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Let Sleeping Eros Lie: Introduction

Introduction

Imagine a luxuriant meadow surrounded by whispering oaks. A slender brook runs in
their midst. Shepherds and goatherds relax on a green hillock watering their flocks, playing
panpipes, and singing. Can you guess what they are singing about? If you answered love, then
you are already familiar with the genre often known as bucolic or pastoral and you are not alone.
In one of the best known Greek descriptions of a locus amoenus, Plato’s Socrates goes outside of
the city walls with Phaedrus to discuss love in the perfect surroundings (Phdr. 229a-230c); the
most detailed description of the surroundings is in 230b-c:

SQ. N tyv "Hoawv, nadf ye 1| xazayoyi. fj 1e Yoo mhdtavog aitn pdh’ dudrhadhs te wol Dynhf, tod te
dyvou TO VPog ®al TO CVOKLOV TAYRAAOV, ROL MG ARV EYEL THS AvONG, Mg GV EVWOEOTATOV TTOQEYOL TOV
TOTOV- #] TE A TNV Y eoLeoTATY VIO THS TAaTAvou Qe pdho Yuyeod Hdatog, hote Ye T modt
tenpneaodar. Nuudp®dv € Tivov xai AxeAdov iggov Amd TOV x0Q®V Te %ol dyaludtwv oxev eivar. el & ad
PolAet, TO €dmTVvOUY TOD TOTOV MG AYOTTNTOV ®Ol 0POOQa OV BeQLvOV TE ®al AyvOV DITNYEL TQ TOV
TETTIYOV X0Q®. TTAVTWV O& ROUPOTATOV TO TS TOAC, OTL €V NEEUN TTQOOAVTEL IRV TEGURE ROTOHMVEVTL
™V reDOAAT

So. By Hera, it is a pretty resting place indeed. For the plane-tree itself is very thickly grown and tall, and the height
and shade of the agnus are very pretty, and as it is at the peak of bloom, so the place has the best fragrance.
Furthermore the spring is most pleasing it flows with especially cold water under the plane, as I judge by my foot. It
seems to be a holy place for certain nymphs and Achelous from the statues and offerings. And if you wish, the
airiness of the place - how desirable and very sweet. The summer-time and shrillness of the cicadas echo in the land.
Most pleasant of all is the grass, that grows gently uphill sufficiently for reclining one’s head.

By the first century this fopos had become so trite that Plutarch needed only a nod toward the
conventions in his Amatorius (749a):

@. Adpehe ToD AOYOU TO VOV €YOV ETOTOLDV TE AELUMVAG ROL OXLAG ROL Ao KITTOD TE %al OAARWY
dLadoouag xai 60° GAha TolvTMVY TOTWV EmAafdpevor yhixovran tov ITAGTwvog TAooov ®ai TOV dyvov
ExELVOV nal TNV NQEU TEOOAVTY OOV TEGURLIAY TROOVPOTEQOV 1) wAAALOV EmyodipecOal.

F. Break off the speech now holding back the meadows and shadows of the epic poets together with the ivy and the

passage through holm-oaks and whatever else of such topoi having taken up they strive to imitate the Ilissus of Plato
[Phaedr. 229a-230c] and that holy [tree] and the gentle hill, growing grass with more eagerness than beauty.

Flavianus has asked Autobulus to speak about love and, in anticipation that Autobulus might



describe a locus amoenus at length, cuts him off, suggesting that this setting is now taken for
granted in any speech or poem about love.

While Plato and Plutarch discuss the power of Eros in prose, my study will focus on
poetic descriptions of love in a pastoral setting. I will argue that many ancient poems from the
area around the Mediterranean associate love so closely with nature that they describe love or
lovers using metaphors that conflate them with the natural world (whether landscape or animal).
Furthermore, they all contain plant metaphors, animal metaphors, references to the danger of
love, lovers who yearn for one another, and connections between the beloved and divinity. Many
of the poems I will study use strikingly similar metaphors that suggest a closer relationship
between these works than has previously been accepted. I will argue that works from the
Mediterranean that share these features should be considered part of a genre that I have named
the erotobucolic.

What is Erotobucolic?

The erotobucolic genre is not always marked by a specific meter like other ancient
genres. Instead it is marked by the content features I have listed above. It often appears mixed in
with other genres such as lyric or epic poetry.' In the same way that many elegiac texts contain a
recusatio, or section in which the poet describes why he (or she) will not write epic, but
ironically uses epic language within the elegy to accomplish this, they may also contain
erotobucolic moments (these are frequent in the poetry of Tibullus).> Epic texts may also contain

moments that are reminiscent of erotobucolic in the same way that they contain elegiac scenes.’

1 For a discussion of these elements in Greek epic, see Van Sickle 1975.

2 These passages and other epic-style passages, such as mythological references in elegy are discussed by Wiggers
1976, Greene 2000, and Mazurek 2006.

3 Trankle 1963 discusses the ways that elegy shapes Ovid’s epic the Metamorphoses. 1 will show in the concluding
chapter that Homer and Ovid describe many erotobucolic scenes.



Many of the texts I will discuss in my concluding chapter are already considered part of a genre
such as epic (e.g., Homer) or lyric (e.g., Horace) based on their formal features, but I will be
discussing the erotobucolic moments in these texts. I will primarily focus on the /dylls of
Theocritus and the Song of Songs.* Theocritus has often been named as the originator of the
bucolic (or pastoral) genre and some have claimed that SoS also has bucolic properties.’

The primary element of erotobucolic literature is overlap between the descriptions of
nature and the erotic descriptions (nature stands as a metaphor for the erotic and erotic
relationships for the fertility of nature); this element alerts readers to look for other generic
elements. The intertwining of love and nature is carried to extremes so there are always multiple
levels of meaning in erotobucolic poetry (at the very least, a surface meaning in which the poet
describes a landscape and a metaphorical understanding in which he describes the beloved). As
Gutzwiller noted with respect to Theocritus, there is an invitation to the reader to be aware of
pleasure and deception of the text;® the overlap in description between the beloved and nature is
both pleasant (enjoyable language to describe the attractions of the beloved) and deceptive (the
beloved is not exactly like a tree). Awareness of this semantic and symbolic range prepares the
reader to look for multiple meanings in erotobucolic texts and individual poets often took
advantage of this aspect, enhancing their works by adding further layers of religious, political,
and/or literary meaning. It is true that all poetry arguably invites multiple interpretations.
However, an elaborate scheme of metaphors in erotobucolic poetry reveals a consciousness of

this invitation not present in other genres.

4 1 will refer to Song of Songs as SoS from here on out.

5 See Van Sickle 1976 and Gutzwiller 1991, 3-19 for a detailed discussion of the elements of the genre and the
problems of thinking about Theocritus as an originator. See Halperin 1979, Payne 2007, and Klooster 2011 for
arguments that Theocritus consciously crafted the genre.

6 Gutzwiller 2006.



It is not only the natural imagery of the erotobucolic genre that sets it apart, but the
themes examined through this imagery. Erotobucolic literature invariably draws attention to the
social and psychological dangers of love, which is surprising given that the natural imagery
nearly always has primarily pleasurable connotations. Furthermore, though methods vary,
erotobucolic literature connects the beloved to the divine, revealing that strong feelings of love
for a person can border on worship. Ultimately, love in the erotobucolic world is portrayed as an
intense pleasure that entails a dangerous loss of self-control.

Why the Idylls and Song of Songs?

Space and a desire to be thorough in my description of the genre as it appears in these
texts prevented me from including more authors. Having room for a thorough description of the
work of only two authors, I narrowed it down to Theocritus and the author of SoS. SoS is a good
example of the balance of pastoral and erotic elements from a non-Greek culture. Although it
comes from a culture with different values and traditions, by reading it along with the Idylls we
can discover the elements that are most essential to the erotobucolic genre. They are not the only
ancient authors who wrote in the erotobucolic genre but they have defied generic categorization
in the past and many scholars have already noted the connection between them, providing a basis
for me to build a stronger argument.’

1. Problems with Previous Generic Categorization

The bucolic or pastoral genre has been considered problematic for some time. Evidence

from as early as the 1* Century BCE refers to some or all of Theocritus’ Idylls as ta povrohxd®

and this term was later used of the poetry of Moschus, Bion, and Vergil. Scholars disagree on

7 For mentions of similarity between SoS and Theocritus see Graetz 1871; Pope 1977; Fox 1985; Burton 2005;
Hunter 2005; and Anagnostou-Laoutides and Konstan 2008.
8 Artemidorus Anth. Pal. 9.205.



how to define bucolic poetry. Three questions divide scholars — 1) Did Theocritus invent the
genre? 2) Did Theocritus intend for the term bucolic to designate the genre? and 3) Should the
genre be limited to songs about herding?’ In an attempt to clarify the limits of the genre,
Gutzwiller looks at the origins of the term ‘bucolic’ in the Greek verb BovkoAiém. She describes
four basic meanings for this verb: “(1) cowherd/herd/graze, (2) tend/guard, (3) soothe/beguile,
and (4) cheat/deceive.”" She discusses the intersection in meaning among these definitions and
links them to the function of bucolic poetry as a sweet (i.e., soothing or beguiling) song that
helps to manage (i.e., herd) life’s cares by passing on (i.e., guarding) the wisdom of the past.
However, the sense of soothing achieved through bucolic song may be deceptive as it misleads
the audience into a temporary sense of calm without actually solving any problems. She argues
that the /dylls present the full semantic range of the word and invite the reader to enjoy the
pleasure while remaining aware that it is an illusion."

As Pope notes, “The classification of the Canticle [SoS] as to literary genre, like almost
every other aspect of the book, is a vexed question.”'* Many, beginning with Origen, have argued
that SoS is a dramatic poem, though many concluded it was not meant for theatrical

performance.” However, as Pope remarks, drama is otherwise unattested in early Semitic

9 For a discussion on the scholarly debate and an excellent bibliography see Gutzwiller 2006. Van Sickle 1975, 1976
and Halperin 1983 argue that Theocritus intended the term to include all of his hexameter poetry. This would include
most of his remaining corpus, even poems that have often seen as belonging to other genres like mime (e.g., 14,15)
and encomium (e.g., 16, 17). They are primarily defining the genre based on form; a brief poem, but longer than an
epigram, written in dactylic hexameter. Halperin does incorporate style and Schmidt would only include herding
poetry in the bucolic genre 1987. Nauta 1990 and Gutzwiller 1996 conclude that Theocritus uses the term for songs
within his poetry and then later readers used it for Theocritus’ poetry. Hunter argues that Theocritus is adapting
Sicilian tradition 1999.

10 Gutzwiller 2006, 382.

11 Gutzwiller 2006.

12 Pope 1977, 34 and for a concise discussion of generic problems in SoS and the history of scholarship on them
34-7.

13 Origen Commentary on Canticles. Other notable proponents of the dramatic theory are Ibn Ezra (translation
1874), Ginsburg 1857, Delitzsch (translation 1891), and Waterman 1948, who translated SoS for stage performance.



literature and there is no agreement on the attribution of lines or number of characters in SoS."
Many scholars have also considered SoS not a single work but an anthology of short poems."
However, Fox has made a convincing argument based on repetends, associative sequences, and
the narrative frame that SoS should be read as a unified poem.'® Exum describes SoS as a lyric
poem based on the beauty of the language and images and the lack of a continuous plot."”
Beautiful language and imagery, however, are the mainstays of poetry and narrative discontinuity
is neither unique to lyric nor always present in lyric. Therefore, ‘lyric’ here seems to be used as a
marker for poetry that cannot be otherwise categorized. Others have described SoS as a pastoral
or bucolic idyll, since it contains rustic characters and outdoor settings." However, Pope
considers this classification “far from satisfactory,” since many of the scenes take place in royal
chambers or city streets.

I suggest that the difficulties raised by describing the Idylls and Song of Songs as bucolic
or as belonging to any other genre can be resolved by treating them as part of the erotobucolic
genre. By describing this genre, I hope to show that many poems that formerly seemed to
challenge the generic boundaries of bucolic because of their reference to urban settings, such as
the urban mimes in the Idylls or SoS, fit comfortably into this expanded definition. Furthermore,
my definition of erotobucolic will incorporate the themes and imagery that have caused people to
assign these poems to various genres (€.g., bucolic, mime, lyric) as well as those that have made

classifying them problematic.

14 Pope 1977, 35.

15 Gordis 1961, White 1978, and Longman 2001 are the most notable proponents of this theory. Fox 1985, 202-9,
Murphy 1990, 62-91, and Exum 2005, 33-7 examine, but reject the arguments for seeing SoS as a series of poems.
16 Fox 1985, 209-22.

17 Exum 2005, 42-5. Fox 1985, xxii does not assign SoS to a genre, but suggests that the Egyptian love songs (often
described as lyrics) provide a possible context for generic expectations in SoS.

18 Moulton 1930, viii classifies SoS as an idyll and Pope 1977, 36 admits that there is evidence for this. Gebhardt
1931 compared SoS not to Theocritus’ bucolic idylls but to his urban mimes (21).



2. History of Scholarly Comparison

SoS contains many tropes that are familiar from other ancient literature and Theocritus
more particularly.” In commentaries on SoS, scholars noticed similarities to the poetry of
Theocritus as early as 1871.° Some recent work has gone more in depth, examining specific
similarities between SoS and Theocritus. Burton focuses on the prominence of female desire in
SoS and Idylls 2 and 15.*' Similarly, Hunter compares sweet talk between lovers in Greek poetry
from Homer to Theocritus to the lovers’ dialogue in SoS.> Despite the recognition that SoS
shares many themes with the poetry of Theocritus, there have been no book-length studies of the
topic. The article by Hunter is the only study to my knowledge that considers comparable
passages in SoS and works by Greek poets other than Theocritus.

There is a strong possibility that not only the /dylls but also SoS were composed in the
Hellenistic (Second Temple) period in Alexandria among the same milieu. 1 do not think it is
possible to ascertain whether or not there was direct influence, but the court of Ptolemy II
Philadelphus, Theocritus’ patron, welcomed Greek, Egyptian, and Jewish intellectuals and they
would have had the opportunity to share ideas.” Ptolemy was even credited with commissioning

the Septuagint.** Though this attribution is uncertain, the idea that he commissioned the

19 Extended comparisons include Kramer’s examinations of passages similar to Sumerian love songs (1962),
White’s 1978 dissertation, Fox’s 1985 study of the relationship between SoS and Egyptian love songs, and
Nissinen’s discussion of SoS as a sacred marriage poem (2008).

20 Graetz 1871 was the first to comment on the similarity regarding the passage about foxes in the vineyard (2:15)
and the fox looking to steal the boy’s wallet in /dyll 1. Pope 1977 and Fox 1985 each contain occasional comments
throughout about the similarities between the /dylls and SoS.

21 Burton 2005.

22 Hunter 2005.

23 In fact, they had means (shared knowledge of Greek language), motive (desire to ‘tread a new path’ is apparent at
least in Greek literature of the time), and opportunity (upper-class men of all three origins were likely educated at
Greek gymnasia). Therefore, I can build at least a circumstantial case to suggest that authors from all three cultural
traditions interacted with one another.

24 The Letter of Aristeas; Barclay 1996, 138-50; Marcos 2000, 35-44; Collins 2000; Gruen 2002, 54-83. Honigman
2003 argues that the letter is not an accurate account, but acts as a foundation myth.



Septuagint came about because of his interest in all literature, which led him to patronize
scholars and poets from many cultures, bring them to Alexandria, and collect their work in the
library.”

Furthermore, as Barclay describes, there was a large Jewish population in Alexandria
during this time period. He argues that at least one and probably two sections of the city were
predominantly Jewish and there is evidence that some elite Jewish men were receiving an
education in the gymnasia.”® Additionally, strong cases have already been made to suggest that
both Greek and Hebrew literature were influenced by Egyptian literature in this time period.”
Therefore, it is reasonable to believe Greeks and Jews became more aware of one another’s
literary traditions as well.”

As a result of the aforementioned difficulty in attributing these works to a genre and the
history of comparing them, I have limited myself primarily to discussion of SoS and Theocritus’
Idylls in this study. My first two chapters will closely examine the erotobucolic themes and
metaphors [and themes] that appear in Theocritus and my third and fourth chapters will look at
the same elements in SoS. In my conclusion, I will focus on specific erotobucolic metaphors, but
I will expand the range of literature that I study, describing their appearance in a variety of
cultures (Sumerian, Egyptian, Greek, and Roman) and authors (Homer, Sappho, Anacreon,
Vergil, Horace, and Ovid). I will show that erotobucolic literature typically displays specific

animal and plant imagery, an awareness of the danger of love despite its attractions, an interest in

25 Collins 2000; McKechnie and Guillaume 2008.

26 Barclay 1996; Gruen 2002, 54-83.

27 Fox 1985; Selden 1998; Stephens 2003.

28 Gruen 2004 argues for the influence of Hellenistic Greek culture on Jewish literature. Niehoff 2011 suggests that
Jewish biblical exegesis was influenced by Alexandrian Homeric commentaries. The argument in this study relies on
the work of Philo, a well known Jewish Alexandrian scholar in the 2nd century BCE. Since no works by named
Jewish scholars working in Alexandria during the 3rd Century BCE survive, it is more difficult to argue for direct
connections.



unfulfilled desire, and a depiction of the lover as a divine figure. Not every poem exhibits all of
these elements, but they can all be found in the various texts that I will discuss. Throughout my
chapters and conclusion, I will analyze each text with respect to these motifs as well as their
unique historical and performance context.

Overview of Chapters

In Chapter 1, I analyze the plant and animal imagery of Theocritus. I open with a
description of the locus amoenus that emphasizes the erotic connotations of the landscape. In the
following section, I catalog the appearance of plant metaphors in the /dylls and discuss the way
that they integrate the beloved into the landscape while encouraging multiple interpretations
beyond the natural and erotic. Next, I apply the same strategy of cataloging and interpretation to
the animal metaphors of the Idylls. This is followed by a section on ‘mixed metaphors’ that
involve plants and animals and have typically caused difficulty for interpreters. I conclude by
previewing the connections between these images and those that I will discuss in Chapter 3 on
the imagery of SoS.

My second chapter focuses on the varieties of danger to be found in the /dylls. I begin by
analyzing the presences of divinities in the /dylls, the relationship between the divine and
descriptions of the beloved, and the danger inherent in human interactions with gods. In my next
section, I discuss the various social dangers to be found throughout the /dylls and how they affect
the portrayal of love. Next I focus on the psychological dangers of love portrayed in the Idylls,
particularly the madness brought on by unrequited love. The final section discusses the related
motif of yearning lovers and the ways in which men and women differ in their pursuit of love in

the Idylls. The conclusion looks forward to similar themes of danger in SoS.
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Chapter 3 looks at the plant and animal imagery of SoS, analyzing the deep overlap
between love and nature. I open with a note on my understanding of metaphor, since many of the
metaphors of SoS are often criticized for their difficulty. The first two sections catalog and
analyze all instances of plant and animal metaphors in SoS. As in Chapter 1 on Theocritus, my
focus is not only on the erotic connotations but also on the way that an awareness of the natural
and erotic layers of meaning invites the audience to look for additional meanings in the text. In
my conclusion, I explain the importance of these images and the way that they are portrayed in
the erotobucolic genre.

