
this was what led him {to make a reconstruction of the original fomm
and therefore associate iﬁ with fnub. Other writers, whether they
write tn or l",P:J:ceep the iota short. In particular, Callimachus may
have had in mind a line of Apollonius :2

Bapchveonov €necoiv, ‘Un fe’uerinyviov:
It is not clear from this exactly what Apollonius considered {7
to mean ; he could be connecting it with {808, but not necessarily.
If the original form of this verb was toficbar as Boisacqg affirms,
we might expect an initial long vowel after the disavppearance of
the sigma. This is the case in Homer, although others have the iota
short. At any rate, there is no doubt of the scansion of the line
of Apollonius above ; there can belno long iota. So Callimachus

may be making a metrical or etymological point against Apollonius.

To consider the matter of the digamma in the Himns of

1E.g. Boisacq, Dictionnaire étymologique de la Langue grecque,
- Paris, 1923.

11, 712.
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Callimachus we must also consider such matters as hiatus, elision,
crasis and correption. Callimachus more or less follows Homer in
these points ; that is fo éay, he is quite contradictory in his
usage. It is true that he sometimes permits a hiatus where the
presénce of a digamma may have been felt, e.g. b Eva (TT, 79.)

He also does this, however, with words which did not begin with a
digamma e.g. Yuvi émiployvetar (I, I3) In the Hymns this feature
appears most readily with the vowel eta ; there is another remarkable
instance at VI, 86,1where both hiatus and correption occur with
identical vowels., All the above cases differ from the abundant
exampleg of correption, since the first of the two juxtaposed vowels
ig not éhortened. Again, the digamma is often blatantly ignored e.g.
dve (I,33).Callimachus also feels quite free to elide before a

2y _” . ~ . .
toxdv(I, ?5)He is very fond of epic correption ;

digamma e.g. bm
departures from it are usually significant. We have Jjust seen examples
of a long vowel in hiatus remaining long before a short vowel. Perhawvs
tﬁe greater weight of the long vowel prevails. In the Hymns there

are also four examples of a long vowel in hiatus remaining long
before another long vowel. Two of thése examples are identical

& Ednpeidbe, (V, 8l and 106). We may have to regard them as special

cases, since a shortened omega before a vocative might have sounded

odd, altﬁough we cannot be certain of the pronunciation in Callimachus'

¢ - ‘ . ’ -3
1r ¥neo’z Ummov’, 3 *&v "08put molpvi’dpipet?

An- example with different vowels is deuvpdpevor dnép (III, 59).
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day. Moreover, both examnles occur at the beginning of a line, .
where a long syllable is obligator#. Perhaps this is why Callimachus
put them theye. It is interesfing to observe that Theocritus has
the same word in the same place in the 1ine,1 and since there is
some doubt about the ftext at that point, the compmarison with
Callimachus has become more significant. ,

The other two examples are more interesting since they
both ocour with words which had a digamma : &3 el8dtac (I, 78)
and pfi of (IV, 238). It is interesting that both the b and the uf
occur in thesis, which is slightly unexvected. As it stands ed etddtacg
apparently breaks Naeke's law which does not allow a fourth foot
spondee before a bucolic diaeresis. When the phrase occurs in Homer
the first part is generally written 582; this could bhe done with
Callimachus too, but would be unprecedented in the Hymns, and
editors have avoided it. Alfternatively, it may be said that there
is no bucolic diaeresis, ed zpoing sufficiently closely with etdbdTag
for the phrase to be considered a unit. Another example of this point
occurs at IV, 4 : eBupvor Affhog 6’28&her t& mpdte ¢fpecbat
1 me®re being considered as a unit ;5 this is perhaps easier to
accept. The validity of Naeke's law, however, is questionable.

It has been invoked at IV, 006-7 (mss. reading) :

\ 3
dANS @fAn, 6Ovacar vép, dudverv, mdrvix, dobloig
~ 2 ~
buetéporg, ot oclo wnidov natfovoLv egsTnil.

Lyx1v, 71.

°%.g. Iliad, II, 823.
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which has found general acceptance in the reconstituted form of laas :

”, 2
&AME, ©iAn, &fvacar ydo, &pdveo mwdrvia dSodAovg
~ 3
dpetépovg, ol ceto médov mztfovoly cpeTufv.

which gives a completely different, and perhaps unnecessary, sense.
Further violence has been done to the text by Maas2 in connection
with Callimachus' habit of following a third foot. strong caesura
(penthemimer) with a fourth foot strong caesura (hephthemimer) when
there is no bucolic diaeresis. There are many examples of this in
all the Hymns excépt the foufth,where there are only three, although
it is by far the longest hymn. Maas‘ intention is to account for

these three examplesg, which are :
téppa pEv obme Tov Ypovoény Emeployeto Antdh, (IV, 39)
edupvor Affhoc &6°268%Mer 1k medto @fpecBor  (IV, L)
TapBéviov, weByev 8°6 yépwv petdniode deverdg, (IV, 7I)
Maas admits that IV, 39 cannot be altered ; in IV, 4, however,
bt BfMet can be written in place of & £6&ker, resulting in a
third foot feminine caesura. In IV, 71, é is regarded by Maas as
an unpoetic article ; 6°6 vépuv ig therefore rewritten as 52 vépav,
again giving a third foot feminine caesura. The arficle is presumatly
unpoetical because it occurs in a series of nouns which have no

article. Yet exactly the same feature is found in this hymn at

. (44 ~
lines 138-9, where «... al 1€ Svouelqg
AN
EoyaTral TIvBOLO,cane

1 Yaas gives a rather blased summary of the points involved
in his Textual Criticism, trans. B. Flower, Oxford Univ. Press, 1958,
np.28-30,