In Chapter 4, I examine the roles of danger and divinity in SoS as they influence our
understanding of love. I begin by examining the social context and the dangers that might face
the lovers if they consummate their relationship and/or their relationship is made known to the
woman’s family. In the next section, I discuss psychological dangers of love seen in SoS, such as
lovesickness, madness, and loss of self-control. The following section describes the role of
divinity, primarily from allegorical interpretations, in SoS and how this differs from the
dangerous roles of gods in Theocritus. I conclude by discussing how danger and divinity lurk
beneath the eroticized landscape of erotobucolic poetry.

Conclusion

Having done a close reading of the Idylls and SoS in my main chapters to discover and
describe the elements of the erotobucolic genre as it appears in those works and how the two
relate, I turn in the conclusion to a wider variety of ancient Mediterranean poetry that describes
love in a natural setting. I show that Sumerian, Ugaritic, Egyptian, Hebrew, Greek, and Roman

poetry, despite differences in culture and tradition, nevertheless all contain a shared pool of
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animal and plant imagery with the same or similar connotations. Strong correlations between
these texts suggest that they are working within the same genre, the erotobucolic. 1 have chosen
to focus on these cultures because they are the Mediterranean cultures with the most surviving
poetry. Other scholars have paved the way, pointing to similarities between SosS, the Idylls,
Egyptian love lyric,” and Sumerian poetry.*

After looking at the similar metaphors in these texts, I summarize the answers to the
following questions. What are the consistent themes of the erotobucolic genre? Does
erotobucolic poetry have consistent formal features? What significant differences can be found in
erotobucolic poetry from different cultures or by different authors? I then suggest directions for
future scholarship, such as looking at poetry from more distant cultures to determine the
universality of erotobucolic descriptions or looking more closely at similarities in language

between the texts I have already described as erofobucolic.

29 Fox 1985.
30 Nissinen 2008.
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Chapter 1: Eros in Theocritus’ Green Cabinet
Introduction

Theocritus of Syracuse was a Hellenistic poet of the early 3rd century BCE. Around 270
BCE he migrated to Alexandria and joined the court of Ptolemy II Philadelphus.’' Hellenistic
poetry is known for learned allusions to earlier works and a self-conscious relationship to the
past; this can be seen in the /dylls and in the work of other Alexandrian court poets of the same
time period, including Callimachus and Apollonius. Though Theocritus did not write an
explicitly programmatic poem like the prologue to Callimachus’ Aetia that lays out his allegiance
to Hellenistic style, his poems display the qualities prized in this period (brevity, allusiveness,
awareness of predecessors).*

Theocritus’ legacy includes 30 idylls, 24 epigrams, and a few fragments.*® The first seven
idylls are considered the main bucolic sequence and usually feature shepherds as characters.
Many of the later poems also incorporate bucolic elements, such as descriptions of a locus
amoenus along with themes of love (e.g., Idylls 13, 15, 17, 22). Theocritus’ poems were
composed in writing and I agree with Hunter and others that they were designed primarily for a
reading audience. There is disagreement as to whether or not written versions were supplemented
by performance at court.* I believe that references to the beauty of voices in the Idylls (1, 7, 15)
suggest that they were performed in some way, though that may have been simple recitation as

Hunter suggests.” The question, however, cannot be answered definitively at this time and oral

31 Ptolemy from here on out.

32 For more information on the Hellenistic period see Hopkinson 1988, 2-11; Clauss and Cuypers 2010; and
Gutzwiller 2007. Stephens 2010 focuses on the background and development of Hellenistic Alexandria. For an
overview of literature in the Hellenistic period, see Fantuzzi and Hunter 2005.

33 Many of the epigrams and some of the idylls attributed to him are thought to be pseudonymous.

34 Stephens 2010, 54-6; Hunter 2003, 483-4.

35 Hunter 1999, 11.
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performance is not necessary for my argument.

Theocritus wrote primarily in dactylic hexameter and used Doric dialect. Dactylic
hexameter had previously been used for epic and many Theocritean characters and settings are
reminiscent of epic vignettes such as the rustic scenes on the shield of Achilles (//. 18.541-89),
the garden of Alcinous (Od. 6.291-4), and Hesiod’s description of the golden age (Op. 109-20).
Theocritus’ poems are short compared to earlier epic and tend to focus on rustic characters rather
than heroes, though at times they focus on a rustic episode within a hero’s life, such as Hercules’
visit to the stables of Augeus (Idyll 25).°

Ancient scholia on the Idylls refer to all of Theocritus’ poems as eidyllia or “little
images.””’ From this we get the modern word idyll, describing short poems about pastoral
scenes. However, they also spoke about the definition of the bucolic genre; a topic that was
already controversial.”® Instead of working as a generic marker, eidyllia likely indicated that
these were (relatively) short poems that describe things vividly. It may have been intended to
describe a genre similar to epyllion or “little epic” or it may have been a convenient, descriptive
title for the collection. In any case, bucolic soon took over as a generic descriptor of Theocritus’
work.

Theocritus is considered by many the inventor of the bucolic genre. Categorizing poetry
as bucolic or pastoral has been problematic for some time because scholars disagree on how to
define the genre. Three questions divide scholars — 1) did Theocritus invent the genre? 2) did

Theocritus intend the term bucolic to designate the genre? and 3) should the genre be limited to

36 For more general information on Theocritus see Gutzwiller 2007, 84-96; and Payne 2010a, 224-37.
37 For an edition of and additional information about the scholia, see Wendel 1914. For the term eidyllion and its

origins, see Fantuzzi 2012.
38 Gutzwiller 1991, 175-82.
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songs about herding? Gutzwiller provides a discussion of the scholarly debate on these topics
and an excellent bibliography.* Evidence from as early as the 1* century BCE refers to some or
all of Theocritus’ Idylls as T Povrolxd (“bucolic things”), and the term bucolic was used later
in antiquity of the poetry of Moschus, Bion, and Vergil. Modern scholars have generally used the
term for poetry that in some way follows the traditions of these authors, especially works that
contain the love songs of shepherds; but some use the term of any poem that focuses on rustic
life. Gutzwiller divides the meanings of the Greek verb fouvroAéw into four parts 1) herd/graze,
2) tend/guard, 3) soothe/beguile, and 4) cheat/deceive. She shows how “bucolic” songs
incorporate all of these meanings so that it is a song about herding that ‘guards’ traditional
information by teaching it to future generations. The song is used to soothe the cares of the
listener, but it deceives them because the soothing effect is temporary. Though she shows that all
meanings were in place by the time of Theocritus, she warns her readers that it does not mean
that Theocritus used them intentionally to define the genre.*

Although I agree with Gutzwiller’s characterization of bucolic poetry particularly with
reference to Theocritus and his successors, I suggest that much of the poetry that has been
described as bucolic can be more fully understood as part of the erotobucolic genre because of its
focus on erotic topics within a natural, often bucolic, setting.* When passages that have been
categorized as part of the bucolic genre are studied together with those that have bucolic
elements but belong to other genres, patterns emerge. I have outlined these patterns in my
introductory chapter and this and the next chapter will show that they appear in the Idylls. By

describing this mode, I hope to show that many poems that formerly seemed to challenge the

39 Gutzwiller 2006a. For an earlier discussion of some of the same issues see Halperin 1983, 27-35.
40 Gutzwiller 2006a, 390.
41 See the Introduction for a more detailed description of the erotobucolic genre.
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generic boundaries of bucolic because of their reference to urban settings, such as Idyll 2 or the
SoS, fit comfortably into the patterns of erotobucolic poetry.

Among surviving Greek literature, poems of Theocritus have the clearest relationship to
erotobucolic poetry from other cultures, such as SoS and Egyptian love songs.** Perhaps his
association with Ptolemy and location in Alexandria gave Theocritus the opportunity to learn of
other poetry. For instance, ancient Egyptian literature, to which Stephens has shown his poetry
makes reference. Stephens focuses especially on /dyll 17, the encomium of Ptolemy, and Idy!!
24, the Heracliscus, to show how the appropriate education and behavior of a ruler in Theocritus
are modeled on the education and behavior of the legendary Egyptian ruler Sesoosis.* Fox, too,
argues convincingly for a connection between Theocritus and Egyptian lyric, especially in the
image of foxes from Idyll 1.48-50 and 5.112 which he compares to P. Harris 500, Group A: No. 4
and also to SoS 2:15.*

I suggest that Theocritus might also have had an opportunity to hear Hebrew poetry, since
his patron Ptolemy is credited with having commissioned the Septuagint.* This commission was
a part of the Ptolemaic interest in all literature, which led the Egyptian monarchs to patronize
scholars and poets from many cultures, bring them to Alexandria, and collect their work in the
library. For Greek poets of the time, reading their poems while in progress was a common feature

of the writing process.* If it is true that Ptolemy brought in numerous Hebrew scholars to work

42 This explains why numerous scholars have noted a connection between Theocritus and Song of Songs (Graetz
1871; Pope 1977; Fox 1985; Burton 2005; Hunter 2005; Anagnostou-Laoutides and Konstan 2008).

43 Stephens 2003, 123-59.

44 Fox 1985, 114. In P. Harris 500, Group A: No. 4 a girl sings about her love for a boy whose name means Wolf,
whom she will not leave even if she is assaulted. A close parallel can be found in Idyll 14, where Cynisca clings to
her love for Lucas (also meaning wolf) even though Aeschinas beats her.

45 The Letter of Aristeas; Barclay 1996, 138-50; Marcos 2000, 35-44; Collins 2000; Gruen 2002, 54-83. Honigman
2003 argues that the letter is not an accurate account, but acts as a foundation myth.

46 Hopkinson 1988, 7.
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together to translate the Torah, then they would have discussed their translations at least among
themselves. In an atmosphere of cultural sharing and intellectual curiosity, they may also have
consulted with Greek scholars and poets in order to improve their translations.*’

Furthermore, as Barclay describes, there was a large Jewish population in Alexandria
during this time period. Ptolemaic control of Syria from 301 to 198 BCE allowed Jewish people
to migrate easily to Egypt, and many of them settled in Alexandria. At least one, probably two
sections of the city were predominantly Jewish. Though evidence for the social status of Jewish
people in this time period is patchy and at times unreliable, by the Roman period there is
evidence for some elite Jewish men being educated in the gymnasia and even without this

evidence it is clear that many Jewish men were receiving a Greek education.*® As Gruen puts it,

Jewish success reached even to the upper echelons of the Alexandrian intelligentsia during the reigns of the
Ptolemies. Jewish authors adapted the Greek language and Greek literary genres to rewrite biblical stories, to
produce historical narratives, and to create fictional fantasies. Names, fragments, and even whole works survive to
exhibit the skill and inventiveness of Jewish intellectuals. For many or most of these writers, good reason exists to
locate them in Alexandria. They include the translators of the Pentateuch; the historian Demetrius; the authors of
historical fiction like the Letter of Aristeas and 111 Maccabees; the tragedian Ezekiel; Aristobulus, the philosophic
writer and supposed teacher of Ptolemy VI; and the wildly inventive Artapanus, who recast tales from Genesis and
Exodus in his own peculiar mold. The anticipated readership of these authors may have been largely Jewish. But the
capacity to compose such works demonstrates that their composers had access to higher education and to the
Hellenic cultural traditions available in Ptolemaic Alexandria.*

Elite men went to gymnasia not only to learn the basics but also to become a part of Greek elite
society, a task that required a background in Greek literature.” During the course of their

education in Greek literature, some young Jewish men may have spoken to their peers about their

47 It is a commonplace of modern writing instruction that professional writers are always seeking an audience for
their work and finding ways to share works in progress with other writers. Stories of readings by later authors such
as Vergil lead me to believe that this was the case for professional Hellenistic and Roman writers as well (Donat. Vit.
Verg. 32). Those Hebrew scholars who agreed to come to Alexandria and work on the translation of their sacred texts
into a foreign language must have had some interest in sharing their culture in order to undertake such a project.

48 Barclay 1996, 19-47. Like Barclay I use the term Jewish here as a cultural rather than a religious signifier. This is
how the term was used in documents and so not all of those designated as Jewish may have been practicing
religiously. There is, however, evidence that many Alexandrian Jews were actively practicing as Philo mentions
many synagogues around the city and one great synagogue (Legatio 132, 134). Some of these religious sites have
inscriptions that reveal an earlier, Hellenistic date (Barclay 1996, 31). See also on this topic Gruen 2002, 54-83.

49 Gruen 2002, 69.

50 Hadot 2012.
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own literary tradition.”'

It is not a stretch to imagine that some of the Hebrew scholars and elites gathered in
Alexandria shared their traditions of literature and poetry with Greek scholars and poets like
Theocritus, whether they were adults speaking in the library or young men at the gymnasia.
Alexandria was culturally diverse and known for its scholarship, especially scholarship on
obscure topics or involving recent research.’? Poets were looking for ways to break new ground,
but were aware of the “burden of the past.” One way of breaking new ground in Greek literature
while maintaining ties to the past would have been to draw on literary themes from other
cultures.” I believe that Theocritus made use of this technique in writing his bucolic poetry. A
direct connection between SoS and Theocritus, however, is not important to my argument, which
rests on the similarities between poems and not on a specific linecage.™

Like other erotobucolic poetry, Theocritus’ work closely associates nature with love, hints
at the dangers of love and nature, and stresses the importance of divinity in the natural and erotic
worlds. In other erotobucolic poetry, especially SoS and Egyptian lyrics, the poets layer the
meaning of the poems by heavy use of metaphor so that the world of the lovers is seen through
metaphors of natural beauty. Theocritus varies this technique; instead of using metaphor, he

places his lovers in a world of great natural beauty and he allows for multiple meanings by

51 Gruen 2010, 415-6.

52 This is especially clear in the didactic poems of Aratus and Nicander, see Clauss and Cuypers 2010, 5-6.

53 That is not to say that these themes were completely new to Greek literature. Some stories from of Homer’s work
are similar to poetry from ancient Near East (Launderville 2003; Louden 2010, 1-15; Frolov and Wright 2011).
Theocritus treads new ground by focusing on those erotobucolic elements that were tangential in the work of Homer.
Halperin discusses the history of what he calls pastoral in the Near East and its relationship to Theocritus. He
focuses on describing ancient Near Eastern texts as a way of showing that Theocritus did not invent pastoral poetry,
but rather that he invented bucolic (1983, 85-117).

54 Those who would posit a direct connection will find themselves in a bind as to which culture influenced the
other, as the date of SoS is difficult to ascertain.
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inviting literal and ironic interpretations of the herdsmen’s songs.*

In this chapter I will discuss the appearance of erotobucolic motifs in Theocritean poetry.
I will set the scene by explaining the importance of the locus amoenus as the backdrop of many
of the Idylls. Next I will take a closer look at specific instances of plant and animal imagery and
their relationship to the erotic aspects of the poems. I will conclude by explaining how these
images connect Theocritus to other erotobucolic literature with an emphasis on SoS. I will argue
that the erotobucolic genre explains the cohesion between all of the collected /dylls better than
the bucolic genre.
Locating Eros

Not all of the /dylls contain an extended description of the beloved and so the overlap
between lovers and locations is not always pronounced. There is, however, nearly always some
description of a beautiful natural setting, a poetic technique that came to be known in Latin as the
locus amoenus, or pleasant location. Although the name locus amoenus for these settings did not
exist until Vergil’s time,” the beautiful meadow used as a place of seduction in //. 14.153-351
was well known, Plato’s Socrates described a beautiful location with a shade tree and running
water as the perfect place to discuss love in the Phaedrus (230b-230c¢), and, by the time of

Plutarch, the device had become a cliché (749a). Modern scholars picked up the phrase locus

55 Rosenmeyer 1969, 278 and Segal 1975, 115 describe this method as a kind of expansive metaphor. Gutzwiller,
1991, 89 rightly says in reference to Idyll 1 “Those who believe we are meant to enjoy the herdsmen’s refreshing
naiveté produce ironic readings, whereas those who allow the characters of the poem to serve as a guide into a world
better than our own often create escapist or symbolic interpretations. While both of these responses are authorized
by the poetry, the invitation many readers have felt to view it as a new generic form can only be understood in terms
of the interrelationship of these two responses and the effect that interrelationship has, usually unconsciously, upon
the reader.” I would apply this statement to all the erotobucolic moments in the Idylls.

56 Curtius 1991, 192 explains that amoenus is Vergil’s standard term for the beauty of nature and Servius pointed
out its similarity to amor (love). Locus amoenus first appeared as a technical term for beautiful geographical
locations in Book XIV of the Etymologiae, an encyclopedia written in the mid-6th century CE by St. Isidore of
Seville. Horace (Ars Poetica, 17) and the early commentators of Vergil were the first to use it as a technical term for
a rhetorical ekphrasis of such a location.
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amoenus and have used it to describe idyllic locations in a variety of ancient literature.”’

One of the earliest scholarly analyses of the Greek ideal landscape, that of Curtius,
describes the prerequisites as shade, a tree or group of trees, a spring or brook for refreshment,
and a grassy bank for a seat. Curtius adds that a grotto might also be present.”® Similarly, in
Theocritus the common elements of a locus amoenus include trees or caves for shade from the
noonday sun, comfortable places to sit, water, and frequently birds or insects singing in the
background. The noise of animals and flowing water is important in the Theocritean landscape
because it mirrors the music of the shepherds.” Theocritus highlights the importance of nature’s
music by opening /dyll 1 with a whispering pine and a sweetly cascading waterfall that are
explicitly compared to the music of the goatherd (1.1-4). The essential nature of an ideal place
remains the same throughout erotobucolic literature — verdant, refreshing, comfortable, and
musical.

I will argue that Theocritus uses the locus amoenus to create a realistic but idealized
setting for the songs of his shepherds and romances of his lovers. Theocritus almost always
specifies the kinds of plants and animals that are present in a given setting; as I will show below,
rather than just say that there is a grove, he will list the elms, tamarisks, and oak trees.
Furthermore, he locates the elements of his setting in relative space: for example, he might say

that a rock is under an elm tree or that a pine tree is next to a waterfall. These detailed

57 Bonnafe 1984; Kossaifi 2005a. See Hunter 1999, 12-7 for a discussion of the locus amoenus in Greek literature
and Theocritus’ place in that tradition.

58 Curtius 1991, 186-7. Bonnafe 1984, 157 n.15 describes the same aspects of a locus amoenus in her discussion of
Homer, “the shade of the trees, the freshness of the springs, the tender carpet of the greenery, the brightness of the
sun, and the song of the birds.” Kossaifi 2005a, 62 n. 2 also uses Bonnafe’s definition of a Homeric locus amoenus
as a starting point. Theocritus’ use of Homer as a model in other respects (meter, language, characters) is well
documented.

59 Kossaifi 2005b, 18-9.
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descriptions allow the reader to envision the setting realistically.® However, the settings are too
good to be true: the water is always fresh, the trees are always verdant, and the animals always
provide background music. Thus nature parallels the activity of the shepherds; Theocritus
describes the ideal parts of their days, the time that they are relaxing, never the difficult parts of
their work.

Many scholars believe that the Idylls present a world where there is no work; the most
recent arguments for this theory have been made by Payne.®' He argues that the /dylls contain the

first “fully fictional world in Western Literature.”*

According to Payne the herdsmen “come and
go as they please, without masters to answer to or flocks with pressing needs. They spend their
time singing and in love, and their surroundings are a pleasure zone of trees, streams, springs,
and breezes.”® This is the veneer of the world that Theocritus presents and like the herdsmen
themselves, his readers are lured into the dangers of the erotobucolic world, believing that it will
be a place of rest and beauty forever. I see evidence, however, that the herdsman are only at rest
from their ordinary work. They hint that their lives are not always easy and within the poems the
herd animals occasionally cause minor trouble, implying the real trouble they create at other

times.* Furthermore, not all of the herdsmen are as free as they seem; Corydon must answer to

his master (4.1-4), Lacon is a slave (5.5), and Comatas was once a slave (5.8). At midday, in a

60 Payne 2007, 49-91 talks about how Theocritus uses this technique to create a fictional world.

61 Payne 2007, passim and Payne 2010a, 224-37. Payne does admit that the world in Theocritean song is so ideal
that even the shepherds are in some sense imagining or identifying with it though, from the reader’s point of view,
they are already part of this imaginary world (2007, 17).

62 Payne 2007, 1. I agree with Payne that the world of Theocritus differs from earlier Greek fiction because the
herdsmen have exceptional literary skill, making them seem out of place in a rural landscape. As Payne shows,
Theocritus uses metapoetic techniques to highlight the fictionality of the Idylls (2007, 2). My understanding of the
nature of that fictional world differs because I imagine the lives of the characters continuing after the songs are over
and look for hints at what their lives were like.

63 Payne 2010a, 224.

64 Any reference to milking, the birth of animals, or cheese will hint at the actual labor of shepherding (e.g., Idylls
1.25-6, 143-4; 4.3-4; 11.35-7). The animals sometimes act out by butting the herdsmen or eating the wrong plants
(e.g., ldylls 1.151-2; 3.4-5; 4.44-9; 5.147-50).
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beautiful setting, shepherds make music and complain about love. Both the shepherds and the
natural world are resting in these poems, but this is the calm before the storm. Danger lurks just
beneath the surface of the locus amoenus. As 1 will show, both love and nature threaten to
overwhelm the shepherds once the idyllic moment has ended and their songs have been sung.
The majority of the songs are like snapshots of the most pleasant moments in the lives of the
herdsmen.

The most famous of these landscape descriptions in Theocritus appear in Idylls 1, 5, and
7. These are also among the poems that scholars consider the core of the bucolic genre. In
Theocritus’ work, the allure of the location is always made clear, but some of the typical
elements of the locus amoenus (trees, shade, water, seating) may be implied rather than
mentioned directly.®® For instance, shade can be suggested by the inclusion of trees, and water by
the health of the plants. The constant connections between poems are the adjectives that describe
the plants as abundant, the water as fresh, and the area as attractive. Each setting acts as a 'real’
topographical location within its poem rather than as a metaphor, but these locations are still
treated as the ideal setting for love and therefore retain the connection between Eros and nature.
An analysis of these three poems will show how Theocritus typically uses the locus amoenus in
his poetry as a setting for erotobucolic interactions. A further look at four other poems, Idylls 3,
11, 13, and 15, will demonstrate Theocritus’ ability to create a locus amoenus within poems that

have affiliations with other genres (mime, epyllion, encomium) and to vary the pattern.®

65 He does, however, itemize the types or appearance of those items that he includes. This technique of leaving
some features implied while others are described in great detail allows Theocritean landscapes to seem both ‘real’
and ideal. The specific lists give the appearance of reality but enough is left to the imagination that the reader can fill
in the details with his or her own ideal landscape.

66 Portrayal of a locus amoenus is not limited to those poems typically considered bucolic or even to those that I
discuss in this section; descriptions of beautiful natural settings appear frequently in unexpected places. These
references vary in length from a few lines that recall the fertile holdings of Ptolemy (17.77-81) to an extended
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My aim is to show that the erofobucolic genre is flexible and can be used in poems with
various themes to draw attention to the connection between love and nature. The locus amoenus
is one of the most recognizable tools that Theocritus uses to achieve this result. First I will
summarize the three poems that contain typical Theocritean loci amoeni and then I will describe
the elements of idyllic locations and analyze their use in those three poems. Next I will
summarize and analyze the four idylls that contain a full description of a locus amoenus but do
not completely fit into the bucolic genre.

Idyll 1 opens with a shepherd named Thyrsis and an unnamed goatherd each
complimenting the other’s musical ability. The goatherd offers Thyrsis an elaborately decorated
cup and three milkings from a goat that bore twins as a reward if he will sing about the death of
Daphnis. Thyrsis agrees to the arrangement and his song takes up a little over half of the poem.
The song is divided into three parts by slight changes in the refrain. The first segment sets the
scene in Sicily, blames the Muses for their absence, and lists the animals and gods that came to
mourn Daphnis even before he died. In the second section, Aphrodite herself comes to taunt
Daphnis for fighting Eros, but Daphnis threatens to get revenge on her even after he is dead. At
the end Daphnis offers his pipe to Pan, calls upon the natural world to mourn his death, and goes
into the river to die.

In contrast to the friendly exchange between Thyrsis and the unnamed goatherd, the

goatherd Comatas and the shepherd Lacon goad each other into a bitter singing competition in

passage that describes the elaborate menagerie at the Adonis festival of Queen Arsinoe (15.111-134). Along with the
regular mention of love in these poems, these beautiful landscapes show that Theocritus used the erofobucolic genre
even in idylls that are normally considered a part of the urban mimes or court poetry. The locus amoenus is not the
only thing that marks these poems as erotobucolic and I will discuss other aspects of the genre that appear in them
throughout this chapter and the next.
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Idyll 5. As the poem begins, each is accusing the other of stealing and each defends his own
honor by suggesting that the other could not have owned the item in question because of his low
social status. Comatas claims that Lacon was once his student and his lover, but Lacon denies
this and challenges Comatas to a singing match. They argue over the prize, location, and judge of
the competition. Once they settle on a place and announce Morson as a judge, they begin an
exchange of brief couplets in which they boast of their own musical ability, love life, and herding
skills while insulting those of the other. Comatas wins and calls on his animals to join in the
celebration.

The competitive element of Idyll 5 and the friendly nature of /dyll 1 are combined in Idyll
7, also known as the Thalysia or Harvest Festival. A character named Simichidas narrates this
poem. Simichidas, a city-dweller, is reminiscing about an encounter that he had with a
mysterious goatherd named Lycidas. Simichidas sets the stage by telling us that he was traveling
in Cos with three companions to a festival of Demeter when they came upon Lycidas, a goatherd
renowned for his piping, on the road. Lycidas immediately recognizes Simichidas and teases him
for his haste. Simichidas responds by bringing up Lycidas’ reputation as a piper and challenging
him to a singing match as they travel. Lycidas accepts and offers up the prize of a shepherd’s
staff regardless of the outcome. Instead of exchanging couplets, each of the contestants sings a
longer passage — Lycidas sings a propemptikon (farewell before a voyage) for his lover Ageanax,
and Simichidas sings about the love of his friend Aratus for a boy named Philinus. Lycidas hands
over the promised staff and the competitors part on friendly terms and the poem ends with
Simichidas describing the abundance at the harvest festival.

Now that the common themes of these poems (love, music, danger) have been laid out,
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we can discuss the common elements of their settings. Trees are prominent in the loci amoeni of
these three idylls. Their importance in the work of Theocritus is signaled by the mention of a
pine (mitvg) in the first line of Idyll 1. This is an especially important pine because it whispers
sweetly, foreshadowing the music of the herdsmen.”” Later in the poem it becomes clear that the
men are surrounded by several trees when Thyrsis suggests that the goatherd pipe under some
tamarisks (1.13) and the goatherd declines but encourages Thyrsis to sing under an elm near
some oak trees (1.21-3). Similarly, each singer in Idyll 5 offers a possible location, each with
different shade trees; Lacon recommends a spot under a wild olive tree and a grove (1.32), while
Comatas proposes a spot with oaks and tamarisks that he claims will offer better shade (1.45-9).
In Idyll 7 the locus amoenus is not reached until the singing match comes to a close, but when
Simichidas finally arrives at the festival, the area is replete with aspens, elms, and even pear trees
whose branches have broken from an overabundance of fruit (1.135-46). The abundant fertility
of these locations makes them appropriate for singing about love.

The trees are important for shade because, as the goatherd of /dyll 1 mentions, it is

midday, a hot and sunny time when gods rest from roaming the woods (1.15-18):

oV BEUIG, O OV, TO HEGAUPPIVOV 0D BEpIC ALty
ovpicdev. tOv [ava dedoikaueg: 1) Yop A’ Eypog
TOViKe KEKHOKMG aumadetar 6Tt 8¢ TKpog,

Ko ol el dpuuela YoAd oTl Qi kGO TaL.

It is not right, shepherd, not right for me to play pipes at midday.
Since I fear Pan, for at that time worn out
He rests from the hunt; and he is bitter,

And in addition sharp anger always drips from his nostrils.”

67 Kossaifi 2005b, 18-9 points out that the musicality of nature along with the singing of the herdsmen creates a
sense of harmony between man and nature.

68 Potential for divine encounters is prominent in Theocritean landscapes as is appropriate for the erotobucolic
mode, in which nature symbolizes love and lovers are treated as divine. Christoforidou makes an interesting
argument that Theocritus mythologizes even the mortal shepherds and gives them heroic attributes (2005). Kossaifi
2005a emphasizes the presence of the sacred in the natural world of Theocritus.

69 For Theocritus and all other Greek authors, text is taken from the TLG. Translations are my own.
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Midday is also mentioned in Idyll 7, when Lycidas gently teases Simichidas for rushing around

in the heat of the sun (7.21-3):"

Sy tda, d 0N TV pecapuéolov TOdAG EAXELS,
avixo 01 ®oi 0oDEOG €V aipaolatol xafeoeL,
010’ émrupPidiol xoQudaALidec NhaivovL;

Simichidas, where do you drag your feet at midday,
When even the lizard rests in the walls,
And the tomb-loving larks don’t flit about?

Later, when the friends finally reach the locus amoenus, the narrator describes the shady
(oxwpaig) foliage of the trees (7.137). In Idyll 5, one of the reasons that Comatas gives for the
superiority of his proposed location is that it provides better shade (5.48-9). The fact that his
location is chosen (5.60) suggests that shade is a key factor in selecting an ideal location. In these
poems, trees are the primary providers of shade but we will see other examples where caves offer
an alternate mode of protection from the sun.

Meadows and occasionally well-formed rocks provide the shepherds with a place in the
landscape to sit down and relax. The goatherd in /dyll 1 says that there is a shepherd’s seat
(0dKog thvog O moevikog) under the trees (1.22-3).”' These seats may be made more attractive
by laying down soft animal skins, as seen in Idyll 5, where the herdsmen try to lure each other to
their preferred spots by adding sheep (5.50-1) or goat skins (5.56-7) to the meadow grass that
had been oftfered in the original description (5.33-4). The seat in Idyll 7 is more ambiguous, but it
appears that the companions are lying down under fruit trees because there are pears under their

feet and apples rolling about on either side of them (7.144-5).

70 This is a potentially divine encounter that I will discuss in greater detail in the next chapter.

71 Gow 1950, n. 22 says, “Whether T. means a rustic bench or a natural feature — rock or tree-trunk — on which
shepherds sit is hardly to be determined.” I am inclined to think that it is a natural feature because man-made objects
are uncommon in Theocritus’ pastoral landscapes.
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Water, long associated with sexuality, adds another, erotic layer to the locus amoenus.” In
Theocritus, this usually takes the shape of springs, rivers, and waterfalls; the sound of the
running water contributes to the synaesthesia of the poetry and parallels the sweet singing of the
shepherds.” The whispering pine of Idyll 1 is located near springs (mayoict, 1.2) and springs
(xpavidwv) appear again in the site proposed by the goatherd (1.22). Lacon of Idyll 5 proposes
that they sing near a sweet waterfall (yoypov Vowp tovtel kataAeiPetar, 5.33) and Comatas
upstages him by offering a location with two sweet springs (£v0’ 1d0to¢ Wyoypd Kpdvar d0o,

5.47). The sound of the water is particularly prominent toward the end of Idyll 7 (7.135-6):

... TO & &yyvbev igpov VOWpP
Noueav €€ dvtpoto katelfopevov kehdapule.

And nearby holy water murmurs
Flowing down from the cave of the nymphs.

This passage combines the sound, divinity, and erotic nature of water.

Birds and singing insects in the background add to the realism, synaesthesia, and
musicality of Theocritean landscapes. Locusts only appear in a simile in Idyll 1, where the
goatherd compares the sound of Thyrsis’ song to the chirping of locusts in the spring (téttiyoc
émel Toya eéptepov dodels, 1.148). In Idyll 5 locusts are present chattering in the background of
Lacon’s preferred site (kai dicpideg dSe Aoedvtt, 5.34). Comatas outmatches him again by
offering a place where both bees (uéAicoat, 5.46) and birds chatter (Gpviyeg Aokayedvty, 5.48).
Bees, though not known for their musicianship in contemporary authors like Callimachus, may

outrank locusts in Theocritus because of their association with honey that would make them

72 Segal 1969, 10 points out the association of water with sex, noting the lasciviousness of most nymphs and river
gods. Hunter 1999, 71 n.2 remarks that cool water is a necessity in the /ocus amoenus. In Theocritus the erotic
importance of water becomes explicit in /dyll 13 when the water nymphs pull Hylas into their spring.

73 I am using the term synaesthesia not in its medical or most common literary critical sense that one sense is
experienced or described as another, but going back to the greek syn ‘together’ and aesthesia ‘senses’, I use the term
to mean a description that brings together many different sensory experiences in order to create a more realistic
setting. For a similar use of the term see Rosenmeyer 2003, 113.
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appropriate for the sweet quality of bucolic song.” As expected, the overabundant locus amoenus

of Idyll 7 contains the greatest concentration of musical animals yet (7.137-41):

Tol 8¢ ToTlL oKlapaic Opodauvicy aibolinveg
TéTTIYEC MoharyedvTeg £xov TOVOV: O & OAOALYGDV
MAOBeV v mukwvaiot Batwv tphleokey axavioug:
detdov kopvdot kail akavlides, Eoteve TpLYGOV,
not®vTo Eovbal Tepl Tidakag Apel péAMooat.

And amid the shady sprigs swarthy,

Chattering locusts do their work; and from afar

The croaking frogs murmur in the thick thorns of the bushes;
The larks and goldfinches sing, the turtledove sighs,

And tawny bees flit about the springs.

The noise from all of these animals would drown out a singing-match and at the end of this poem
nature threatens to take back what man has cultivated.”
Unexpected Eros

The previous idylls are programmatic poems that set up the most common pattern for a
Theocritean locus amoenus. The following idylls use this pattern with slight variations. Idylls 3
and 11 are considered by some to be a part of the bucolic genre, but both of them draw on the
tradition of mime.” The only speaking characters in /dylls 3 and 11 are shepherds (typically
characters in bucolic poetry). However, these poems as well as Idyll 15 are similar to Greek
mimes written by Sophron (5" century BCE), and Herodas, a contemporary of Theocritus. Their
mimes are brief sketches of middle- and low- class characters going about their daily life. Actors

generally performed Greek mimes set to music for the entertainment of a crowd.”” Ancient

74 See Hunter 1999, 70-1 n.1 on the importance of sweetness and sweet words in Theocritus and later pastoral
poetry. Theocritus later links this to the mythic past by describing the story of the mythological Comatas, who was
put to sea in a chest, but survived because the Muses sent bees to feed him honey (7.78-85). The Comatas of Idyll 5
may not be the same, but he sings sweetly like the mythic Comatas.

75 Cf. Rosenmeyer 1969, 67. Vergil will develop this threatening aspect of nature further in the Eclogues and
Georgics.

76 Hunter 1999, 4 would include /dylls 1 and 5 in the category of mime because they have characters speaking to
each other, but not Idyll 7 despite its dialogue.

77 Cunningham 1971, 3-4.
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literary critics usually ignored mime as a sub-literary genre, but since Sophron’s and Herodas’
mimes were written, they might have been aiming to raise the literary prestige of the genre.”™
Idylls 3 and 11 give a brief sketch of a low-class or, in the case of Polyphemus, subhuman
character going about their daily business in a way that an audience might find humorous.

Idylls 11 and 13 might be considered epyllia, or short epic poems. An epyllion is typically
a short poem that involves mythological characters, is written in dactylic hexameter, and often
has some relationship to Homer.” Idylls 11 and 13 contain mythological characters drawn from
(Polyphemus) or mentioned in (Heracles) the works of Homer. They are comparatively brief and,
like the majority of the Idylls, are written in dactylic hexameter. Like other Hellenistic epyllia,*
they focus not on battle or other major epic themes, but on ‘everyday’ episodes from the lives of

these characters.

Theocritus combines genres in complicated ways in all of his poetry and a distinction
between Idylls 1,5, 7 and Idylls 3, 11, 13, and 15 is arbitrary in many ways. As Kroll first noted,
combining genres was a feature of Hellenistic literary innovation.*' I have described Idylis 1, 5,
and 7 first because the patterns of landscape in Theocritus stand out most clearly in these
programmatic poems. I am treating the following poems separately because their place in the
bucolic tradition has been questioned. I, however, hope to show that, instead of displaying all of
the characteristics of the bucolic genre throughout, most of Theocritus’ work foregrounds
characteristics of the erotobucolic genre while incorporating other genres. In some poems, other

genres are foregrounded (16, 17), but even in these poems erotobucolic patterns provide a

78 Cunningham 1971, 4.
79 Gutzwiller 1991, 107.
80 Ambiihl 2010 describes the characteristics of Hellenistic epyllia, problems of definition, and the controversy

about the popularity of epyllion vs. epic.
81 Kroll 1924, 202-224.
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common thread throughout his poetry that unifies the collection. Idylls 3, 11, 13, and 15 each
contain a description of a locus amoenus and a story of love, suggesting that they belong in the
erotobucolic genre and further elements of danger, longing, and divinity that I will discuss in the
next chapter confirm this attribution.

In Idyll 3, a goatherd leaves his flock with another herdsman or perhaps the dominant
male goat, Tityrus, while he goes off to serenade a nymph named Amaryllis.* He begs Amaryllis
to come out of her cave, promising apples for her if she comes, and threatening suicide if she
does not. This is a pastoral paraclausithyron (song in front of a locked door) with a twist. A
natural setting like a cave is usually easy to enter, but the goatherd complains that he does not
have access and begs her to come out. He then sings a short song of mythological examples of
love, but chooses primarily stories that end poorly (Atalanta, Adonis, Endymion, and Iasion).*
The goatherd ends by complaining that Amaryllis does not care for him, claiming that he will fall
asleep outside the cave and she will be happy when wolves eat him.

The area surrounding Amaryllis’ cave provides all the attractions of a locus amoenus with
the possible exception of water.* The shepherd reclines under a pine tree (3.37), her cave offers

inviting shade (3.5-6), and his wish to become a bee suggests the presence of insects humming

82 Gow 1950, 65 n.2 suggested this as a possibility, but put more emphasis on Tityrus as a human companion. For a
more recent discussion of this interpretation that concludes Tityrus is likely a human friend see Gutzwiller 1991,
117.