In Fegtschrift Bruno Snell, HMunich, 1956, pp.23-4.
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It is possible, however, that'the objection is to the
article with a ﬁroper name. But elsewhere Callimachus writes
dréAhwv  (II, 9) and tév dpatdv *Amtalove  (V, 109). Moreover,

Maas' alterations require 6 to be taken as an enclitic, forming

a unit with the previous word. This in itself is dubious. It has
been remarked in this connection that 5¢€ and words like it are
neither enclitic nor proclitic, but something in betweén.l
Callimachus may well have agreed with this. Consider his line at
ep.6, 2 : defapévov, uhelw 6’ Blpvrtov foo’Ewabev,

From the stand-point of euphony it is surely better that the first
hemiepes end after »Aclw than after uAelw &°, although logic

would be more likély to prefer the second alternative ; but
 something can be said for both cases. We should certainly not

be surprisedlto see logic relegated to second place from time

to time in poetry. All things considered,; the question is not so
simple as lMaas assumes. Callimachus may have regarded the pentameter
more as a unit than as a combination of two hemieves, but the amount
of internal rhyme in the pentameters of this hymn2 suggests that he
was aware of the imvortance of the main caesura.

The final example of hiatus with no correption -pf of-

also involves the digamma. This third person pronoun is anparently

lBy 0'Neill, Yale Classical Studies, VIII, pp. 108-9.
2

V. infra, p.84.
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different from other words with a digamma in that the force of~the
digamma is generally retained in 1iterature.l It is therefore
unlikely that Callimachus was making any special point on this
particular occasion, especially sinpe a similar scansion of
occurs in Homer.

It is not inappropriate that the force of the digamma should
be felt in the Exgg§. The settings depicted by Callimachus echo
those of earlier hymns, although we cannot be certain that Callimachus
had any particular occasion in mind when he wrote them. And although
Callimachus has introduced much new material, he has been careful
to retain the epic basis. Thus he does not forge% to mention the
stringed instrument used by the epic reciters, although its relevance
to the external situation is restricted to the Hymn to Apollo, to
whom, of course, it was of snecial importance. Thus at II, 12-13

. \ b P 7
we find : pfite cwennAny xiBapuy piT cdovov Lyvog
PU - ” -
10D doi8ov Tove maidug Eyeiv Emubnufiocvrog,

and again later at line 16 ¢

? ’ \ - 3 AY 2 L) , 23 2

fNyvacépny tovg waldag, £mel YXEAVC OUMET GeEPYOC.
A chorus of youths is quite a different thing from an epic reciter
as regards the use of a ui8uptg, but choral lyric provided ample

precedente.

lV. Maas, Greek Metre, trans. Lloyd-Jones, Oxford, Clarendon
Press, 1962, p.82.

2922%&9.27 Vi, 147.
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In the Hymns of Callimachus we occasionally find elements j
which have been regarded as one of the earliest features of Greek
poetry. This is the gnomic utterance, found in either prosodiac,
paroemiac or enoplion metres (P.P.E.). The exact description of these
metres has been disputed ; Snell classifies them as follOWslz

Prosodiac : & vy ~u v —

Parogmiac D TT e e —

Enoplion ¢ M —woe —uu —

It will be observed that the prosodiac ends like a pentameter,

while the other two end like a hexameter. Any phrase classified as

a prosodiac, then, would not generally occur at the end of the
hexameter. It has been suggested that the P.P.E. structure represents
the kernel of the development of the hexameter.? I+ is indeed

gquite probable that the first poetic statements were of a proverbial
nature, and there are many early examples of this in a P.P.E.
structure. Again, the most gnomic of Greek poets, Phocylides,

wrote in hexameters and elegiacs. The developed poetry of the epic
which we possess has naturally expanded considerably from this
element, but the P.P.E. structure still makes an occasional apvearance,

€eZe Hesiod's noipde 6°2mi ndouv &protoc.d Tt may be that even at

this early stage poets were adapting such elements to suit their

lGriechische Metrik, GOttingen, 1955.

2E.g. by Huxley, The Early Tonians, London, 1966, p.44.

3

Works and Days, 69k.
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purpose.l

Theré are several exanples of this basic structure in
the Hymns of Callimachus, some clearer than others. Good examples
are :' nonov pandpecory &pllewv (IT, 25).

dev 8’c¥oprog ambirov (II, 68).

8c0g 8°4el dotveihiuTog (IV, 26).

£ol namoveftoveg &yB8pol (VI, II7).
Other examples are similar, but some lose their gnomic force, and
reflect religious usage instéad, €.g.

A Y ’
6v 8’ 0b Bdveg, Zool yip ciel (I, 9).

?

-~

tf 8’00 upatéovrtoc Sn’loybv; (I, 75).
5{6ov 8’dpethv 1 &pevég T (I, 94).
6ibov 6’4dpetfiv 7e mar 8ABov (I, 958).
Endg fxvg 8otig &dhvtpde (IT, 2).

wéror &€ wor ativ dovdf (III, I37).

at 5¢ otuBuphrepov &prog; (IV, 2k).
T{r0 mempwpfvov fucp (IV, I28).

yéortog 8& totv €ooet’dpolBf (IV, I52).
$ 8’eloetar #H8co matpdg (IV, I70).

oo onanfiv 680y Zeppove @by (IV, I84).

which recalls the style of Theognis, himself a very gnomic poet,

and : 7O 6'2vredig, § w’dmvedoy (V, I3ZI).

odu &yadov moiuvxotpavin (Iliad, II, 204.) certainly sounds
like a gnomic phrase, but only fits the P.P.E. structure (resolved) if the
negative is removed. This may be an instance of Homeric adaptation
of a phrase which had developed from an oligarcihical society.
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In early epic the presence of the P.P.E. structure is easy to
explain ; it is presumably a living force of oral poétry, and so

we expect it to feature in even the most refined style. With
Callimachus the case is different. While the sentiments which he uses
are quite common, we do not find them in this exact form elsewhere.»
He may have borrowed them from sources no loager extant, as he
borrowed &x ¢ ALdg Paciifieg (I, 79.) from Hesiod,1 and so on.

But to explain {them all thus is a desperate expedient. It is more
likely that Callimachus constructed them himself along the
traditional lines. And the stimulus may not have been confined to
epic, for some of the phrases remind us of maxims of Pindar, e.g.
his ouiLéc gvap Kv@pwﬁog 2 . Callimachus presumably wished to insert
an archaic flavourbinto his ﬁexameters. It is the love of early

epic which we have seen elsewhere, The presence of P.P.E. elements
in the archaic languzge of a religious hymn is quite appropriate.

It is clear from the structure of the Hymns in general that
Callimachus is trying to avoid discarding the traditional framework,
despite attempts to modernise. It may be significant that outwith

the P.P.E. structure we find very few gnomic utterances.

1Theogony, 96.
2
P., 8, 95.

3Possible instances are I, 62-3 ; IV, 122 ; V, 100 and 135-6.
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The presence or absence of the digamma in the Homeric ﬁymns
prompted scholars to utilise such gtatistics for dating puUrposes.
This clearly cannot be done with Callimachus, but there may be
other statistics which are worth a brief glance. The presence of
a spondaic fifth foot in the hexameter is an example ; such lines
are a typically Hellenistic phenomenon. Their percentage in the
Hyms is as follows : I : 14.6 ; II : 5.3 ; III : 10.8 ; IV : 3.1 ;
VI : 4.4.; The elegiac fifth hymn has no such lines. We can perhars
regard’ such omovdecidlovies as éomething to which Hellenistic voets
were more addicted than their predecessors, although there is no
evidence that it was counsidered a fault until Cicero passed a
biased judgement upon it. If, however, we regard a lower percentage
as evidence of a éature and restrained style, then this would oput
the hymn to Zeus first, followed by the hymn to Artemis. But while
this approach is suggestive, it cannot be wholly relied upon ; the
low percentage of such lines in the hymn to Delos may simply reflect
the fact that Callimachus has more closely followed a.Homeric
hymn, although the hymn in question, to (Delian) Apollo, has a

percentage of 7.3.2

lThese figures are calculated to the nearest decimal point.
This also applies to some -later figures ; for others the nearest
whole number is sufficient.

2If every single case is counted, the figure is 9.5. The
smaller figure results from ignoring more than one occurence of
exactly the same form of the same word at the end of the Homeric
spondaic hexameter. This sort of repetition is avoided without
exception by Cellimachus within each individual hymn, providing
yet another example of hig careful polish.
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If these statistics are used along with other evidence,
the result may be more significant. As regards its use in hexameter
poems, the bucolic diaeresis is not a particularly Hellenistic
phenémenon. It is only slightly less freguent in early epic than
in the Hymns of Callimachus. It‘is more common in elegiac hexameters,
however, and the Bath of Pallas has the highest percentagé of the
hymns, while in the epigrams of Callimachus it reaches a remarkable
92%.1 In general then, the bucolic diaeresis might be regarded as

more of a hexametric sine qua non for Callimachus than for Homer,

although the differences are not very great. The,percentages for
Callimachus' hymns are ¢ I : 73 3 II : 69 ; III : 69 ; I% : 60 ;

V : 75 3 VI : 69. These percentages do not differ greatly, but it

is interesting that they confirm in part the evidence of the spondaic
lines, We can perhaps regard a high percentage as a slight indulgence
without too much regard to stylistic effect 5 this would then place
the hymn to Zeus first (ignoring the Bath of Pallas for reasons just
given), which agrees with the Omovdecidlovteg evidence., The hymn %o
Delos again has the lowest percentage, which may be further evidence
of Callimachus' desire to write in a slightly more Homeric style in
this hymn. It would certainly be unwise to regard such statistics

as the product of chance. In the Hecale, for example, Callimachus

constructs ca. 12% of the hexameters with a spondaic fifth foot.

This seems more akin to the normal Hellenistic figure, for Apollonius

1According to Cahen, Callimague et son Oeuvre Poétiaue, p.479.
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also shows 12%.1 But taking the Hymns as a whole (except the f;fth,
of course) the percentage is 7.6, which is clearly an attehpt to
play dowm thg contemporary style in favour of that of early epic,
which has 5.6%.2 Although a svondaic fifth foot ddes not appear in
the elegiac Bath of Pallas, this is not the case with the Aitia,
which has at least nine examples in a total of just over %wo hundred
complete hexameters — although this is still fairly low for a

Hellenistic poet.

It is interesting to observe that such stylistic and
metrical points in Greek verse did not escape notice at Rome,
By the end of the first century B.C. Roman elegy had more or less
established a regular ending for the pentameter ; in Ovid it had
becﬁme almost obligatory. This was, of course, the disyllabic word
ending. The CGreek poets, however, had allowed themselves considerably
more variety. Callimachus fluctuates somewhat in his usage of this
feature, and since it does not seem to have been a conscious
aspect of his style, we cannot use it for any relative dating. The
evidence which we do have is conflicting. The percentage of
disyllabic line endings for the penftameters of the Aitia is :

I : 31.8 ;3 IT : 42.8 ; III : 27 ; IV : 45.8. Book III clearly

1This figure is calculated from an examination of four
hundred lines, one hundred selected at random from each of the
four books. The svecific passaged were I, L00-200 ; II, 700-800 ;
I1I, 500-600 ; IV, 900-1000.
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disrupts the orderly developement, but since we have no reason to
assume that eacﬁ book was composed at a certain time as a unit,
we should go no further.