83 The only story he mentions that does not end in death or punishment is that of Melampus, who successfully wins
a bride for his brother Bias by giving her father cattle. The inclusion of this story may suggest that the shepherd
chooses these stories not because of their unhappy endings, which would make them less convincing, but because of
their relationship to rustic life, which makes them a better parallel to his own case (Atalanta was raised in the
wilderness, Melampus was herding cattle, Adonis and Endymion were shepherds, and Iasion had sex with Demeter
in a freshly plowed field). Gutzwiller points out that the goatherd may be saying he would accept such a punishment
if he could have Amaryllis (1991, 121). Payne argues that the goatherd’s song fails to be persuasive because the
goatherd does not resemble the protagonists (2007, 65-6).

84 The goatherd mentions a watering place for his goats at first and later claims that he will throw himself from a
rock and drown (3.4, 25), but it is uncertain whether either of these bodies of water is nearby. In any case, by
mentioning these bodies of water, Theocritus calls to mind this aspect of a locus amoenus.
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around the cave (3.12-14):

.. .aiBe yevoipov
A BouPedoa péMooa Kol € 0V dvtpov ikoipay,
TOV KI660V 108V Kal TOV TTEPLY ¢ TV TUKAGOEL.

Would that I might become
A humming bee and enter your cave,
Having slipped through the ivy and fern that hide you.

Even in this relatively short 54-line 1dyll, Theocritus devotes several lines to the setting (3.1-5,
12-4, and 38-9). The importance of location in this poem mirrors the importance of love.
Immediately following his description of Amaryllis’ cave, the goatherd describes the god Eros
himself (3.15-17):

viv Eyvov tov "Epota: Bagie 0edc: 1) oo Aeaivag

patov éonhatev, dpupud t¢€ viv Etpade udno,

0G Ue ROTAoUOY WV %ol €5 OOTIOV Ay QLS LATTTEL.

Now I know that Eros is a burdensome god; A lioness
Suckled him at her breast, and his mother raised him in a thicket.
He shoots me - burning me even into the depth of my bones.

To say that someone was born from a lioness was an idiomatic way of calling them hard-hearted
in Greek literature.”” By juxtaposing the image of Eros as born in wild nature and raised by a
beast with the description of Amaryllis’ ivy covered cave, Theocritus adds meaning to this
phrase. He implies not only that Eros is hard-hearted but also that he belongs within the setting
of the locus amoenus - a wild, beautiful, and dangerous place.

In Idyll 11, a poem that combines typical pastoral elements with a character well known
from epic, a young Polyphemus sings about his love for the sea nymph Galatea. This lovelorn
youth will grow up to be the Cyclops of Odyssean fame.* His song is framed with an address to

Nicias, a doctor and friend of the author. The prologue describes the Cyclops’ song as a

85 For earlier examples see Hunter 1999, 115 n.15.
86 For the importance of the story of Odysseus to this poem see Gutzwiller 1991, 107; Hunter, 1999, 219; and
Prauscello 2007.
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eappaxov (drug/cure) for love. After eighteen lines, the Cyclops’ song is quoted directly. He
praises the beauty of Galatea in terms of plant and animal life, using metaphors similar to those
seen in the SoS. He describes how they met and how she shuns his beastly appearance; then he
brags of his pastoral holdings and begs her to join him. He explains that he is unable to join her
in the sea because he was not born with gills and has never learned to swim (although his mother
is a sea nymph and his father the god of the sea). At the end of the song he chides himself for
loving an unwilling girl and says that he will go after one of the girls who flirt with him. The last
two lines, addressing Nicias in the narrator’s voice, claim that Polyphemus successfully
shepherded (¢moipovev, 11.79) his love by singing — something that he could not have
accomplished by paying a doctor.*’

Polyphemus, singing by the barren seashore, describes his cave as a locus amoenus in

order to attract Galatea (11.43-8):

ddov év tvtpw map’ ety Tav vikta dogels.
évii dGpvar Tnvel, vl gudivol Kumdpiooot,

€01t péMG K1o60G, £6T° unelog O YALKOKOPTOC,
£oTL Yyuypov VOWP, TO POt & ToALSEVEpEDG AlTval
AevKag €k Y1OVOg TOTOV AUPPOCIOV TPOTNTL.

You will spend the night more sweetly with me in my cave.
There are laurels and slender cypresses,

There is dark ivy and a fruit-bearing vine,

There is sweet water, which Mt. Etna of the many trees
Sends down to me from the white snow, a celestial drink.

His cave offers shade and a place to lie down, is surrounded by trees, and has access to flowing
water; it is a perfect place for love even if the Cyclops is not the ideal lover (11.29-32). Birds and

insects are not mentioned in /dyll 11, but Polyphemus does mention that he can pipe better than

87 For an excellent discussion of the various meanings and significance of the term €noipavev in this passage see
Gutzwiller 2006a, 394. See the following chapter for a discussion of whether or not he truly cures his love.
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any of his kinsmen (11.37), a dubious accomplishment.™

Many scholars argue that the Cyclops is naive to think that Galatea would be attracted by
his rustic offer either because they would not attract a nymph or because they are not enough to
make up for his appearance. Some add that the girls Polyphemus believes are flirting with him
(11.77-9), are truly mocking him.* I believe that these scholars malign Polyphemus unfairly.” In
regard to the first, it seems generally accepted in earlier Greek literature that even deities like to
go to a locus amoenus, especially for love.” This location is not so different from the cave of
Amaryllis (3.5-37) or the lush spring where Hylas is abducted (13.39-42), and so one might
expect nymphs (at least river nymphs) to enjoy it. As to his looks, traditionally women have been
expected to overlook appearance in favor of financial security. Even in the divine world,
Aphrodite is married to Hephaestus; the implication in Homer is that he got her by offering an
impressive bride-price.”” These precedents would give Polyphemus good reason to believe that a
match with Galatea is within the realm of the possible.

Idyll 13 also places an epic character, Heracles, within a rustic setting. Again the frame
addresses Nicias and discusses the nature of love; this time the narrator tells Nicias that
immortals also fall in love and provides the story of Heracles and Hylas as an example. This
poem differs from the pastoral idylls in that it is told entirely by the narrator and it involves a

major mythological hero rather than shepherds; therefore it has typically been categorized as an

88 Gutzwiller 1991, 111 points out that Polyphemus was traditionally considered lacking in musical ability.

89 Cf. Gutzwiller 1991, 113-4; Hunter 1999, 242 n.77-8.

90 I generally disagree with the idea that learned audiences must necessarily be laughing at naive rustics. I admit
that there are comic elements in Idyll 11, as Gutzwiller shows (1991, 107-15), but I feel the focus on Polyphemus’
laughable characteristics keeps scholars from exploring other, more sympathetic readings. If Polyphemus is
somewhat naive, perhaps it reminds learned readers of their own follies in love - after all many of them make a
living singing about how unsuccessful ‘their own’ love lives are; see Gutzwiller 2007, 64-5 for a brief discussion of
early Greek elegists.

91 Cf. Hom. /I. 14.153-351, Hymn. Hom. Cer. 6-22; Mosch. Europa 63-88.

92 Hom. Od. 8.317-320.
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epyllion. After the address to Nicias, the narrator describes how Heracles took Hylas along on
the voyage of the Argonauts. While they were setting up camp one evening, Hylas went to fetch
water for Heracles and was abducted by water nymphs. Heracles, driven mad by love for the
missing boy, wandered far away looking for him. The narrator closes by reporting that Hylas
became a god and Heracles eventually made it to Colchis by foot.

The spring of the nymphs in /dyll 13 is briefly described with important features of a

locus amoenus: water, a place to sit, implied shade, and abundant plant-life (13.39-42);

.. Thyo OE Kpavay Evonoey

NUEVED €V xDpw- mepl 6€ Bpva TOAMA TEPUKEL,
KOAVEOV TE XEMBOVIOV YAmpoV T° ddiavtov
Kol OdAdovta oélva kal elltevig AypooTic.

Swiftly he [Hylas] spotted a spring

In a hidden area; and about it many rushes grew,
And dark swallowwort and green maidenhair
And thriving parsley and marshy field-grass.

Once the nymphs have pulled Hylas into the water, they place him on their knees to comfort him,
which suggests that they are sitting perhaps on rocks under the water (13.53-4). By describing
the location as ‘hidden,’ the narrator implies that it is dark and shady, most likely overshadowed
by trees or rocks. The abundant marsh plants around the spring suggest the fertility of the area.
This pleasant setting is appropriately both erotic and dangerous.” The nymphs fall in love with
the boy but take him against his will. This danger is latent in all erotobucolic settings, as I will
discuss it at greater length in the next chapter.

Idyll 15, sometimes known as the Adoniazusae, is mostly set up as a dialogue between

two women, Gorgo and Praxinoa, who are headed to the festival of Adonis in the palace of

93 Payne 2007, 86-88 discusses first the revelation that Heracles’ love is dangerous in the lion simile and then the
danger of this locus amoenus. He, however, sees the danger as an aberration from the normal safety of the locus
amoenus. | argue that both love and nature are always potentially dangerous in erotobucolic literature, but it is not
always so explicitly revealed as in this poem.
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Arsinoe. It also contains an inset song performed at that festival. It is generally considered an
urban mime because of its setting in the city and primary format as a dialogue between relatively
low-class characters (a trope of Greek mime).** Within the framework of an urban mime,
however, the conversation of the women and the content of the song emphasize an abundant
natural setting as they praise the love of Adonis and Aphrodite.” The setting, although indoor,
contains all of the beautiful plants, attractive shade, and animal life of an outdoor locus amoenus

(15.112-22):

ap puév ol wpta kettat, 6co SpLOg Akpa PEPOVTL,
nap 8’ amoalol KOOl TEPLAYHEVOL €V TOAOPIGKOLG
apyvpéotg, Zvpim 3¢ popw ypvoel’ drdpaoctpa,
€idatd 0° dooa yuvaikeg Emi TAabdveo TovéovTat
dvBea picyotoot Aevk® mavtolo HaAEOP,

o060 T’ ATo yAukep® pEMTOG TA T &V VYpD EXaiw.
TAvT VT meTeNVA Kol Epmetd Telde mhpeoTt
yropal 8¢ okades pookd Bpiboicar dvibw
3&dpavd’- ol 8¢ te kMpot Vreprwt®vTar Epwtec,
otot dmdovidijeg deEopevay £mi SEvapw

TOTOVTOL TTEPVY®V TEWPOUEVOL OLoV AT’ OLw.

For in-season fruits are laid out, as many as the tops of a tree bear,
For tender gardens are kept in silver baskets,

And Syrian perfume in golden boxes,

And honey-cakes, as many as women prepare in a dish,

All sorts of blossoms mixed with flour,

And as many made from sweet honey and in moist olive oil.
All flying and crawling beasts are here for him.

And green canopies weighed down with anise

Have been constructed. And the young Erotes flying above,
Like nightingales fly in a tree

Testing their growing wings from branch to branch.

Such an abundance of plants and animals in an enclosed space might sound threatening, but the

women at the festival are impressed rather than frightened (15.80-6).”° I believe that these

94 Furley 2012.

95 See Griffiths 1981 and Burton 1995, 9-19 for the importance of this poem in understanding the relative freedom
of Hellenistic women.

96 This line is often taken with the previous lines, giving the meaning that there are cakes baked in the shape of
many animals; see Gow 1950, 296 n. 118. I agree with Gow that there should be a hard stop at the end of line 117,
suggesting that the animals are real. Unlike Gow, I take the animals as a menagerie adding to the richness of the
setting rather than as offerings.
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animals and plants made up something similar to a modern botanical garden or zoo. Repeated
mentions of the lavish nature of the festival put on by Queen Arsinoe (15.22-4, 80-6, 110-22), a
patroness of Theocritus, imply that the queen has put on a truly spectacular show. Considering
the wealth of the Ptolemies, the scope of their holdings, and the fantastic ceremony that Arsinoe's
husband Ptolemy put on for Apollo,” I suggest that Berenice has created an indoor locus
amoenus complete with a variety of animals, elaborate statues of the gods, and offerings. The
only typical element of a locus amoenus not mentioned as a part of the spectacle is the water, but
the singer reveals that Adonis will be carried out to the water and mourned (15.132-5). The story
of Aphrodite and Adonis is a sacred marriage, like many of the Sumerian texts that I will discuss
in my concluding chapter.” These were the first recorded stories to make a connection between
erotic longing and an argument can be made for including them in the erotobucolic genre.

All the aspects of the locus amoenus add to the synaesthesia of Theocritus’ poems. By
specifying the type and location of each element in the setting, Theocritus enables the reader to
picture the whole area. When he presents shade as a relief from the hot sun, Theocritus
encourages the audience to imagine how it would feel to be in such a spot. Most of the animals
mentioned as a part of the locus amoenus have musical associations in Greek literature; they
chirp, buzz, and croak in a way that is pleasing to the ear, bringing to life the sound of an idyllic
setting. Flowing water and breezes blowing through the trees can add to this musical effect. Each
locus amoenus comes to life through its individual description and creates a realistic, if ‘too good
to be true,” scene for the musical shepherds. The number of items included in the description of a

setting is sometimes overabundant, pointing to the threatening nature of the locus amoenus.

97 Callim. Hymn 2.
98 This is not stated but suggested by the frequency with which men fall in love upon entering a locus amoenus.
Idyll 15.112-22 comes the closest to making a literal connection between the god and the locus amoenus.
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Love, Eros as deity, lurks among the dense vegetation, threatening to drive the shepherds to
madness.” The combination of this fertile, natural setting and the stories of love is the foundation
of the erotobucolic genre.

Plants, Poetics, and Passion

As stated above, despite the ubiquity of the locus amoenus in Theocritus as the
appropriate place for love, there are relatively few descriptions of lovers that use the kind of
plant and spice imagery that is seen in other non-Theocritean erotobucolic poems. Nevertheless,
there are some noteworthy examples of plant metaphors used of beauty or poetic qualities and
some poems do exhibit the same kind of overlap between beloved and nature seen frequently in
SoS and other erotobucolic texts.

Since the plants in Theocritean metaphors are primarily used to describe the beloved as
beautiful or lacking beauty, it is important to keep context and cultural ideals in mind while
discussing them. Scholars typically believe that the ideal of beauty for women in ancient Greece,
from the Archaic to the Hellenistic period and beyond, involved pale skin and facial symmetry.'”
Many descriptions of ancient goddesses (who are always beautiful) include words to describe
their skin as white or radiant.'”' The use of terms for fairness or radiance to describe mortal
women carries into later periods; Hellenistic examples include Calllimachus’ descriptions of
Cydippe as a “beautiful star” (kaAol viioamv Aotépeg Apedtepot) or “appearing like the

dawn” (Mot eidopévn) and the Cyclops’ description of Galatea in Idyll 11 as “whiter than cream

99 A combination of abundant nature and maddening love can be seen in the death of Daphnis in Idy/! 1, threats of
suicide in Idyll 3, sexual violence in Idyll 5, Polyphemus’ berating himself in /dyl/ 11, Hylas’ abduction by love-
struck nymphs in Idyll 13, and the death of Adonis in Idyll 15.

100 Dover 1971, 169 n. 27; Hopkinson 1988, 169 n. 26.

101 E. g. one of Hera’s Homeric epithets is Aevkdievog (white-armed); Aphrodite’s beauty is described as shining
forth at Hymn. Hom. Ven. 175; and Demeter’s appearance in Hymn. Hom. Cer. 190 is described as a divine flame.
The sheen of the skin seems to be more important than pallor for goddesses since Aphrodite’s color is not explicitly
described and Demeter’s divine flame might suggest a red or orange tint to her skin.
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cheese to look upon” (Aevkotépa TokTag ToTIdELY).'” Most Greek vases also show women in a
lighter color than men, suggesting that women were expected to be fair skinned.'” Pallor caused
by sickness, however, was considered unattractive. This kind of pallor appears in many Greek
poems because love was often metaphorically described as an illness.'™ I will use the context of
each poem and similar passages from other Greek literature as a guide to understanding whether
plant metaphors describing lovers have a negative or positive valence.

Beautiful lovers are described using the imagery of flowers, vines, and trees. In Idyll 2,
the performance of a love spell by a young woman named Simaetha and her silent servant,
Simaetha describes her beloved Delphis and his friend coming back from the wrestling school

(2.77-8):

10ig 8” g EavBotépa pev EAypvGOLo YeVEldc,
othfea 8¢ otiAfovta ToAD TALoV 1 T, ZeAdva,

Their beards were blonder than gold-flower,
And their chests shone much brighter than you, Moon.

Simaetha describes two well-known aspects of Greek male beauty, youthful beards and bodies
sculpted at gymnasia. She uses the images of a vine with golden flowers and the light reflecting
from their well-oiled skin.'” Though this encounter occurs in the city and not in a locus
amoenus, Simaetha represents the beauty of Delphis using plants as comparanda. This vision of

her beloved as a shining flower transports her to a metaphorical locus amoenus where she falls in

102 Callim. fr. 67.8, 13 P. and Theoc. Id. 11.19. The heroines of Greek novels are also extremely fair (e.g., Chariton
2.2.2; Achilles Tatius gave his heroine the name Leucippe (white-horse) to suggest her pallor; and Heliodorus’
Chariclea is white even though she was born to black parents.

103 Stewart 1997, 58.

104 Archil. SLG, 478; Theognis 1305-10; etc. See Hunter 1999, 187-9 n. 120-1 for further discussion of this trope.
105 Olive oil was commonly used as a skin lubricant in the gymnasia and also more generally as a soap
(Hornblower 2011, 130). The oil here is an enhancement rather than a metaphor for male beauty, but I have decided
to include it because it contributes to the simile of their skin shining like the moon. Furthermore, Simaetha later uses
a similar adjective to describe the appearance of the moon, suggesting that the metaphors are related (Segal 1985,
114-6; Burton 1995, 68-9). I have not included other uses of plants to enhance beauty such as garlands (2.120,
3.21-4,7.62-3, etc.) though the erotic connotations of garlands go beyond their decorative function and may be tied
to the association between nature and Eros.
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love. The bright light shining from their chests and the context that they are coming from the
wrestling school (76) imply that this meeting during the day, most likely midday when the sun
would be at its brightest. That would match their meeting to the timing of most pastoral idylls;
the most dangerous time to encounter a god. In a sense Simaetha does encounter a god because at
first sight of Delphis she is struck by Eros.

During the amoebic exchange (i.e., a competitive repartee usually in song) of /dyll 5,
Comatas uses plant imagery to compare his beloved Clearista favorably to Lacon’s beloved

Cratidas and Lacon responds in kind (5.92-5):'%

KO. @A)’ o0 cupuPAnt’ €oti KuvooPatog oUd” Avepdva
pOg 0630, TV Avdnpo map’ alpacloiot TEPUKEL

AA. 005¢ yap 008’ AkOAOLG OpOopaAIdES: al pev Exovtt
AemTOV Ano mpivoro Aemdpiov, at ¢ pelypad.

CO. But neither the dog-thorn nor the anemone is comparable

To the rose, whose flower-bed grows by the wall.

LA. Nor acorns to wild apples; the former have

A slender husk from the holm-oak, but the latter are sweet as honey.

The choice of flowers in Comatas’ couplet is revealing; both the dog-thorn and the anemone are
attractive plants, but they are wild and they are not used as gifts for lovers like the cultivated
rose.'” He does not claim that Lacon’s beloved is unattractive, only that he cannot compare to
the cultivated allure of Clearista. Lacon takes the comparison in a new direction, choosing plants
that are known not for their appearance or fragrance, but for their taste. His comparison aims to
disparage Clearista while glorifying Cratidas. His attempt may backfire because he describes

Clearista not as sharing the bitter taste of the acorn, but its slender husk (Aewtov . . . Aemhpiov).

106 See Gutzwiller 1991, 142-7 for a discussion of the importance of similarity and variation between the songs of
competitors in amoebic exchanges and /dyll 5 in particular.

107 The anemone is a strange choice for his comparison, because according to some traditions (most notably Ov.
Met. 10.725-39), Aphrodite created these flowers from the blood of her beloved Adonis. Despite this erotic
connection anemones are not commonly mentioned as love gifts (this is the only appearance of the flower in the
Theocritean corpus), whereas roses appear elsewhere as love tokens (10.34, 11.10).
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employing the adjective Aemntoc. This adjective is used approvingly in Hellenistic poetry to
describe well-polished literature and now it describes the fruit that stands in for Clearista, an
unintentionally positive comparison.'” Furthermore, although he does call the apples sweet as
honey (neAypai) — honey terms are often used to describe the sweetness of Hellenistic poetry —
he specifies that these are wild apples, not the cultivated apples that lovers typically give.'”
Comatas would suggest that cultivated plants are better than wild ones and Lacon’s response
involving only wild fruits does not negate his point.

It is not clear, however, to what extent readers are expected to keep the lover of each man
in mind during these comparisons, or even how familiar they would be with the specific qualities
of all of the flowers and fruits described. What is known is that the primary audience of
Hellenistic literature was highly educated. They would be aware of the literary associations of
the plants and perhaps their physical qualities - especially if they had been included in a
botanical treatise.'’ Because of this, the literary connotations of the plants and adjectives used to
describe them are likely more important in the metaphors than actual physical qualities of the
plants that are not mentioned within the poem. As is typical in the erotobucolic genre, the
beloved is identified with nature through metaphor but, in Idyll 5, he or she is also identified with

the poem/song.

In Idyll 10, a singing exchange between Bucaeus and Milon who are working in the

108 Gow 1950, 109 n. 94 f. mentions that Aentog has seemed an odd choice to some editors but adds that nobody
has suggested an emendation that would clarify the text. I believe that the text is likely correct as it stands because
AemtOg was an important programmatic term in Hellenistic literature (cf. Callimachus Aetia Fr. 1; Acosta-Hughes
and Stephens 2002).

109 1d. 2.120, 3.10, 6.7, etc. In Idyll 7 Simichidas even compares loves to apples: @ pérotoy "Epwoteg
épevbopévoroty opotot (Loves similar to reddening apples).

110 Theophr. Caus. pl., Hist. pl.
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fields,"' Bucaeus describes his love for a girl named Bombyca. He realizes that other people find

her looks wanting, but uses plant imagery to explain his attraction (10.25-8):
Bopfoka yapieooa, ZOpav KOALOVTI TV TAVTEG,

loyvav, AAMoOKavaToV, £YM 3¢ POVOG PEAyAmpov.

Kol TO tov péhav €oti, kal & ypamtd Vaxwvhoc:

QAN Eumag €v Tolg 6TEPAVOIC TA TPATa. AEYOVTaL.

Dearest Bombyca, everyone calls you Syrian,
Skinny, sunburnt, but I call you honey colored,
The violet is also dark, and the inscribed hyacinth:
But nonetheless those are chosen first for garlands.

This dark but beautiful theme also appears in SoS (1:5-6):

AW MY 12 17 1R DIYAT I3 IR BIX NNY
PDIPY KD Y M1 DMIINTTIN NIWI DAY 311N MR 213 YNYD 1INy NNINY Ny InkInoR

I am black but lovely, daughters of Jerusalem, like the tents of Kedar, like the drapes of Solomon.
Do not stare at me because I am dark since the sun has burned me. The sons of my mother were angry with me.
They made me the keeper of the vineyards, but my own vineyard I have not cared for.!'?

This theme may have been a common feature of the erofobucolic genre because it would allow
the author to vary the imagery typically used in a blazon, an extended description of the
beloved’s appearance, at the same time as establishing that the lover’s feelings transcend cultural
ideals of beauty.'"

It would be possible to interpret lines 25-6 of Idyll 10 differently; one of the key terms,

ueliylwpog, is more commonly used as a synonym for peliypwg (fair, sallow) than aAdkavoTog

111 Since the herdsmen and reapers in Theocritus’ songs seem to be laborers or subsistence farmers rather than
wealthy land owners, the characters would likely be imagined to alternate between shepherding and raising crops as
there was need; see Gutzwiller for a discussion of the real shepherding class of this time period (Gutzwiller 2006b).
No texts and not all editors understand the name of the character as Bucaeus; they take the vocative Bovkoaie in line
first line as a direct reference to the character’s occupation as a cattle herder. See Gow 1950, 193 n.1 for his reasons
for taking this address as a name. I agree with his arguments and would add that this is an appropriate name for a
Theocritean character because it means cowherd. Whether the character is named Cowherd or is known as a
cowherd, Theocritus suggests a close relationship between herdsmen and harvesters. Other significant names used in
Theocritus include Comatas and Daphnis (both names of legendary herdsmen), Thyrsis (suggesting a Bacchic
connection), and Simichidas (snub-nosed, also used of goats).

112 For all quotations from SoS, I have drawn the text from the BHS (Biblia Hebraica Stuttgartensia). All
translations are my own.

113 See Chapter 3 for further discussion of this trope in SoS.
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(sunburnt). This interpretation would suggest that Bucaeus believes that Bombyca is in fact fair
skinned despite the insults of other men."* I agree with Dover that the problem arises because of
different expectations for the appearance of male and female lovers; while it would be a
compliment to refer to a boy’s skin color as peAiypwg this skin-tone is not light enough for most
men to consider it attractive for a woman.'”* Bucaeus’ vocabulary choices also highlight his
poetic and erotic program — peAiyAmpog is another honey word alluding to the sweetness of his
song and he points out that the flowers are popular in garlands, the favored headgear of lovers.
Theocritus uses plant imagery to describe how lovers are unattractive as well as beautiful.

Simaetha describes the physical ravages of love upon her body at Idyll 2.87-9:

Kol pev xpag pev opolog Eyiveto ToAAGKL Oy,
Eppevv 8’ €k kePALAG Ta.oUL TPIXES, OUTA 6€ Aoud
doti’ #1° Mg Kol Sépua.

And my flesh often became just like saffron,
And all the hair fell from my head, and skin and bones
Were all that remained of me.

She compares her skin to Odyoc, a plant that was used as a yellow dye."'® Gow notes a stronger
connection between this plant and illness, pointing out that scholia on Nicander’s Theriaca 529
say that some people used this plant to yellow their skin in an attempt to exaggerate their illness.
Therefore, I interpret Simaetha’s description to mean that her beauty has been marred by
unfulfilled desire; she has a sallow complexion, her hair is thinning, and she has lost an

unhealthy amount of weight. Understanding that love can be portrayed as sickness leads us to the

114 Plat. Rep. 474d, Plut. Mor. 45a, etc. See Gow 1950, 199-200 n. 27. For another ambiguous use of this word that
may also imply a red color, see Nic. Ther. 797-8 where this term is used to describe the color of a scorpion. The
scholiast explains that this is because scorpions are a fiery red color but waxy in appearance (schol. Nic. Ther. 797).
The meaning of color terms from ancient sources is notoriously difficult. Fair or even reddish skin will mean
different things in different cultures. For a recent study on the subject of skin-tone in ancient Greek literature, see
Dimakopoulou 2010. For a more general study of color terms, see Irwin 1974.

115 Dover 1971, 169 n.27.

116 LSJT s.v. “Bayog”; Gow 1950, 53 n. 88.
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conclusion that sallow skin, thinning hair, and extreme thinness are considered unattractive to
Theoccritus’ audience.'"’
Simaetha subtly describes the fulfillment of her desire as the ripening of a plant

(2.140-1):

KO T PG €L YpWTL TENAIVETO, KOl TO TPOCMTO,
OeouoTeQ’ N 1) MEOG0E, %ol EOvoicdopeg Ad0.

And swiftly flesh grew ripe upon flesh, and my forehead
Grew warmer than before, and we whispered sweet nothings.

Two major commentaries take the verb nemaive to mean “grew warm,” perhaps as a variation on
the warmth in the following line."® However, the more common meaning of nenaiveo is “ripen”
and the only instance of its use meaning “grew warm” given in the LSJ is this very passage from
Theocritus."’ Following the previous image of love-sick Simaetha as a sickly plant, I believe we
should take memaive with its normal meaning (“ripen”) in this passage. Without Delphis she
withered away, but when they are together they both grow ripe. Thus the fruition of desire is
similar to the fruition of a plant in erotobucolic literature.

In Idyll 7, Simichidas mentions that Philinus is aging and will not be attractive much

longer (7.120-1):

Kol 61] LV ATTiolo TEmaitePoC, ol 8¢ yuvaikeg,
“aial”, pavti, “@rive, 16 01 KAAOV dvOoc dmoppel”.

And after all he is riper than a pear,'*’ and the women

117 Without this context it would be easy to misinterpret these lines. If one were to translate flow, instead of fall out
for €ppevv and to understand the connotation of yellow to be golden-hued, then Simaetha might be describing
herself as a twenty-first century supermodel (thin, flowing hair, tan skin). Despite the temptation to believe that
ideals of beauty transcend time and space, we should not assume that Hellenistic Greek standards of beauty were the
same as ours. As Aristotle pointed out, what seems beautiful to some people may seem ugly to others (Aristot. Met.
11.1062b). The same sentiment appears in Idyl/ 6, 19 in which Galatea has fallen for the Cyclops despite his
appearance.

118 Gow 1950, 58 n. 140; Hopkinson 1988, 165 n. 140.

119 LSJ s.v. “nenaive.”

120 The sense of this comparison is somewhat difficult. I agree with Gow’s suggestion that this is a reference to the
speed with which this particular fruit goes from ripe to rotten (1950, 161 n.120).
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Say “Alas Philinus, your beautiful blossom slips away.

It is a trope in Greek literature to compare the brevity of youth to the blossoming of a flower."!
Lovers typically mention the brevity of youth either to urge youths to give in to the advances of
lovers while they are still young or to describe the death of the youth. Here since Simichidas says
that Philinus’ fruit is already over-ripe, his goal is to convince his friend that Philinus is no
longer worth pursuing and not to get Philinus to take a lover (it is already too late for that). As
Hunter points out, this passage alludes to Archilochus’ description of Neobule in the Cologne
Epode (24-31), where he implies that her overripeness (ténwv) is a result of too much sexual
activity.'” Hunter suggests that this implication may carry over to Philinus, especially since he
was introduced as soft (7.105). This interpretation would make sense in the context of trying to
get Aratus to abandon his infatuation with the boy; not only is he getting old, he has given his
sexual favors to others while withholding them from Aratus. Within the extant corpus of
Theocritus this is the only use of this metaphor. This section of the idyll is remembered from an
encounter in Simichidas’ youth, when he was still honing his poetic skills, and so its appearance
within his song may suggest that the image is trite or old fashioned.'” If these types of metaphors
were considered trite, then Theocritus may have chosen to keep the lovers and the setting more
separate in his later erotobucolic poetry than they had been in Sumerian or Egyptian poems in
order to avoid seeming old-fashioned. He keeps the locus amoenus in the background and

seemingly separate and, instead of connecting them through overt metaphors, he suggests their

121 Hom. /I. 8.306-8; Theog. 994, 1348 West. Greene notes that flower metaphors for men tend toward pathos and
refers to two of the same passages (1996, 149 n.10).

122 SLG 478.24-31; Hunter 1999, 187-8 n.118-20.

123 Lycidas is a mysterious figure whose perfect goatherd appearance (7.14-9), laughter (7.20, 42, 128), poetic skill
(7.27-9) , and gift of a staff (7.43-4) mark him as a possibly divine source of inspiration. See Clauss 2003 for a
recent discussion of the significance of these attributes and a bibliography of scholarly discussion on the identity of
Lycidas. I agree with Clauss that Lycidas is most likely a divinity, though I do not believe that the divinity can be
firmly identified, as he seems to have characteristics of Pan, Apollo, and even Aphrodite. I will discuss his
relationship to this divine triad and the erotobucolic world in the following chapter.
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relationship by analogy.

In one poem it is not the appearance of the beloved that is described with plant imagery,
but her tears. Idyll 14 is a dialogue between Aeschinas, a young man whose love life went sour
when his girlfriend Cynisca left him for another, and Thyonicus, a friend who encourages him to
join Ptolemy’s army.'** Aeschinas recounts what he said to Cynisca when she cried for love

(14.38):
VO 1€ ShKpLa; paAa QeOVTO.
Are your tears for him? Let them flow like apples.'?

According to Gow, the tears are like apples because of their size. I believe that his reading is
influenced by knowledge of Moschus 4.56 in which the tears are explicitly described as larger
than apples.'*® I would argue that, in the Theocritean passage, though there may be some
implication of size, the apples carry additional significance as love tokens. Aeschinas believes
that Cynisca is crying for her beloved and so sees her tears as a love-offering in place of apples.
Other women throw apples at their beloveds such as Galatea in Idyl/ 6 and Clearista in Idyll 5;
and the shepherd of Idyll 3 brings apples for his beloved Amaryllis; thus it makes sense for
Aeschinas to expect that Cynisca would offer apples to Lucas.

Plants are primarily used to describe the appearance of the beloved, creating a temporary
overlap between the natural world and the beloved. The more extended metaphors that are a
closer parallel to Egyptian and Hebrew erotobucolic literature tend to include animals as well

and will be discussed below. The relative scarcity of plant metaphors in Theocritus is likely

124 Burton 1995, 47 argues that losing Cynisca’s love has driven Aeschinas to madness in part because her actions
upset his understanding of traditional gender roles.

125 Gow 1950, 254 n. 38 defends this reading based on the grammatical structure of the previous lines and on
Mosch. 4.56. Dover 1971, 193 n.38 similarly takes the metaphor to refer to the size or the amount of the tears.

126 Gow 1950, 254 n. 38.
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related to his elaborate description of the plants in the locus amoenus. The plants around the
lover are so varied and luxurious that only a few direct comparisons need be made to the beloved
for a reader to understand the connection between love and nature.
Poetic Plants

The relationship between love and nature in Theocritus expands to include love poetry.
As I discussed with regard to the locus amoenus, these natural settings are not only a place for
love but also a place for poetic performance, especially when the poetry performed involves
love. In the same way, because of their connection with love, plant metaphors are used to
describe poetic performance. These descriptions include the use of plant-related metaphors to
describe beautiful voices, the response of plants to poetry, and the use of plants in ekphrasis (an
extended literary description of a physical object).

Two passages in Theocritus make comparisons between the beauty of a singer’s voice

and honey.'?’ The first comes at the end of Idy// 1 (1.146-8):

TATPEG Tol péALTOG TO KAAOV 6ToOpa, BVpGt, Yévotto,
TATpEG 8€ oyadovamv, Kol arn’ Alyilm ioydda tpdyorlg
adelav,

May your lovely mouth be full of honey, Thyrsis,
And full of honeycomb, and may you eat the figs of sweet
Aegilus.

The goatherd compliments the voice of Thyrsis by suggesting that he eat only sweet foods like
figs and honey that will be in harmony with his singing style. In Idyll 7, the story of Comatas

also connects eating sweet flowers and honey with having a sweet singing voice (7.80-2):

127 I have decided to include metaphors about honey even though honey is not a plant or directly produced from a
plant because of its relationship to nectar and literary association with spices and wine. The sweet taste of honey and
its association with bees, a musical insect, make it a favorite literary metaphor of Theocritus. The connection
between a beautiful singing voice and honey goes back at least to Pindar O/. 11.4-6 and is used to describe him at
Paus. 9.23.2. Honey is also mentioned as a food for poets at Ar. fr. 598 K-A; Philostr. Im. 415k; etc. See Gow 1950,
31 n. 146 and Hunter 1999, 106 n. 146-8 for further discussion.
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¢ € viv ol ool Aeipovode pépPov iotoat
KEdpov €¢ adstav pataxoig dvbeosot pécoat,
oUvekd ol yYAuky Molco katd oTOHATOC YEE VEKTOP.

And how the snub-nosed bees coming from the meadow
Nourished him with soft blossoms in the cedar chest,
Because the Muse poured sweet nectar in his mouth.

It is appropriate for people like Thyrsis and Lycidas with sweet voices to eat sweet things
because of the similarity between the effect of their music and the taste of these foods.'** Words
for sweetness run throughout this programmatic poem, emphasizing the importance of the
pleasure derived from bucolic song. The idea that the mouths or words of lovers are sweet can be
seen in a variety of erotobucolic poetry as I will show in my concluding chapter.

Another use of plant imagery to describe a singer’s voice appears in Idyll 10 (10.36):

A VA 8¢ TPHYVOG TOV LAV TPOTOV 0K €Y Eimelv.

And your voice is nightshade, but indeed I do not have the power to describe your ways.

Unlike honey, nightshade is not sweet and does not immediately seem to be associated with
poetic qualities espoused by Theocritus. However, as Gow points out, the term tp0yvog is
associated with three plants in antiquity; one is edible, another induces sleep, and the third
induces insanity or death.'” Given the connection between song, drugs, and love in other poems
in the Theocritean corpus, especially Idylls 2 and 11, Bombyca’s voice is likely similar to
nightshade in its ability to madden Bucaeus with love and to soothe his cares with sleep.'*” The
fine line between madness and pleasure is appropriate in erotobucolic poetry where love can be

sweet and/or dangerous.

128 Gow 1950, 153, n. 81; Hunter 1999, 177 n.82. Payne 2007, 125-6 points out that the pain of being trapped in a
chest and the sweetness of eating honey are appropriate for Comatas since they mimic the toil and pleasure of
writing poetry that Lycidas emphasized at the beginning of the song.

129 Gow 1950, 203, n. 37. Alternately, the scholia consider the comparison to be between the softness of the plant
and the tone of her voice. Hunter 1999, 210 n.36-7 suggests either a soft or an aphrodisiac quality to Bombyca’s
voice. Payne 2007, 75 understandably states that the metaphors in this line are “so subjective that they defy
interpretation.”