The percentage for the fifth hymn of Callimachus is
considerably lower — 197. The general picture is that of a poet
who was not particularly concerned with this stylistic poiﬁt, if
he was even aware of it. All Greek poets shared Callimachus'
indifference, It is interesting to see signs of this in Catullus.
Of his longer elegiac poems - 66, 67, 68; and 76 — three have quite
a high percentage of disyllabic pentameter word endings ; 67 has
41.6%, 68 has 46.3%, and 76 has 53,8%.166, which is, of course, a
translation of a poem of Callimachus, drops to 25.4%. This is
presumably an attempt to capture the style of Callimachus to some
extent. If we compare the two poems we find conscious verbal effect
made by Catullus in this direction.

Another metrical effect more Greek than Latin is the
feminine caesura (3w) in the hexameter. Catullus is no exception
t0 the host of Latin writers who make almost exhaustive use of the
masculine caesura (3s). In the elegiac Bath of Pallas almost half
the hexameters have a third foot weak caesure ; a comparison with
the longer elegiac poems of Catullus ie again interesting. The
figures.for 3w are : 67 has 8.3%, 68 ﬁas 5% and 76 has T.T%. 66,

however, again stands out with 21.3%. This is all the more striking

1The average percentage of disyllabic word endings to the
pentameters of Catullus' epigrams is 33.6. By these statistics at
least, 76 is more of an elegy than an epigram.
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when we consider the relative frequency of third foot dactyls and
svondees in the Greek and Latin hexameter. A dactyl in this place
is far commoner in Greek ; in Latin, a spondee is Jjust as likely
as a dactyl.l In the Bath of Pallas Callimachus has.constructed
T7% of his hexametcrs with a third foot dactyl, 23% with a third
foot spondee. Catullus, on the other hand, has 34% of the hexameters
in 66 with a third foot dactyl, and 66% with a third foot spondee.
A feminine caesura demands a dactyl, of course ; Catullus has fhus
made his jw caesuras an almost equivalent proportion of his third
foot dactylsvas hag Callimachus.

While it is true that there is not a great deal of material
to examine, it seems clear that both the pentameters and hexameters
of 66 unite in suggesting a conscious metrical and stylistic |

‘EAAnviopdc by Catullus.

As we read the 1ineé of the Hymns it becomes clear how much
effort and volish Callimachus has vput into his work. This verfection
is achieved in part by certain structural éffects which reappear in
varied form ;3 this variety serves both to retain the interest of
the reader and to display the skill of the author. A common
structural arrangement is I, 3 :

InAaydvey Eratfipa, dunaondlov Odpavidnat

which can be represented as an a b b a form, with both grammar and

lSee Platnauer, Latin Elegiac Verse, Cambridge, University
Press, 1951, pp.36-7.
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sense perfectly balanced. Callimachus has emphasised this by héving
only four words in the line, a factor which usually points to some
stylistic feature. Other examnles are not quite so perfect as this,
but the form remains basically the same, e.g. II, 26 :
8¢ néyetar pandpeooiv, 5u@ BaorAfir u&yoizo
and again at III, IQS8 :
“Bong évveosinoiv, &€6Atov “Hpondfi
another four word line, but without exact grammatical parallelism.
Another possible method of construction ié an a b a b form.

Callimachus is equally fond of this, e.g. I, T7 :
.o Hopafototo
. Noa RIW 3 v« -
tevynotaeg & TApnog, Emantiipoag 5 XiuthHvne
'R TERLEOC, .
where a perfectly symmetrical line is enclosed within two genitive
proper names. This same formula appears in II, 10, in a slightly
more elaborate way :
8¢ puv {6, péyog obtog, 8 odx Use, Avtdg Znetvog.
which has almost perfect symmetry ; and at II, 12 :
4 \ I d » 32 27
1hte SrwrnAnv #iBupiv 1T ZPowov Lyxvog
Sometimes these basic formulae serve as a stimulus to
lines of greater virtuosity, such as II, 59 :
- cuarf &v "Optuyly mepunyfog Eyy6O: Alpvng.
which might be classified as a b a a b a, and III, 215-16 :

2
. ess TWodoOpodonv AtaAdvinv
nobpnv *Iacforo cvontdvov 'Lpuacidao

3.1

which is most easily described as an a alazb a”b” formula, with the



second line again having only four words. It is clear then thaf
Callimachus has advanced soméwhat from the more simplified structure
of the Homeric Hymns. These earlier hymns had retained the formulaic
structure of early epic, with its recurrent pattern of line endings
and extended epithets. Callimachus has, for the most parit, discarded
this 3 the form and symmetry which we have just seen repreéént new
possibilities.

Callimachus also hag a fondness for encasing the hexameter
within two words in agreement, usually a noun and its adjective,
e.g. II, 37 : Onhelarc 015’ 8ocov &xml xvboc ﬁk@a neoetalg,
or again II, 49 : fu08ov dn’€putt nenavnévog ’AdufiToro.
another four word line.1 This device is not uncommon in the Hymns.
It is clearly the result of attention to detail and delicate

congtruction — Alexandrianism in miniature. Similar to this is

IV, 79 :+ 1§ & dmodivn9etloa yopol dmemabdoxto viunen
adtéybuv MeAln ...

but it can also be regarded‘as an imitation of the Homeric use of
the article as a substantive with postponed noun, as :

o & pev #voa nadecbbe moAbTAog dTog ’0dvooelc
Another example from Callimachus is IV, 77 :

Ay 24
oo & 8’clmeto moAADY 8miLoBev
rd
’Adwnog...

This example illustrates an important aspect of the Hymns ;

1Whether we assume tmesis, or take the preposition with its

noun as a unit.

?ngssey, vi, 1.

70
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Callimachus is in no way dominated by the stichic nature of the
early hexameter; While Callimachus may be imitating features of
early epic, this does not permit us to say that he must have
understood their exact significancé. He may simply have liked the
archaic flavour of, say, the noun postponement. The problem is
similar to that of the digamma. It may be, also, that Callimachus?
fondness for encasing a hexameter within two words of aéreement
derived from the Homeric use of the postponed noun separated from
a substantival article. But adaptation and expansion of Homeric
technigque may have begun not long after the composition of the
early epic poems.l

This careful attention to the structure of the line was
an element of Alexandrianism which stimulated the Neoterics and
Augustans, resulting in constructions such as the golden hexameter,
Ceg. devia puniceae velabant limina vit*bae.2
The Hymns do not have such a perfect example as this, but it is
possible to see the germ of the golden line in IT, 20 :

06 GEtie ‘AxuMia uuvipetar afhive phTne,
where a slight change -Tmatda for vfiTne — would have produced the
perfect result, unless, perhaps, objection be taken to the initial

P
o8& .

i lThere are obvious signs of this in the Theogony of Hesiod :
v. Schwabl, Beobachtungen zur Poesie des Hesgiod, Serta Philol.
Aenipontana, 1962, pp.69-84.

2Prop,IV, ix, 27.
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Another notable device used by Callimachus is anaphora.
This phenomenon'is as 0ld as Greek literature, but receives a
special prominence in the Hymns. Sometimes the anaphora is gquite
extensive e.g. at IV, 260-64, each line beginning ypboeda...
xQﬁb@...xpﬁasuov...xpud@...; or again the fivefold repetition of
66¢c between III, 6-8. Sometimes anaphora is followed by anaphora,
e.g. I, 6-9, where four succesive hexameters begin Zsﬁ;.Zsﬁ..
Kpfiteg. Kpf1eg. Also striking is the double anaphora within the

hexameter, as in the oracular lines IV, 84-5 :

*Noppor pey yalpovorv, 8te dpbag BuBpog &éFen,
Nipeatr 6’ad urafovorv, 8re Gpuol unuéte ¢bHira.’

There are also examples of the so—qalled bucolic anaphora, e.g. III, 44
xatpe oe Kalpatocg noraﬂag péya, yalpe 5e Tn60c,
and V, 45 : odpepov, b6popdpot, un pénrete - adpepov YApyoq,
and V, 125 : noAAX 8t Boiwtolot Beompdmne, WOAAL 5& K&éu@i
Bucolic anaphora was generally a feature of the epigram, which may
explain why two of the three examples in the Hymns (III, 256 is
dubious) occur in the elegiac fifth hymn.
Occasionally anaphora is merged with a series of short
cola, producing a tricolon or tetracolon with (usually weak) anaphora.
Such constructions are common in early Latin in both literary and
non-literary form. Very often the words involved are synonyms,

or at least words with some relation in meaning to each other.

This is well illustrated by quoting a few 1iﬁes from an early
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Latin carmenl: Mars pater, te precor guaesoque,

ut sies volens propitius

mihi, domo, familiaeque nostrae,...

agrum, terram, fundumgue meum ese..
The first line contains a dicolon, while the third and fourth show
tricolon crescendo. The poetry of Plautus also abounds with such
expressions, €.g. Pseudolus, 19°:

_.awt re amt opera aut.consilio bono.

which is a tricolon crescendo with anesvhora, although the repeated
aut is not very striking. Callimachus has a surprisingly similar
line at V, 139 : ofv v edayoply obv t’elynact odv v’ dhorvyals.
although there is no crescendo element. But this device of arithmetic

progression appears at VI,5-6 :

“ - ~ N b IEY rd I
B ?aug wnde yvva pnd o umeteyebdouto yaitav,
&2y bl
rnd 6n’do’adariev oropbdtov wrdupee &nootou.

which i1s a good example of a tetracclon crescendo. Such phenomens
are not common in Greek literature ; their formulaic structure
suggests archaic, possibly religious, usage. If so, they are quite

appropriate to the Hymns.

I+ has already been observed that the recurrent pattern of
line endings and extended epithets, found in early epic and the
: ' o
Homeric hymns, have more or less vanished from Callimachus. The

fifth hymn, however, has an interesting variation on the traditional

formula. The word "Abavala occurs eight ftimes in this hymn, and

1Q,uo-bed. by Cato, De Agri Cultura, 141.

2Supra, D.T70.
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on every occasion appears in the same place in the line — after

the first trochéé —~ whether in the hexameter or pentameter. In the
fornm ’Aeavafqit occurs three {times, again always after the first
trochee. The genitive "ABavelag occurs once, also after the first
trochee.l There are no other instances of this tetrasyllabic form

of the name. In its trisyllabic form the word appears thrice ;
’A6&va (1.79) comes at the end of a hexameter. The other two instances
involve crasis ; ©8&va (1.35), T&6&vg (1.51) both occur at the
beginning of a hexameter, All three share an aversion to beginning
after the first trochee. As for the longer form of Athene's name,
there is something Homeric about its recurrence in exactly the

same part of the line, although this feature generally occurs in
the latter half of the hexameter in early enic.2 Athene is also
referred to as IeAldc in this hymn. The accusative (1.53), genitive
(1.1) and dative (1.15) of this noun each occur once. On each
occasion the word occupies the fourth foot of a hexameter. The
nominative occurs once alsc (1.132), but at the beginning of a
pentameter. Whether she is referred to as Athene or Pallas, the
goddess tends to occupy fixed positions in the line. There is no
metrical reason for this ; Céllimachus is probably pleying with

the formulaic element of early epic.

1 . pe . . s .

: The specific instances are in Pfeiffer's index s.V.
4
Afnvain.

zlt may be for this reason that Weinreich, Wirzburger
Jahrbiicher flir die Alterumswissenschaft, IT, 1947, pp.33-7, declares
(according to the abstract in L'Année Philolosigue ; I have been
unable to consult the article) that Callimachus is making a decisive
break from Homeric custon.
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It is also possible that Callimachus is trying to achieve
something of a refrain, since the address to Athene occurs throughout
the poem, although at irregular intervals. Slightly more Homeric
is the repetition of the line-ending £Z&tt melvov (II, 47 : IV, 275)
although it may have been accidental. But deliberate, surely, is

the repetition of the line-ending pﬁé% Aoéooa (VI, I2, I6).