130 Gutzwiller (2006a and b) shows that herding came to be associated in literature both with soothing and with
good rulership because of the relationship between herdsmen and their animals.
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At times plants within the poetic scenery respond or are imagined as responding to the
music of the shepherds or as making music of their own. The whispering pine at the beginning of
Idyll 1 discussed above highlights the musicality of nature. Later in this same idyll, Daphnis

imagines that after his death the plants will respond to the absence of his music (1.131-4):

viv o pév popéotte Barot, popéotte & Gxaviar,

A 8¢ KaAd vapKlocog €1’ Apkevholot kopdoo,
mhvto 8’ dvalho yévorto, kal ¢ mitug Oyvoag Eveikal,
Adovig €mel Ovaoket,

Now let the thorn-bushes and the thistles bear violets.
And the beautiful narcissus plume the juniper,

And let all things be changed, and may pines grow pears,
Since Daphnis is dying,

Gow, basing his interpretation on Latin poetry (e.g., Verg. Ecl. 1.59; Hor. Carm. 1.33.7, Epod.
16.25) that may be imitating this passage, suggests that these lines mean that the death of
Daphnis is so surprising that nothing thereafter will seem impossible."' However, though these
Latin poems may allude or relate to Theocritus, they are also influenced by a Roman tradition of
omens and prodigies that is different from the tradition of prophecy in Greek literature."** Gow
suggests that it is possible, albeit less likely, that Daphnis means that nothing that happens after
his death will matter to him."” This interpretation seems unlikely to me as well for two reasons:
1) Daphnis’ claim that he will be a cause of pain to Eros even in Hades suggests that his concerns
will remain the same after his death (1.102) and 2) the projected reversal in nature after his death
parallels the mourning of animals while he is dying, continuing the pathetic fallacy (1.70-4).
Rather than taking this as a suggestion that Daphnis’ own death is shocking or that he will soon

be dead and not care about the world, I argue that Daphnis has been maintaining the natural order

131 Gow 1950, 28 n.132-136; Hunter 1999, 102-3 n.132-6.
132 Distelrath 2012.
133 Gow 1950, 28 n.132-136.
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by playing his music, and upon his death he predicts that nature itself will descend into chaos."**
This interpretation works better because Daphnis still cares about what will happen in the world
above after he has died, and just as the pathetic fallacy of mourning animals is reported as an
actual occurrence, the projected change in nature after his death becomes a real possibility.

The same story of Daphnis is briefly recapped in Idyll 7, where it is one of the stories that
Lycidas would like to have another musician sing to him, in what appears to be a mise en abyme

of pastoral song. Here again the plants respond to the death of Daphnis (7.74-5):

YOG OPOC AUPETOVELTO KOl ¢ dpveC aVTOV €Bpnvevv
Tuépa aite @oovti map’ dybarsty wotapolo,

How the hill around him suffered and the oaks
That grew along the bank of the river Himeros sang a dirge,

These lines depict the trees responding to the death of Daphnis not only with sadness as a part of
the pathetic fallacy but also with music. Music and poetry are so important to the Theocritean
landscape that if the poet dies, something must take over his role.'* In this case, instead of
Daphnis’ death causing chaos (as suggested in Idyll 1), the trees take over his musical role and
maintain order. In Theocritus, the natural world takes part not only in the emotions of the lovers
but also in their poetic craft.

The ekphrasis of the cup at Idyll 1.27-56, long recognized as containing many metaphors

134 Vergil Georg. 4.453-527 and Ovid Met. 10.1-11.66 tell the story of Orpheus, a musician whose songs were so
beautiful that he could control not only animals, a skill shared by many shepherds, but also plants, rocks, and the rest
of the natural world. In Idylls 1 and 7, Theocritus may be suggesting that Daphnis had a similar power over nature.
135 This connection with maintaining the order of the natural world strengthens the argument that the story of
Daphnis is related to ‘sacred marriage’ literature like the story of Adonis or Dumuzi. See Detienne 1977, 134 ff. for
a discussion of the debate on the relationship between Adonis and Tammuz/Dumuzi up to his time. He argues that
there is too little evidence from non-Greek authors to support a connection to Babylonian myth. See however,
Nissinen and Uro 2008 for more discussion of sacred marriage texts throughout the Mediterranean, including many
fragmentary texts in Sumerian and Babylonian languages. See also Anagnostou-Laoutides and Konstan 2008, who
draw connections between Aphrodite, Ishtar and the woman in SoS as well as Adonis/Daphnis, Dumuzi, and the man
in SoS. Although I take seriously Nissinen’s warning that in using comparative material it is important not to
overstate parallels (2008), I agree with Anagnostou-Laoutides that these parallels can be useful in interpreting Greek
poetry (2008, 499). Just as with any allusion, the parallels between texts are used creatively: at the same time
reminding the audience of the earlier text and using this subtext to send a new message.
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1% includes many plant

for poetic craftsmanship and as a substitute for the goatherd’s song,
motifs. As with many literary ekphrases, it is difficult to imagine that a real wooden cup could be
carved so elaborately; the spatial relationship of the images is not well described, making it
difficult to reconstruct the physical object. This poetic technique creates the sense that the
craftsman was supernaturally skilled, and showcases the ability of the poet to surpass craftsmen
working in physical materials by the craftsmanship of his words.

Though the locations of plants on the cup are imprecise, it is certain that the craftsman
included an ivy motif around the lip (1.29-31), a vineyard (1.45-54), and decorative acanthus
(1.55-6). Both the ivy and the acanthus are described as delightful to behold (dyaAlopéva,
0anua), that is to say that they have the same effect on the beholder as a beautiful poem or song
has on the listener. The poet references his own skill metapoetically through the skill of another
craftsman.

The scene that includes the vineyard is more expanded and contains multiple suggestions
of poetic skill (1.44-54):

TEPKVALGL 6TAPLANTGL KAAOV BERp1Oev dAwad,

TAV OALYOG TIg KMPOG €0 OLUAGIOLe PLAACOEL
fHUEVOG AuEL 8€ viv 60’ AhdTEKES, O HEV AV’ BpY®G
avtap &y’ avbepirkoiot kahdv TAEKEL AKpLOOONpav

oxoive €papprdcdov: péetat 8¢ ol olte TL Tpag
ol1te PuTOV TooGTIVOV dooVv TTEPL TAEYHOTL YaOEL.

A lovely vineyard is weighed down with dappled grapes.
Some small boy sitting upon a wall is guarding it:
But there are two foxes around him, one along the rows

But he weaves a beautiful cricket-cage from asphodel
Fitted together with rushes. And he has no care either for his knapsack

136 See Gutzwiller 1986 for a detailed discussion of the ivy and helichryse decoration on the cup; Goldhill 1991,
240-7 for an examination of the relationship between Thyrsis’ song and the goatherd’s cup; and Payne 2007, 28-40
for a close reading of the ekphrasis.
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Or for his vines, so much he delights in his weaving.

Vineyards are significant in erotobucolic poetry because of their connection with wine. Like
love, wine can cause both pleasure and madness. Drunkenness is sometimes used as a metaphor
for the effects of love, and wine is a favorite drink of lovers."”” Although this vignette does not
contain a love story, another segment of the cup portrays two suitors in pursuit of a young
woman (1.32-8). As a whole, the cup is a microcosm of Theocritean poetry with the plants and
the vineyard representing nature, the suitors representing love, and the image of an old fisherman
hard at work representing the work that goes into crafting poetry.'**

The boy crafting his cricket-cage has also been recognized as a model for the poet at
work."”” Weaving provides an apt metaphor for poetic composition and the poetic significance of
the cage is increased because it is being created to house a cricket, one of the varieties of insects
celebrated in Greek antiquity for its melodious voice.'*” Again just as in the case of the vineyard
(i.e., wine, nature) and the love of the suitors, the boy’s handiwork (i.e., poetry) brings pleasure
but also danger because it causes him to neglect his duty. Previous erotobucolic songs had firmly
established this overlap between nature and love, but Theocritus increased the complexity of the
metaphor by showing that poetry, especially when it portrays nature and love, has the same both
pleasing and potentially dangerous effects.

Sympathetic Herds, Melodious Insects, and Stalking Predators
Like plants, animals in the Idylls are usually ‘real’ creatures that inhabit the landscape of

the poem; metaphors involving animals rarely appear. Nevertheless, the animals of the /dylls are

137 E. g. SoS 5.1; Pl. Symp.; Anac. 346 fr. 4, 357, 373. See Hunter 1999, 62 for the importance of Dionysus in this
poem and tragedy as a model for bucolic.

138 Halperin 1983, 161-89; Goldhill 1991, 243.

139 Halperin 1983, 176-81; Goldhill 1987, 2-3; Hunter 1999, 62; Anagnostou-Laoutides 2008, 14 n. 42.

140 Cf. Hes. Op. 582-8; Pl. Phdr. 230c, 258e-259d; Callim. Aetia fr. 1.32-6 Pf.
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more than props to complete the rustic setting. The insects that appear in the poems, as
mentioned above, provide musical accompaniment to the shepherds’ songs, but they can also be
a source of destruction to the crops. Herd animals in Theocritus do not behave like real animals
but consistently sympathize with the mood of the characters. While the herdsmen sing about
what they wish they could do and how they feel, the flocks act on these emotions, fulfilling the
beastly desires of the men. Domesticated flocks more often sympathize with men in the Idylls,
but men themselves are in many ways like predatory animals. Men pursue women as animals
pursue their prey. At times, men act as part of the herd, protecting their flocks from other
predators and leading them to the best food. At other times, like predators, they exploit the
vulnerability of the herd animals. It is not surprising therefore, that even predatory animals can
show sympathy to herdsmen in the /dylls. They only do so, however, when dealing with
legendary herdsmen.

Theocritus imagined such a complex world in the Idylls that it is difficult to discern
whether the animals are “truly” responding to the feelings of humans or whether the herdsmen
are projecting their own feelings onto their animals. The bond between humans and animals has
recently become a topic of interest in a new field known as anthrozoology. One area of this field
looks at human interest in the psychology of animals.'*' Although the study of this concept has
only recently begun, people have had close relationships with domesticated animals for much
longer. In the Odyssey, Polyphemus believes that his ram is slow because it is sorry that he lost
his eye, but the audience knows that the ram is actually weighed down by Odysseus hanging on

its belly (9.446-60). This story reveals an awareness in ancient literature that people sometimes

141 Angier, New York Times, March 15, 2011. Payne 2010b applies ideas from this theory to texts from the ancient
world. See especially pages 22-4 in his introduction for an explanation of his choice of texts and their relationship to
human curiosity about animal society.
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project their own feelings onto animals. A reader focusing on realism in the /dylls might claim
that the herdsmen are projecting feelings on their animals; a reader focused on the fictionality of
the Idylls might assert that, in the idyllic pastoral world, animals actually do respond to the songs
of their masters. Either reader will find some evidence to support his or her reading; I believe
that the ambiguity is intended.

The typical pathetic fallacy'* in which animals show human emotion only appears twice
in the Theocritean corpus (Idyll 1.73-4; 4.12-26). Idyll 1 alerts the reader to the importance of

animal behavior in the Idylls by showing animals mourning their master, Daphnis (1.73-4):

oo ol TAp moooi Poeg, ToALOL BE 1€ TADPOL,
oMol 8¢ dapddar Kol wdpTiegc MEVpavTo.

Many cows by his feet and many bulls
And many heifers and calves mourned for him.

The spondaic verses mimic the mourning sounds of the animals.'** At this point, Daphnis is still
alive, and is wasting away from the effects of love (¢tdketo, 1.65). This is a form of the verb
mKo: to melt, dissolve, waste away, or pine.'* This verb is used in the Theocritean corpus
primarily to refer to those who are neglecting themselves because of unrequited love.'* The
herds sense that their master is suffering and respond by neglecting themselves, sitting at his feet
and mourning instead of looking for food and water.

A few lines later in the same poem, Priapus notes the similarity between men and their
herds, accusing Daphnis of being like a goatherd who has begun to wish that he could be one of

the he-goats during mating season (1.86-8):

Bovtag pev Eréyev, vy §° aimdrw Avopl Eowkag.

142 Ruskin 1856 coined this term in a treatise on art but also discusses the application of the phenomenon in poetry.
143 Hunter 1999, 90 n.74-5.

144 LSJ, k.

145 Cf. Idylls 1.66,2.29, 5.12, and 6.27.
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Omorog, OkK’ £c0pT) TG UNKESag ola Batedvan,
TakeTar OPOuAUM OTL 0V TpAyog avTOg EyEvTo.

You were called a cowherd, but now you are like a goatherding man.
The goatherd, when he looks upon his she-goats being mounted,
Is moved to tears, that he wasn’t born a he-goat.

Within this poem, the cause of Daphnis’ suffering is unclear. Priapus suggests that Daphnis pines
for love even though a girl looks for him (1.80-4) and Aphrodite taunts Daphnis for wrestling
with Eros (1.95-8), but Daphnis says that he will cause pain to Eros even after death (1.103).'%
One rational explanation might be a love triangle of some sort but scholars are not able to
identify securely whom Daphnis pursues or who pursues him.'” I would suggest that here
Priapus is urging Daphnis to follow the example of his goats: do not chase after a single female
but rather ‘mount’ whichever female is willing."*® The he-goats are better able to satisfy an erotic
desire that men in erotobucolic poetry only sing about.'®

Idyll 1 closes with an image of animals acting out the emotions of the herdsmen

(1.151-2):

... ai 8¢ yipoupan,
ov un okiptactite, ur O Tpdyog Vppy Avooti).

... She-goats

146 Daphnis’ exact meaning in this line is unclear; it seems to suggest that by dying without giving in to his erotic
desire Daphnis will have a lasting victory over Eros and Aphrodite. If Aphrodite herself was in love with Daphnis, it
could also mean that his death will be a pain to her because of the separation, as happened with Adonis.

147 Gow 1950, 1-2 and Dover 1971, 83-6 n. 64-145 argue that Daphnis is suffering for a vow of chastity but are
uncertain of the characters involved. Gutzwiller 1991, 95-101 claims that Daphnis is dying because of a vow of
chastity to a nymph. See Hunter 1999, 63-8 for a selection of opinions up to that time - Hunter himself believes that
the text is too ambiguous for determination, but he does draw a parallel to stories of Adonis and Dumuzi. Payne
2007, 40-8 argues that there is not enough evidence for a modern audience to piece the story together but that an
ancient audience would have enjoyed fitting the pieces together from their knowledge of the Daphnis myth.
Anagnostou-Laoutides 2008 argues on the basis of Near Eastern parallels that Daphnis is dying for the unrequited
love of Aphrodite herself. Hunt 2011 does not try to recover the love story, but uses parallels from /dylls 15 and 17
to show that the story of Daphnis resonates with Ptolemaic apotheosis. I am inclined to agree with Gutzwiller that
Daphnis has sworn an oath of fidelity, though I am not certain to whom. I am also convinced by Anagnostou-
Laoutides that Aphrodite is a member of the love triangle, but I am inclined to believe that she is in love with
Daphnis (hence her desire to resurrect him) and not the other way around.

148 Polyphemus gives himself this same advice more directly at /dyll 11.75-6.

149 In Daphnis and Chloe, a bucolic novel by Longus, the title characters even attempt to learn how to satisfy their
erotic desire by watching goats mate (3.14.2-5). See Epstein 2002 for a look at the relationship between animals and
man in Daphnis and Chloe.
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Don’t be so frisky or the he-goat will get (it) up for you

The song brought delight to the goatherd; he praises Thyrsis and gives him the promised rewards
(1.46-8). After the song, the goats begin to skip around, seeming to enact their pleasure in the
music. Female goats show their delight in the story of love, even unrequited love, by jumping
around and moving ‘suggestively.” The goatherd warns them to refrain from love, just as Daphnis
refrained from love in the song. Though this is not a typical erotobucolic metaphor, it does
display an overlap between man and nature; instead of men being described as goats, goats are
described as acting like men.

Throughout /dyll 4 a herdsman named Battus harasses a cowherd named Corydon, most
likely to provoke him into participating in a singing contest.”* Corydon refuses to take the bait.
Battus first attempts to provoke Corydon by commenting on how poorly he cares for Aegon's
cows while Aegon attends a distant athletic competition."”' Rather than getting angry, Corydon

agrees that the cows miss Aegon but insists that he has cared well for them (4.12-26):

BA. tvag pév m 1ol ¢ mopTiog aTd AEAETTOL
tootio. pn tpdkog orriCeton domep O TéTTiE;

KO. o0 Adv, AL’ 6k pév viv €n” AioGpoto vopedm
Kol podax® yoptoto kKaddv kdpvhao didmu,

dAAoka 8¢ oxaipel 10 fabdokiov Apel Adtopvov.
BA. Aemtog paw xo tobpog O Toppixog. aibe Adyolev
10l T Aoumpiada, Tol dapdtar Oxkoe 00wV

10 "Hpq, 1016v8e* Kokoyploumv yap O dauog.

KO. xai pav €g otopdyvov Edavvetar €¢ 1€ 10 PHokw,
Kol Totl TOvV Njabov, g kadd mévta phovT,
abyimupog kol kvila kol e0mONG peAiteta.

BA. ¢ed ¢ed Boocsdvton kal tal fosg, & Téhov Alymv,
eig Aidav, Oxa kal TV kokdg NPdocao vikag,

CO. The heifers moan for desire of him.

BA. Indeed they are unfortunate, they have found a lousy cowherd.
CO. They are rather unfortunate indeed and they will no longer graze.
BA. The very bones are all that's left of that calf.

Don't tell me she's nourished on dewdrops like a cicada!

150 Hunter 1999, 5-9 and 129-30; Gutzwiller 1991, 134-57.
151 Gutzwiller argues that Battus fails to initiate an amoebic contest with Corydon because they are not equals;
Corydon will not respond in kind because he is only a surrogate for Aegon (1991, 147-57).
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CO. No by Zeus, but I sometimes pasture her on the Aesarus
And I give her a beautiful bundle of soft greenery,

And other times she skips about well-shaded Latymnus,
BA. That red bull is very slender. I wish that the Lampriads
Might be allotted one such as him when they sacrifice

To Hera, for they are a recalcitrant clan.

CO. And he is driven to the lagoon and to Physca,

And Neaethus, where all good things grow;

Goat-flower and fleabane and fragrant honeysuckle.

BA. Alas, wretched Aegon, your cattle will go to hell,
Since you lust after ill-gotten victories.

These cows are reminiscent of those in /dy// 1 that mourn Daphnis: their moos are similar to
mourning cries and they do not eat (4.12-3). Battus tries to explain this behavior as the fault of an
inferior herdsman, but Corydon insists that they refuse to enjoy themselves even though he has
taken them to the finest pastures. The actions of the cows correspond to the feelings of their
current herdsman, Corydon, whose description suggests that he pines for Aegon and looks up to
him as a hero (4.8,10). He has also inherited Aegon's syrinx, which suggests that Aegon is his
mentor and possibly his lover (4.29).'

Given that he refers specifically to the young female cows, Battus may be subtly
implying that the young ladies of the area are longing for Aegon. As the conversation continues,
it becomes clear that Battus is also mourning, not because Aegon is away but because his

beloved Amaryllis is dead (4.38-40):

BA. 0 xapiecs’ Apopold, povog 6ésv o0dE Bavoicog
Looedpesd’ doov alyeg Euly gidat, Hocov AméaPng.
aiol T okAnp® pdda daipovog Og pe AeAOYyEL.