An important feature of the Hymns of Callimachus is the
variety of content and style which they display.lThe Homeric hymns
are far more rigid and conventional by comparison. A good examnle of
this is Callimachus' use of the gimile, particularly the lengthy,
formal simile which extends over several lines. It is virtually

a sine gua non of early epic, and of Hellenistic too, if we may

use Apollonius as an example. Yet it has no significant place in
the Hymns of Callimachus, althoush the Homeric hymns are full of
them. Short similes, certainly, are found in Callimachus, as they
are in every writer, e.g. VI, 91 :

dc 6% HMipavte xudv, dg &edly Evi mhayydv,
but there is nothing particularly significant about +this. The only
example of a2 formal extended simile seems to be the descrintion
of the noise generated by the shield of Ares, likened to the
rumblings of Etna ; it may well be that its appearance in the

Hymn to Delos is significant, as this hymn is, of course, the

most faithful to a Homeric antecedent. It extends over seven lines

lFor more detailed information v. chapter II.
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from IV, 141-47, :

ég 6’, énét’ Abtvabov opsog nvpu Tugouévoro

cciovrat puyd névia, uatouvdaioto YCYGVLOQ

sbg £¢tfpnv Bpiapiiog snmpﬁéa AvapstLo,

eepp&atpob TE Bpeuovcbv b0’ ‘*HealctoLo TUOLYPNC

spya 0’ énod, ésuvov P> nvpﬁnunrou TE AéBnteg

Hal prrobeg nintovieg ém amknkoug mesﬁcuv,

tfipog Evevr &paBog odreocg tw8gog cdhuduroro.
Although it 1s basically traditiomal in structure, it contains
several typically Callimachean elements, such as the rhyme ending
the first and last lines of the simile, reinforced also in the
third line. Other points are worth a brief glance. t8oog (1.147)
normally occurs at the beginning of a Homeric simile , and the
sequence is generally 1600c...800¢. Here there is no gGOQ,
and t600¢ seems to refer tc>ég.It may be that tdooc 1is equivalent
to 8ooc, as it is in Callimachus' hymn to Apollo, IT, 94 :

ob6¢ wbier téo’Eveipev dpéhovpa, tdooa Kuvpfvy,
which is very unusual. The position of T600¢ is also odd, as it
is normally found at the beginning of a line. The beginning of the
line (147) is in fact occupied by Tfpog. This word is an odd
answer toég 6’, énbétlThis latter phrase often introduces a simile
in Homer, but it never makes a temporal point. Indeed, LSJ remark
that the 87¢ seems superfluous. It is the content of the clause
which is the cause of comparison, not the idea of time. Conseguently,

- L 74 k3 - . £7 .
Homer's correlative to g 8te, or ©¢ Ombte is WG, meaning thus.

What Callimachus has done is to take tfijuoc with éndét’, this latter

[
K

111iad, 11, 528.
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word being separated mentally from éq for the present purpose:
t1600¢, however, can only refer to dg &7, ondtlas a whole, and to
the content of the simile. Callimachus has confused, or perhaps
rather merged two basic types of simile.

Sefovtar puxd mévTa ig another interesting element in
the simile. The neuter plural subject is found with a plural verb.
This is quite common in Homer; but far 1eés so in Hesiod and the
Homeric hymns, hence the idea that it is the correct earlier form
and the use of a singular verb a later idea. The examples from
Hesiod and the Homeric hymns are, moreover, based on Homer for
the main parf.l t any rate, Callimachus seems to be the first
person to use puyxd as the plural of puybdg . Homer's plural is
puyode 2. This, then, may have led Callimachus to use a plural
verb, although it is not really expected even after the modification
of the noun. Homer is somewhat ambiguous on this point. His
heteroclite nouns take a plural verb when they appear in a
masculine plural form ; this is to be expected, of course. When
the same nouns anpear in a neuter plural they do not seem to govern
a verb.

To return to the simile, the alliteration of line 146
may be intended to represenf the clatter of the tripods. This line

also contains three dactyls interlocked with three spondees, perhaps

1 :
V. Scott, Amer,Journal of Philol., L, 197, 1929, pp.T7l-6.

®T1iad, XXI, 23.




intended as a metrical illustration of tripods,balthough this
formula does occur elsewhere in the gzgg_.l It is clear, at any
rate, that Callimachus has not accepted the Homeric simile without
adding features of his own.

Elsewhere, (VI,50-2) Callimachus gives us a description
which, although technically not a simile, has most of the
characteristics of a simile :

&y 6°&p’ FrnoBrédag yorembrTepov Ae nuvaydv

tpoeorv Ev Tpaploroly dmoBrénet &vbdpo Abauva

dpotduoc, T8¢ wavtl mEAevv Blocuvpdratov Bupa,

We are reminded of the description of Odysseu32 who came forth
like a lion %to meet Nausicaa and her maidens. These lines of
Callimachus make it clear that he did not completely accept the
stereotyped nature of Homeric similes, but that he liked +to recall
them, and alter them to suit his own nurpose., In the previous
chapter we noticed a similar developement in his use of speech
formula.

It is also possible to make a comparison between persons
or things without resorting to a formal simile. Callimachus does

so in a rather interesting way ; he uses the tangible (Ptolemy) to

describe the intangible (Zeus) at I, 85-6 :

ceofoLne 68 TEURfpaoBaL
fpetépy pedfovii...
A flattering description of Ptolemy follows. In epic similes the

1E.g. I, 26.

zggyssex, Vi, 96-8.
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reverse is normally the case, and a mortal is likened to a god
or hero when there is a desire to stregs his merit. Thus Homer
writes of Hector :

[ 3 32 -~ ~ -~ ’

g Em TAyarotolv cebe TpBag peya®ipovg

2. » A ' 7 » .
Entwp Mptapidng, Bpotoloiyd toog “Apnt.

But let us return for a moment to the phrase of Callimachus just
quoted. In writing Fowne 6% tenpfipaobotr, he may have been

influenced by arguments of probability (o cﬂ%ég), which were (

so common in Greek legal oratory of all périods.2 What Callimachus
means is that it is reasonable to assume that.Zeus can be understood
by taking Ptolemy as an initial poinf of comparison. Also, his use
of Tenuﬁbaoeab to introduce the evidence mayv owe something to the
methodical approach favoured by philosophy. We are reminded of
Aristotle's constant use of the phrase teupfiprov 8€. By this
Aristotle means demonstrable proof, as opposed to O 85%6@-
Callimachus, however, has combined the two elements in an apvarent
paradex ; but he may have ignored the stricter interpretations.

There is another example of this approach in his hymn to Apollo,

b 3
II, 34-5 : . e s « TOADYPVTOG YaD ~AmbAAwv
Hal mwovAuvntéovogr IvBdvi me teupfparo.

It is possible that Callimachus was influenccd in this by current

1Iliad, XI, 294-95., Many of the 8eco- compounds also come
under this category. A poet can refer in this way to other men
without fear of Nemesis ; perhaps such men were indeed more like
the gods. We are reminded of what Plato makes Socrates say of
previous generations at Philebus 16 C, : of pEv madarol, mpcitroveg
pdv nab éyyvrépm 9eBv otuolvreg.

2V. Kennedy, The Art of Persuasion in Greece, London, 1963,
pp.30=1.
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theories of theclogical rationalisation, notably those of Euhemerus,
who, a few years earlier, had expounded his theory of the gods'
origins as mortal men. Callimachus, however, derived his explanation
of the divine from his own surroundings. This is a relatively
sovhisticated idea, but it does not necessarily imply a personal
belief in the gods ; Callimachus' position under the Ptolemies
no doubt made recognition of the official religions obligatory.
Since tmesis continued to be used by most Greek poet;; it
is perhaps wrong to consider it an epicism.1 Callimachus, however,
probably thought of it as giving an epic flavour to his poetry.
There are examples of tmesis in each of the six hymns, ranging
from at least nine instances in the hymn to Artemis, to apparently

only one in the hymn to Apollo. The most common adverb or preposition

involved is éni (I, 49 3 II, 37 ; III, 58 ; III, 148 ; III, 252 ;
IV, 234 5 VI, 96.) followed by éndé (I, 44 ; III, 174 ; IIT, 236 ;

IV, 209 ; V, 31 ; VI, 75.) then &v({) (I, 17 ; I, 84 ; III, 112

?

~-e

IV, 265 ; VI, 20.) Other examples are with 61&, mpdg, &u, mnepf,
petd and mapd. There is considerable variety in the use made of
-such tmesis. Sometimes the two words in question are separated by

a very small word, e.g. &v 8’&B&Aev (III, 112), repeated at IV, 256,

or &n &’€xeev (I, 32). But we also find as many as three words

1 . ) S

It is probable, however, that only at the beginning of
Greek literature was it a subconscious feature. Tmesis, of course,
is the wrong word to use in this early period.
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intervening, e.g. &mi 8% yAund unpfov #ppwgc. (I, 49) ; other
examples at III, 148 and III, 252. They too involve énf ;vsuch
a large separation seems to occur only with this word.

Most of the examples are found wifh the adverb or prefix
preceding the verb or noun ; this is the normal method of tmesis.
But there are at least ftwo instances where the verb appears firét H
I, 44 ¢ <ovtdur tor méoe, dalpov, &n’ dpoaAde,...
and IIT, 181 : Jxee map’ "HEALOG HaAbY Y0p8Y, ...

In the latter case map’ probably also goes with the following noun.
While rare, these e#amplés of retrospective tmesis are by no means

unprecedented ; there is an example in the Homeric Hymn to Apollol:

\
Arev 8oor Melombvvnoov wictoav Exovouv
\ 2 AN rd
716’ 8oor Edpdunv 1e nal dpoipdrtag xatd vioovc,

There are also, as in Homer, cases where the adverb or prefix

occurs in one line with the verb in the following line, e.g. III, 148 :

232 N\ 3
«.oBe0t 8'4mL mévrteg Eumelvo
. ” 1
TAANHTOV YEAOWOLyeea

rd

— here again eni may also go with éHSfV@ - and IIT, 252 :

ceofTL B GTPATOV LETNULOAYHV
Nvaye Keppeplove.. :

) 3
and again at V, 31 : e..00 omd xalrtav
TEENTAL yees

where the pentameter has the main verb.
It is possible to regard all the above instances as

adverbial uses of the preposition, but since they are also to be

1111, 250-51.
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taken with the verb or noun, the dubious term tmesis should be
retained. Indeed the word may not‘be inappronriate in the case
of Callimachus and other post-Homeric writers.

The division of a word like 0Umw, which occurs in the
Hymns (e.g. III, 244) is too common to be significant. But tmesis,
or division, of a noun is another matter. There may be an instance

of this at IV, 66% . f 67&nL vnodwv &tépen oxomog alnerdov

A 2 o . p: . . .
By uniting £€mt with ©nomog we achieve a considerable improvement

in the sense. The probability of +the noun tmesis is perhaps

strengthened by Ennius' cere comminuit brum ; this early Latin

writer spoke Greek and had probably read Callimachus. On the‘other
hand, equally good sense is retained by taking £&xni{ with ﬁcro
which begins the next line.