BA. Dearest Amaryllis, we will not forget you though you have died;

My goats are dear to me, but you, though lost, are just as dear,
Alas, it was a very hard-hearted spirit that decided my fate.

Though Battus is not described as having a poor appetite, that particular condition accompanied

152 The significance of passing on a musical instrument will be discussed in greater detail in the next chapter. In a
further interpretation that highlights poetic skill Aegon could act as a representation of a traditional epic poet and
Corydon as a Hellenistic pastoral poet. Aegon is large and has taken an interest in athletics while Corydon stays
home to sing and watch the herds. The cows are their poetry; they were large when herded by Aegon, but have
grown slender now that Corydon has taken over. Gutzwiller 1991, 147-57 notes Corydon’s hero-worship of Aegon
and, interestingly, reads Aegon’s Olympic competition as an unequal competition between earlier and contemporary
poets. For a musical instruments as a gift to a lover, see Idyll 5.
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unrequited love in Greek poetry, so a person mourning the death or absence of a lover might be
expected to avoid food.'”® Theocritus shows the herdsmen speaking about the cows starving
because they long for their beloved master, but it is likely that the herdsmen themselves have not
eaten because they are yearning for those who are gone. As soon as the herdsmen recover from

their melancholy, the cattle regain their appetites (4.44-5):

BA. Bapcém. Barre kGtwbe T pooyio- T6c yap Ehaiog
TOV BaALOV TpdYOVTL, TG 3VGCO0.

BA. I take heart. Get the calves away from there for
The scalawags are gnawing on the buds of the olives.

Their actions reinforce the harmony between man and nature in the /dylls. While the men show
their renewed “appetite” for life through speech, the cattle respond by satisfying their physical
appetite.'™

In other poems, herd animals consistently display behaviors that correspond to their
masters’ mood. The goatherd in /dyl/ 3 ensures that his goats will have food and water by

entrusting them to Tityrus before he goes to sing a song to his love (3.1-5):

Kopdodo motl tov Apopvirido, tal 8¢ pot aiysg
Bookovtat kat’ Opog, kal O Titvpog avTdg ELavveL.
Titop’, &uiv 10 KaAOV Te@UNpéve, Booke TAG alyag,
Kol ToTL Tav Kpdvav dye, Titupe: Kol TOV Evopyav,
TOV APUKOV KVAK®OVO, GUAGCGEO [N} TU KOPOYY).

I serenade Amaryllis, and my goats pasture

On the mountain, and Tityrus himself drives them,
Noble Tityrus, dear to me, pasture my goats,

And lead them to the spring: and watch out for

The he-goat, the tawny Libyan, or he will butt at you.

The unnamed singer of the idyll has Tityrus lead his goats to a locus amoenus with plenty of

plants (implied by the pasture) and a spring. The goatherd himself goes to visit another locus

153 Cf. Sappho fr. 31; Idylls 3, 11, and 14; etc.
154 The cows in this poem never skip around and rejoice. Note that animals only dance at the end of Idylls 1 and 5
after a herdsman wins a prize for his singing (1.151-2 and 5.141-50).



57

amoenus where Amaryllis dwells. He is hesitant to enter the cave of Amaryllis, wishing that he
were a bee so that he could see her. This is strange because she lives in a cave and he is only kept
out by ivy, but he is unwilling to enter the cave and passively waits for her to come to him
(3.11-3)." His goat, however, is not so shy about expressing his (possibly sexual) aggression
toward Tityrus. Again the goats act on desires that their human counterparts can only express in
words.

At the beginning of Idyll 5, Comatas and Lacon expect that their flocks will feel the same

enmity that they profess for one another (5.1-4):
KO. Alyec &uad, Tivov 10V motpéva, 1OV Zvfapitay,
eehyete, TOV Adkova Td puev vakog exdeg Exleyey.

AA. oVk amo tdg kphvag; oitt’, Auvideg: ok Ecopiite

TOV HeL TV ovptyya Tpoav kKAdyavta Kopdtav;

CO. My she-goats, flee that shepherd, the Sybarite,

Lacon, who stole my fleece yesterday!

LA. Away from the spring! Off, ewe-lambs, don’t look upon
Comatas who stole my syrinx earlier!

The herdsmen bring the animals into their fight, treating them like human counterparts. At this
point neither the herdsmen nor Theocritus describes the behavior of the animals, but it is telling
that the men ask their animals to take sides. In the pastoral world, the men have become
accustomed to their herds taking part in their emotions.'*

The theft in Idyll 5 is described in terms of material possessions, but could have sexual or
poetic connotations. Comatas’ accusation that his fleece was stolen hides some sexual innuendo

as the theft of this article of clothing might leave him exposed. His later claim that in the past he

155 Gutzwiller 1991, 115-23 argues that the goatherd is characterized by an inability to distinguish imagination from
reality and perhaps has fallen in love with a statue of a nymph. Thus he sees both cave and girl as stony and
inaccessible. Payne 2007, 63-4 sees the goatherd’s inability to enter as a sign that he does not belong in the bucolic
world. Like the reader, the goatherd only wishes to gain access to the cave, the idyllic locus amoenus.

156 Gutzwiller 1991, 140 suggests that this is a conventional way of buying time, but given the ubiquitous presence
of herd animals in Theocritean poetry, I believe that the connection between herdsmen and animals is more
significant.
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had a sexual relationship with Lacon (5.116-21) along with this accusation suggests that the
stolen fleece is a mark that he has lost Lacon’s love. Lacon’s accusation, however, that Comatas
has stolen his syrinx has poetic overtones. It suggests that Comatas, the elder and therefore
presumably Lacon’s teacher, has stolen his student’s poetic work. Both the erotic and the poetic
connotations of these thefts tie in to erotobucolic themes prevalent in the Idylls.

The end of Idyll 5 recaps many of the themes from the above passages (5.141-46):

KO. tepy®, vai tov Iéva. epudcceo, tdoo tpoyickmy
VOV Ayélas KNymv yap 8 g péya To0To Kayasd

Kot Adkovog Td Towévog, Ot oKk’ 1idn

AVOGAUOY TOV AUVOV: € MPAvOV Dy GAeD oL,

alyec éuai, Oaposite, kepovyidec: avprov Dppe

naoag £yw Aovo® ZvPapitidog £voodt Auvac.

CO. I will send it, by Pan! Frolic now all my flock

Of he-goats. Did you see how great a laugh I had

At Lacon, the shepherd, since already

I have obtained the lamb. I will leap to the sky for you.
Celebrate, my horned she-goats! Tomorrow I will
Wash you all on the shore of Sybaris.

Just as at the beginning of the poem, Comatas expects that his flock will know how he feels and
celebrate his victory. He even wishes to join them and leaps around just like a goat. In the

following lines he warns the goats not take their joyful skipping to an erotic level (5.147-50):

0UTOg O AevKitag O KopumTidog, &l TIv’ OygvoEic

T alydv, pAoco® Tu, Tplv 1] Epe kodlepijoat

Taic Nopgaig tov dpvov. 0 8 ad méhv. GALX yevoipay,
ai uf ™ pAGoocot, Meldvoiog dvti Kopdza.

This white one’s a head-butter! If you couple with
Some she-goat before I have sacrificed the lamb well
To the Nymphs, I will flog you. There he goes again!
If I do not flog you, may I become a Melanthius!

His warning that the goat is a head-butter (xopvntiiog) recalls the description of the he-goat at
Idyll 3.5 (xopoym). This passage clarifies the sexual connotations of goats head-butting since

Comatas takes it as an indication that the he-goat is ready to mate. Dover points out that this
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comment further humanizes the goats, by suggesting that, like humans, their sexual intercourse

would vitiate a sacrifice by making the location ‘impure.’"’

Within the Idylls, even fame is something that a man might expect to share with his herd
animals. In /dyll 16, an encomium of Hiero, Theocritus points out that wealth and herds alone
will not make a man wealthy; a poet is needed to secure lasting fame.'** Nevertheless, the

suggestion is that animals are a significant factor in building a man’s reputation (16.34-41):
ToALOL £V Avtidyoto 36po1g kol dvaktog Aledo

OPHAANY EUUNVOV EUETPHOAVTO TEVEGTOL

TOAAOL 6& TKOTAS0IG1Y EAAVVOUEVOL TTOTL GAKOVG

nocyotl oLV kepafiow épvkioavto Boesot:

popia 8’ ap mediov Kpavvoviov évoldackov

molpéveg Exkprro puijha rioeivoiot Kpedvoaig:

Many serfs earned their monthly allowance

In the homes of Antiochus and lord Aleuas.

And many calves, driven to the pens of the Scopads
Lowed with the horned cattle.

And the shepherds drove ten thousand choice sheep
In the plain of Crannon for the gracious Creondae.

This emphasis on herds is appropriate in an encomium by a pastoral poet. Later in the same
poem, Theocritus refers to Homer’s role in making both heroes and their herdsmen famous
(16.51-7). These lines explain the combination of rustic men and kings in the Idylls as a tradition
passed down from Homer. Theocritus implies that he will likewise make Hiero and his men
famous in “epic” song. Idyll 17, the encomium of Ptolemy, similarly emphasizes the importance
of farmland and rustic workers in contributing to Ptolemy’s fame (17.77-80).

Dogs are not generally considered a herd-animal in Greek literature, but the dogs in
Theocritus are all herding dogs, helping the herdsmen to keep the flock in check. Therefore they

fall into the category of animals that sympathize with a shepherd’s mood. In Idyl!/ 6, in which

157 Dover 1971, 140 n.148.
158 For an expanded discussion of this poem and its relationship to earlier Greek poetry see Hunter 1996, 77-109.
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Daphnis and Damoetas imitate Galatea and the Cyclops, Daphnis as Polyphemus explains his

dog’s behavior toward Galatea (6.28-9):

otéa &’ Vhaktely viv kol Td Kovi- kal yop Ok’ fipov,
aVTdg ekvuleito ot ioyia OVYYog Exotca.

But I hissed at the dog to bark at her; for when I was still loving,
She would whimper, holding her muzzle in Galatea’s lap.

When Polyphemus was in love, his dog behaved lovingly toward Galatea, but now that he has
decided to feign animosity, his dog plays along. Like the flocks, the dog is more aggressive in
performing the emotions of its master. It physically chases and barks at Galatea when
Polyphemus says that he is not interested in her. When he was pining and singing on the shore,
the dog was busy placing its head on Galatea’s lap. Just like the herd animals, the dog intuits its
master’s mood and behaves accordingly.'”’

Dogs in Idyll 25, the story of Heracles and the Nemean lion, also act out the desires of
their master. They protect the flock from strangers as the old man secretly wishes he could,

though he outwardly disapproves of their behavior toward his guest (25.68-72):

ToVg 8¢ nhveg mpooLdvTag AmdTEO0eY aly’ Evonoav,
appOTEQOV OO TE X000 0T TE TOdOILY:
Beoméolov 8 VAGoVTES EmEdQapov dAhoBev dhhog
Audrroumviddn Hoaxhér tov 8¢ yégovta

ayoetov ®AaCov te mepiooavov 0’ £Téowbev.

And the dogs quickly knew that they were coming before they approached,
Both from the smell of their flesh and from the thud of their feet.

And barking dreadfully they ran from every side

At Heracles the son of Amphitryon; but at the old man

They howled needlessly and from the other side they fawned on him.

Out of fear and a sense of propriety the old man has refrained from asking Heracles about his

heritage and his past adventures even though he longs to question him (25.62-7). The dogs,

159 Payne 2007, 99 notes the sympathy of the herds in this idyll as they dance in celebration at the end (6.42-46),
but does not discuss the behavior of the dog.
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however, do not hold back from ‘questioning’ Heracles in their own way, challenging his right to

approach their territory by barking. The old man is secretly delighted at their response (25.76-7):

xalomv &v Gpeeoty Nowv, 000 verev adhy £QUVTO
aUToD Y’ 0V TaEEOVTOG:

Rejoicing in his mind because they defended the household
When he was not present.

In this passage, as with the goats at 1.86-8 and 3.1-5 above, the dogs act on the repressed desire
of their master.
Predators occasionally join the flocks in sympathizing with a legendary herdsman. For

instance, the cows are not the only animals to mourn the death of Daphnis (1.70-1):

Tivov pav Bdeg, Tivov Abkot dpidcavTo,
Tivov ymk dpupoio Aéwv Ekhavoe Bavovta.

Even the beasts and the wolves lament him,
And the lion of the thicket wailed for the dying man.

Later, Daphnis bids farewell to the predators as though they were his friends (1.114-6):

o Mokot, ® Odeg, @ Av’ Hpea poAddeg dpKTot,
¥aiped’- O BovkdAog Dy Eym Adevig oUKET” AV’ DAav,
OVKET” AVAL BPLUMG, OVK GACEQ.

Farewell, you wolves, beasts, and bears lurking
On the mountain. I Daphnis, your cowherd no longer will be
In the wood, no longer in the thickets, nor in the groves.

Daphnis calls himself their cowherd suggesting that he had a relationship with these animals
similar to that of other herdsman with their flocks. He did not actually herd them, but he spent
time in their territory and perhaps, as with Orpheus (Verg. G. 4.453-527; Ovid Met. 10.1-11.66)
they gather to hear his music. Daphnis’ special relationship with animals, in addition to his
encounters with Olympian deities, show that he can be placed among heroes and demigods as

easily as among shepherds.
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At the Adonia in Idyll 15, the singer of the dirge claims that animals of all sorts are

present at the festival (15.118):
AVt aUTd TeTeENVa Kol EpmeTd Telde ThpeoTl
All winged and crawling things are present for him here.

By analogy with Daphnis, I suggest that the function of the animals at the festival is to serve as a
reminder of the animals that mourned when Adonis died. Adonis, as both shepherd and hunter,
had a close relationship with wild and domestic animals. The variety mentioned in the song
suggests that Arsinoe has gathered both herd animals and predators.

In extant Theocritean pastoral, wild animals seldom threaten flocks directly, though they
do threaten crops. The closest that the pastoral idylls come to a reference to animals attacking the
flock is in Idyll 5, when Lacon boasts that he will give his beloved a herd-dog that kills wolves
(5.106-7), implying that the flocks need protection from wolves. The appearance of threatening
animals, even in metaphors, is a reminder that shepherds in Theocritus are not free from work
and trouble, as some have argued.'® Theocritus describes the moments of rest for herdsmen
during midday when they sing songs. Other references to predators, milking, cheese making, and

planting remind the reader that at other times these herdsmen lead a difficult life.'
The only legendary predator to appear in the Idylls is the Nemean lion and it appears in

Idyll 25, which is not typically considered a pastoral poem, though it does contain erotobucolic

160 Payne 2010a, 224-37. See above for a more detailed discussion.

161 Any reference to milking, the birth of animals, or cheese will hint at the actual labor of shepherding (e.g., Idylls
1.25-6, 143-4; 4.3-4; 11.35-7). The animals sometimes act out by butting the herdsmen or eating the wrong plants
(e.g., ldylls 1.151-2; 3.4-5; 4.44-9; 5.147-50).
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elements. The lion had been devouring the flocks of the common people'® and Heracles set out
to destroy it (25.199-205). In this poem, the lion acts both as destroyer of flocks for the common
man and as a foil to remind readers of the strength of the hero. The lion is of divine origin

(25.199-200):

otov & dbavaTov TIv’ £lckopey Avdpact Thua
ip@OV pnvicavta Popwviesoty EPetval.

We suppose that some one of the sacred gods, being angry,
Let him loose as a plague upon the Phoronean men.

The gods of the erotobucolic world can be an unpredictable source of danger.'®® The lion acts as a
reminder to appease the gods just as other predators can remind lovers to be wary of competitors.
Foxes appear as the destroyers of vineyards twice in the Idylls. The first time it is a part
of the description of the cup in Idyll 1 (1.48-51)."** The foxes here, like the foxes of SoS, to
which they have been compared,'® are in part a metaphor for sexual predators who threaten to
defile the purity of the beloved who is represented by the vineyard. The preoccupied boy is a
reminder to lovers and beloveds alike to keep an eye out for ‘predators.” On a more literal level,
they are a reminder to herdsmen not to let music get in the way of work, and on the most basic
level, they are a beautiful image on a cup. In Idyll 5, the foxes appear in the competition between

Lacon and Comatas amidst the description of insects that destroy crops (5.112-3):

KO. woéw tag dacvképkog ahmmekas, ot T Mikmvog
aiel porrdoot ta mobéomepa dayilovtt.

CO. I hate the bushy-tailed foxes that always gather grapes
Roaming the vineyards of Micon in the evening.

162 Though this same poem contains a description of the legendary herds of Augeus, the lion is not menacing them.
Heracles has already killed the lion elsewhere before reaching the stables. Augeus’ son Phyleus mentions that the
area does have bears, boars, and wolves (25.185). The condition of Augeus’ flock, however, shows that these
predators do not trouble them.

163 Cf. 1.15-8, 94-7.

164 See my comments above for a quotation of the passage and discussion of the significance of the cup.

165 E. g. Graetz 1871; Hunter 1999, n. 48; Fox 1985, 114.
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This complaint and those about destructive insects come just after each herdsman describes his
beloved and the gifts that he intends to give him or her (5.85-107). The proximity between
passages suggests that these foxes also hint at the sexual predators who threaten to steal the
beloved.

All of these animals are ‘real” within the poems that they inhabit and yet their behaviors
are impacted by the herdsman/poet/lover. This behavior connects them to the erotic and poetic
elements of Theocritean erotobucolic. The he-goats often act on the erotic desires of the men, the
herds dance to show their appreciation of poetry, and the predators act as a reminder of the
dangers of nature and rivalry in love. In the following section, I will discuss Theocritus’ use of
animals in metaphor and other figurative speech.

Animal Imagery

I will now turn to animals that appear in figurative language. Unlike the figurative images
of plants mentioned above, very few of the animal images are used to describe the appearance of
lovers. Predators appear most frequently in metaphors of love as a hunt. Herd animals (and other
prey) appear in these metaphors and also in similes for the strength of love or yearning. These
figurative uses of animals in the Idylls are reminiscent of erotobucolic imagery from other
cultures, such as SoS and Egyptian lyric, and similar metaphors will be discussed in Chapter 3

and the Conclusion.

Bucaeus of Idyll 10 uses a priamel of animals chasing after their food to describe his

pursuit of Bombyca (10.29-30)%:

166 This an other metaphors comparing human erotic pursuit to an animal’s predatory pursuit follow the tradition of
archaic skolia, i.e., songs sung at symposia (Scol. 904). See Campbell 1982, 132-5 and 449-53 for more information
on skolia.
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& oi Tav KOTIGOV, O MOKOG TV Olyo SidKeL,
A YEPOVOG TAPOTPOV: EYM &’ €L TIV LELAVI|LLOLL.

The goat chases the clover; the wolf chases the goat;
The crane chases the plow; but [ am mad for her [Bombyca].

His lust for Bombyca is as strong as the desire of predators and herd animals alike to eat.'” Just
as the herdsman are bashful in comparison to their animals above, however, he is mad for
Bombyca, but does not claim to actively pursue her, while the animals that he describes chase
down their meals. Bucaeus longs to chase and ‘consume’ Bombyca but instead he sings about her

from a distance.