The form Vvnodwv at IV, 66 is very odd. Such a form of the
genitive plural is permissible with nouns of the first declension
but not of the second, of which this is the only instance in the
Hymns. Giangrande has a rather erudite explanation for this.
Callimachus has in mind the Homeric phrase vficwv €mu Onivtepdov
which occurs twice in the Lllg@B. It is the only example in Homer

of vfiowv, genitive case, with an adjective in agreement in the same

line. Callimachus, for his present purvose, has regarded 6nAvTtepdwv

lSuggested by Giangrande, Rheinisches MNuseum, CX, i, 1967,

PP.153-55.

2Op.cit.

3XXI, 454 and XXII, 45. The variant vAowv €nu TnAedandny
appears in the 0.C.T.



83

as meaning feminine, whereas Homer clearly intended it to mean
fertile. The reader must then understand that this has influenced
vijcog, moving it temporarily from the second to the first declension.
This may well be the correct explahation. It is simpler, however,

to assume that Callimachus has made use of the fact that vfjoog

is a feminine noun of the second declension, and has taken the
liberty of grouping it with the feminine nouns of the first
declension and treating it accordingly. We are reminded of his

treatment of the noun uvxég.I

It is also interesting to observe in the Hymns elements
such as alliteration, rayme, and other verbal points. A good examnle
of alliteration is IV, 88

04BN TlmTe TéAoiva TOV adrina wdTpov Erdyyeic;
where we can almost feel the anger of Apollo ; the fact that it is the
opening line of his speech adds to the effect. Rhyme appears in |
many places ; normally the end of one line rhymes with the end of

the next, as at I, 12-13 :

tepbdg, ovéc Ti va nsxonusvov Ebksbeving
EpmeTdv oDOE YLV enLuLdYETOL, GAAE & ‘Peing

Occasionally it is the same word which is repeated, as at I, 87-8 :

¢onépLoc nsuvog Ye TEKSL & nev Hpu vofioy

- donéproc T& péyrota, t& pelfova &7, ed1e vonog.

The beginnings of these lines also rhyme, because of the anaphora.

1
V. supra, p.77.
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The same word is repeated again at the end of consecutive lines
at 1I, 26-7

og pavstau uauapscobv suw Bao LAt u&XOLTO°
8otie sum BaogLAfi, not T ATSAAGVL ndyotvto.

Rhyme generally does not involve more than two lines, but at II, 78-80

it extends over three :

»ennc tskecqopunv sﬁcrnouov, 5 §VL woAAof
ucratuov nintovowy &n’loyxlov, o &
i £ Kapvele moAdAlite, oclo 6

A11 the examples gquoted involve only one syllable ; this is the case
with most Greek rhyme. Callimachus, however, uses two syllables at
VI, 79-80 : .

ap¢oLapov Touénav te Mol viéa HinAfionoLox.
TV BE vaa Baphlupoc dpeipBero darphoLoa

It is the fifth hymn, however, which makes the most consistent
use of rhyme. The amount of internal rhyme wi{hin the pentameters
1s striking ; very often the rhyming is exact, as at line 12 :

ndvta yalivogdywv dopov &nd otopdtwv.
At other times the result is almost a rhyme, not quite so exact as

the previous example, as at line 26 :

yotpata, t8c t6fag Enyova vvrtaAidc,

If we include the instances of both these cases, we find that
almost 24% of the pentameters in this fifth hymn have internal rhyme.l
By any standards this is a high proportion. It would have been even

bigher if the hymn had not been written in Doric, as can be seen from

lmhe other examples occur at lines 8, 20, 22, 32, 36, 38, 50
50 64, 72, 86, 100, 102, 112 and 138,



the first pentameter of the hymn :
€€vte 1dv Unnov dptL gpuvaccopeviy
Notable also for rhyme in the first half
the oracular hexameters IV, 84-5 :

‘Nhpot usv yafpovory, ors épuag opﬁoog
Noppor 8’ ad snhalovorv, 8te Bpvol pnuéTi

Other notable verbal effects are WroAlov, moAlof

of the line are

2,
aELen ,
edA e, ’

(I1, 69),

yalpe 8t Kolpatoc (ITI, 4h4), totine..cbéotie (IV, 325)

KoDpntec.. novptlovrog (I, 52-4).
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CHAPTER IV.
CONCLUSION.

From the points which have been raised and discussed in this thesis

it is clear that Callimachus was a typical literary figure of his time
in that his works display.erudition and refined criticism rather

than originality of inépiration. His skill lay in his ability to

use the traditional art forms as a basis for his outpouring of
research and scholarship in such a way that the fundamentals of

Greek literature were never compromised. Indeed, a knowledge of the
classical and pre~élassica1 literature remaing of supreme importance
for the understanding of Alexandrian literature. Callimachus had

much to say that was new, but novelty, as he well knew, is considerably
enhanced by comparison and juxtaposition with traditional elements.

As we have seen, the influence of other genres — often
contemporary — became important, and it is perhans not surprising
;hat an ad hominem approach occasionally appears., This is no doubt
linked to the emergence of an age of scholar poets s voetry counld
tolerate many varied strands and viewpoints in its oroduction, but
scholarshiv, postulating an attainable truth, could make far fewer
concessions to individuality.

A question which must be raised with Callimachus, as with
all Alexandrian voets, concerns the extent to which his linguistic and

metrical subtleties would be appreciated by an audience. If we feel

86
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a little uneasy about this, it is surely no more than we feel about
the tragic choral ode or the Pindaric ode. When we remember that
Callimachus wrote primarily for fellow-savants we must feel reassured.
This does not exclude the possibili%y that Callimachus operated on
more than one level, as Pindar obviously did. Callimachus certainly
displayed the influence of the external world in his poetry ; elements
of flattery remind us of Callimachus’® favoured position under the
Ptolemies. The festivals and proceésions which the Hymns purﬁort to
celebrate are certainly convenient excuses, but it seems likely that
Callimachus regarded thisg public role, if indeed there'was one, of

little importance beside the permenence of hig art.,
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