In Idyll 13, when the nymphs have abducted Hylas, the narrator describes Heracles

searching for him as a lion pursuing a fawn (13.62-5):

vePpol @BeyEopévag Tig €v 0VPESTY MUOPEYOG

Aig €€ evvag Eomevoey Etopotdtay £ml doitar
‘Hpoxhéng tolodtog €v drpintoioty ddavOag

natdo oV ded6vnTo, TOAVY & EmEApPave yDPOV.

When some fawn calls out in the mountains, a flesh-eating lion
Hurries from his bed for such a ready meal.

Thus Heracles among the untrodden brambles

Wandered, desiring the boy, and took a long time.

Heracles is not the typical Theocritean lover; he actively pursues his beloved just like a beast in
the wilderness. Heracles’ bestial nature was a frequent theme of Greek literature; in other stories
he is known as a lustful glutton.'® This may seem like a paradox because Heracles is a demigod,
but many of the Greek gods act on their whims more readily on their desires than men for, like

animals, they do not usually worry about the repercussions of their actions.

In Idyll 14, the story of a symposium gone wrong, a proverb about a wolf appears without

the straightforward hunting context (14.22-6):

167 See the concluding chapter for similar metaphors in other erofobucolic poems.
168 See, for example, depictions of Heracles in Euripides Alcestis; Aristophanes Frogs.
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‘00 @BeYER); Mokov eideg;’ Emailé TG, ‘O copde” Elmev,
KNEAEYET’- EVHOPENDG KEV O AT Kal ADyvov Gyoic.
€011 Avkog, Avkog €oti, AdPa T yeitovog vidg,
£DUAKNG, ATOAOG, TOAAOLG Sokémy KAAOG THEV:

“Why haven’t you spoken? Did you see a wolf?”'® Someone teased.

She said “How wise!” and blushed; you could easily have lit a lamp from her.
There is a wolf, it is Lucas (wolf), the son of the neighbor Laba,
Tall, delicate, even seeming handsome to many.

Aeschinas is upset because his girlfriend, Cynisca, has fallen for another man. Her change of
heart comes out in a pun on the man’s name Lucas (Avxog), which means wolf in Greek. This
‘Lucas’ is appropriately named since he is a rival ‘predator’ in the pursuit of Cynisca.'” Wolf,
jackal, and fox metaphors are common for lascivious men in erotobucolic poetry, as I will show

in the concluding chapter.

Swift animals other than predators can be used to describe the frenzied pursuit of a lover.
In Idyll 2, Simaetha hopes that Delphis will come after her not like a wolf or a lion, but like a

mare (2.47-50):

inmopoveg eutdv éoti map’ Apkdot, T 8 €m ndool
Kol TdAOL poivovtan &y’ wpeo. kol Boal (ot

¢ Kol AEAPLv (o, Kol € T0de ddpa Tepdoat
powvopéve ikehog Mmapdc €ktoode maAaictpac.

Horse-madness is a plant in Arcadia, and all the fillies

And the swift mares rave for it along the mountain.

May I behold Delphis thus, and may he come into this house
Like a lunatic straight from the oily gym.

It is appropriate that Simaetha does not choose a metaphor involving a predator for two reasons,
1) it would be strange for her to desire to be consumed and 2) she is truly the predator in this
poem as evidenced by her account of courting Delphis (2.93-142) and her use of specifically

female horses to describe Delphis."”" The word ndAog especially has feminine, erotic

169 According to Greek tradition, seeing a wolf took away your power of speech; Gow 1950, 252 n. 22.

170 He is also an appropriate mate for Cynisca, whose name means little-dog.

171 Females are generally considered the object of pursuit which is why the assertive women in the erotobucolic
genre stand out
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connotations in Greek literature; it is often used of women who need to be tamed like horses.!”
Simaetha’s use of the term suggests that she believes her magic will not only bring Delphis too
her, it will tame him and make him a willing object of Simaetha’s erotic desires. My concluding

chapter will discuss the frequent use of horses, especially mares in erotobucolic metaphors.

The focalization of the poem further places Delphis in the subordinate position. The
poem is entirely in Simaetha’s voice, but she does report one speech by Delphis (2.113-33).
Though she lives in the city, she takes on the role of the typically male pastoral singer, telling the
story of his love and perhaps reporting some of what the beloved has said (Idylls 5, 7, 11, etc.).
Furthermore, she desires not only that Delphis might come to her, but also that she may look
upon him (idoiw), i.e., she wishes to make him the object of her gaze.'” This desire for control
over Delphis is further emphasized by the use of drugs and magic in the poem. Appropriately for
a ‘witch’ willing to use drugs and magic to make Delphis madly in love with her, she describes

horses that have eaten a narcotic plant that they love madly.

Almost all of the figurative uses of animals in Theocritus describe the strength of a
lover’s yearning. Taken together they suggest that love is powerful enough to turn men into
beasts. The herdsmen of the /dylls sing about this power, but they do not give in and chase down
their lovers. In contrast to their animal companions, the herdsmen lovers of Theocritus show
restraint, or even passivity, in love. They are aware of the dangers that love and nature pose, but,
at least for the duration of their songs, they are able to enjoy the pleasant aspects of love and the

bucolic landscape.

172 E. g. Anacr. 75.1; E. Hec. 142; E. Hipp. 546.
173 Mulvey 1975 was the first to use the phrase ‘male gaze’ to refer to an imbalance of power between the genders.

Others have done extensive work using this concept to understand ancient authors; see especially Halperin et al.
1990; Goldhill 2004; and Bartsch 2006.
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‘Mixed’ Metaphors

Three poems in the Theocritean corpus, Idylls 11, 12, and 18, have extended descriptions
of the beloved that are remarkably similar to the style of ancient Hebrew and Egyptian love
poetry that will be discussed in following chapters. In Idyll 11 the Cyclops describes Galatea
with the same style of ambiguous comparisons seen throughout SoS. Idylls 12 and 18 blend the
line between metaphor and reality so that it is difficult to tell where the landscape ends and the
beloved begins. These three idylls foreground the connection between Theocritean and foreign
erotobucolic that is subtly present in the other idylls.

The three elements of Theocritean erotobucolic poetry (nature, love, song) are linked in

the Cyclops’ love song for Galatea at /dy// 11.18-20:

Q hevka Fordtero, T TOv @UAéovT” dmoBaily,
AevKoTépa TOKTAG TOTIOELY, AMAAMTEPA GPVOC,
UOCY® YOOPOTEPT, PLAPOTEPA OUPAKOG DUAG;

Fair Galatea, why do you reject the one who loves you,
Whiter than cream cheese to look upon, softer than a lamb,
More skittish than a calf, brighter than an unripe grape?

These lines contain a brief blazon similar to those found in SoS and part of a tradition in Arabic

1" These descriptions most often compare the beloved to

literature commonly known as a wasf.
plants and animals but sometimes also precious materials. Polyphemus uses only metaphors that
come from nature to sing the beauty of his beloved Galatea.

The charms that the Cyclops attributes to Galatea fit those most often seen in Greek

literature; she is pale and radiant.'” Nevertheless, his comparisons stand out as unusual even

within the poetry of Theocritus, whose characters are primarily shepherds who frequently use

174 For bibliography and discussion of this topic, see my remarks in the Chapter 3.
175 See comments on Bombyca in Idy!/ 10 above with regard to fair skin.
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rustic similes. His comparison of Galatea to an unripe grape is similar to the metaphor comparing
the teeth of the woman in SoS to sheep that have twinned (4:2) - in both, although the context
suggests that it should be complimentary, it is not immediately clear in what way the tenor is like
the vehicle. The Cyclops also uses animal metaphors to describe Galatea, calling her softer than a
lamb and more skittish than a calf (11.19-20). These metaphors are unique in the extant work of
Theocritus because they describes a person’s beauty positively through comparison to animals. It
may be surprising to those who are familiar with the number of animal references in Theocritus
that none of the others are used to describe human beauty, but all of the rest with the exception of
Milon’s negative description of Bombyca (10.18), as I have shown, are used to describe vocal
quality or the strength of love.

In Idyll 11, Polyphemus is marked as both ‘same’ and ‘other.” Theocritus introduces him
as a fellow-countryman (0 map’ duiv, 11.7) and he consistently exhibits the same interests as
other Theocritean shepherds; love, music, and caring for his animals. His appearance, however,
immediately marks him as different. He remains monstrous in appearance, like the Cyclops of
Homer’s Odyssey (11.31-3):
oUveKd pot Aacio pHev 0ppug Eml 1ﬁwvrl UETOTQ
¢€ MTOG Té€TOaTOL TOTL ODTEQOV G Uiol ParQd.,
el 8’ 0pOaipog Hmeott, Matela 8¢ Oig ém yelhel.

Because there is a shaggy eyebrow across my entire forehead
It stretches from one ear to the other as one long brow.
And one eye is under it, and a wide nose on my lip.

I argue that his unusual similes for the beauty of Galatea also mark him as different and foreign.
In this instance, I believe that Theocritus was influenced by the environment of Alexandria.

Many people from different ethnic backgrounds lived there as fellow countrymen and yet many
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chose to keep the clothing and customs that marked them as different. They also kept their
national literary traditions as shown by the continued Egyptian interest in stories of the Pharaohs
and translation of the Hebrew Bible into Greek.'” Theocritus, as a court poet, would have been
exposed to some of this literature. The similarity between the similes used to describe Galatea
and those used to describe women from other cultures suggests that the song of the Cyclops is an
imitation or possibly a gentle parody of foreign poets. At the same time this song marks
Theocritus’ debt to foreign literature and highlights how, when these songs were not modified to
fit Greek taste, they sounded strange to a Greek audience.

Idyll 12, a poem in the voice of an older man speaking to a beloved youth, opens with a

series of unusual comparisons (12.3-9):

Oocov Eap yeudvog, doov uifhov Bpafitoto

fd10v, Occ0v O1G GEETEPNG AacLwTéPT APV,

0660V mapHEVIKT) TPOPEPEL TPLYALLO10 YUVOLKOG,

Oooov EMaepotépn Hooyov vePpoc, Ocoov ANddv
SVUTAVTOV MyOP®VOG Ao30TATN TETENVDV,

t6c60v €Y’ eDEpNVOG 6V Paveic, oKiepnv &’ VIO ENYOV
nekiov ppvyovtog 6doumdpog €dpapov Mg Tic.

As much as spring is sweeter than winter, and the apple than the

Plum, as much as a ewe is shaggier than her lamb,

As much as a maiden is more sought after than a thrice-wedded woman,
As much as a fawn is nimbler than a calf, as much as the clear-voiced
Nightingale is the best singer of all winged things,

So much do you cheer me with your arrival, and just as some traveler
Roasting in the sun I run under your oaken shade.

This sentence contains two plant similes. The first, which compares an apple to a plum is
straightforward and connotes poetic and erotic quality by juxtaposing apples and sweetness, just
as Bucaeus did in his description of Bombyca. Gow notes that the sentence is “oddly phrased”

because the last simile is added to the others but does not express a degree of difference like the

176 Stephens 2003; Gruen 2010.
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others.'” I suggest that this hyperbaton mimics the lover’s inability to express himself because he
is overjoyed by the arrival of his beloved. This failure in attempting to express love was a feature
of other works using the erotobucolic mode."™

In Idyll 18 an epithalamium or marriage poem for Helen and Menelaus, a chorus of
women sing about their fondness for Helen. During their song, these women describe Helen as

part of the landscape (18.29-31):

mueloq peydho Gt avédgape vOOUOG Ao
1] #éme rumdpLooog, 1j dopatt Oecoaiog (mmog,
08¢ %ai & P0dOyws Eréva Aaxedaipovi ndopog:

Just as a lofty cypress springs up as an adornment
In a rich field or garden, or a Thessalian horse on a chariot,
So Helen is the rosy-skinned adornment of the Spartans.

Helen stands out from her peers just as a cypress among smaller plants, or a fine horse. Even her
rosy-colored flesh belongs to the realm of plants and nature. These comparisons, especially the
comparison to a horse, are reminiscent of Alcman’s poem for a chorus of young Spartan girls."”
This Spartan song is an appropriate model since Helen was worshipped as a goddess in Sparta
and the chorus in Idyll 18 is made up of Spartan girls (18.4). It is thought that the worship of
Helen might have had a close relationship to nature, especially trees.'* This theory is in part
based on the the following lines, which continue the erotobucolic imagery while describing a

ritual dedication to Helen (18.43-48):'8!

TOATAl TOL OTEGAVOV AT YOl AVEOUEVOLO
TAEEQLOOL ORLEQALY RATAONOOUEY €C TAATAVIOTOV
modTol O’ dpyveéag € OAmdog VYQOV dhleldao

177 Gow 1950, 223 n.8f.

178 See especially 2:3 a similar image where the woman sits in the shade of a tree that is a simile for her beloved.
179 See Hunter 1996, 139-66 for details of this poem’s relationship to earlier works by Stesichorus, Alcman, and
Sappho.

180 Clader 1976, 63-80 discusses Helen’s worship in Sparta and her relationship a generalized Mediterranean
fertility goddess. She also looks at Helen’s transition from divinity to epic hero, especially in the work of Homer and
briefly discusses Idyll 18 and its relation to other stories of tree cults (Clader 1976, 70-1).

181 See Gow 1950, 358-9 n. 43-8 for further sources.
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MCOpeval otaEedpes VIO onLEQAY TAATAVIOTOV:
voapuata 8’ v GroLd YeEYQAWETAL, (S TUQLDV TLS
avvelun Amototi: ‘oéfev p- ‘Elévag putov ei.

First to you we will dedicate a braided garland of lotus,

Grown from the soil, upon the shady plane tree and

First receiving moist oil from a silver flask

We will let it drip under the shady plane tree.

And letters will be written in the bark, in Dorian

So that some passerby may read, “Worship me; I am the tree of Helen.”

A plane tree becomes a proxy for Helen in these lines; it is decorated with garlands for her and
sacrifices are made under it to please her. As an epithalamium, the poem naturally has an erotic
element. While the song is sung, Helen and Menelaus are spending their first night together. In
addition, at times the chorus themselves show an erotic interest in Helen (18.29-31)'32 This
relationship allows Theocritus to emphasize the erotic element of the bucolic landscape in which
the girls once played.

These images from Idylls 11, 12, and 18 stand out as unusual even in the Theocritean
corpus. I argue that Theocritus intentionally marks his interest in foreign literature by using
unusual metaphors in these poems. As discussed above, Hellenistic authors were aware of the
“burden of the past”'® and eager to find new styles. They often did this by alluding to earlier
Greek authors while varying the content or style of their work in unexpected ways. I suggest that
in these poems and others Theocritus alludes to foreign poetry.'® The allusions to erotobucolic in
the other Idylls might go unnoticed as a variation on epic, but the inclusion of passages such as
those in Idylls 11,12, and 13 highlights his incorporation of foreign elements. These allusions
would foreground the breadth of Theocritus’ knowledge and also allow his learned audience to

feel clever when they recognized the referents. At the same time, those readers who were not

182 In this, /dyll 18 follows Alcman fi. 1, in which the chorus shows an erotic interest in their leader, Hagesichora.
183 A phrase frequently used to describe Hellenistic literature, see Clauss and Cuypers 2010.

184 It has not yet been determined whether these are allusions to specific works or more generally allusions to a
foreign style.


http://www.tlg.uci.edu.ezproxy.library.wisc.edu/help/BetaManual/online/Q3.html
http://www.tlg.uci.edu.ezproxy.library.wisc.edu/help/BetaManual/online/Q3.html
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familiar with foreign poetry could enjoy the innovation and laugh at the strangeness in these
poems.
Conclusion

As I have mentioned frequently throughout this chapter and will continue to show in the
next chapter, several images and themes that are important in Theocritus’ Idylls fit the description
of the erotobucolic genre described in the Introduction. This chapter has focused on the plants
and animals both ‘real’ and metaphorical to be found in the /dylls and the next chapter will
describe themes of divinity, danger, and yearning. The chapters on SoS will show that these
images and themes are not unique to the Idylls, but that they can be found in SoS§ as well. They
share erotic vineyards with thieving foxes, women who are dark but beautiful, and lovers

enjoying the shade of the beloved/tree.
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Chapter 2: Divinity, Danger, and Desire in the Idylls

Introduction

In the previous chapter, I catalogued most of the mentions of plants and animals in
Theocritus’ Idylls. In my discussion of these images, I hinted that divinities play an important
role in erotobucolic literature, danger lurks behind the beauty of the erotobucolic world, and
desire overwhelms lovers who cannot be together. In this chapter I will concentrate on the danger
from divinities, madness, and yearning. Divinities in the Idylls are easily angered and may even
endanger those they care for, as is the case with Aphrodite and Adonis in Idyll 15. Lovers face
social dangers when they break societal norms to be with their beloved or may be driven mad by
yearning when their love is not returned. Madness is brought about by an excess of pining, but
Theocritus suggests in Idyll 11 that the ill effects of desire can be alleviated by singing about the
beloved.
The Rustic and the Divine

Theocritus created a world inhabited by a mix of divinities, humans, and animals.
Recently, Payne has argued that Theocritus created the first fully-fictional world in Western
literature because the scenes represented in the /dylls do not mimic reality or present the
legendary world of myth. Instead, the poems offer a new fully-fictional, imaginary world. He
rightly draws attention to Theocritus’ innovation in the realm of fiction, since Theocritus is the
first Greek author to write poems focusing only on a space that combines mythic and mimetic
elements (e.g., 1, 3, 7, 11)."® However, I disagree that Theocritus was the first to do this since
scenes in Odyssey Books XIV-XXIV in which Odysseus speaks to the herdsman have a similar

combination. The hero Odysseus and the goddess Athena are purely mythic characters.

185 Payne 2007 passim: 2010, 224-37.
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Conversely, the rustic herdsmen act realistically (as realistically as Theocritean herdsmen, which
is to say that they speak in hexameter and seem not to spend much time caring for animals).
There is also a great deal of variety in Theocritus’ work and some poems may be read as fully
mimetic (e.g., 2, 4, 5, 10) while others remain in the world of myth (e.g., 13, 22, 24).'%¢

I suggest that by showing both animals and gods behaving like the human characters,
Theocritus draws attention to the nature of man, a mix of the divine and bestial.'®” Like the
animals in the previous chapter could be usefully compared to their masters, so the divinities
have much in common with the herdsmen. They share the concerns of humans; they are seen
falling in love (Aphrodite/Eros, nymphs), taking part in music (Apollo, Muses, Pan), and caring
for nature (Pan). Furthermore, the Ptolemies, as they are treated in the work of Theocritus, show
that some humans have the potential to become divinities. Like the gods and goddesses, they
show an interest in love, music, and nature (/dylls 15, 17). Love and nature, the mainstays of the
erotobucolic world, are well-represented. Theocritus adds a third element; he frequently
describes musical or poetic performance to create synaesthesia, placing a new metapoetic
emphasis on a technique that is common in all erotobucolic literature.

My title “Let Sleeping Eros Lie” is inspired more by a line repeated with some variation

in Song of Songs (2:7, 3:5, 8:4):
1720 Ty DY NiLYI MnX NRZY D)X Y1210 NPR NYIN NN W91 NIDKY I 1T

I beg you, daughters of Jerusalem, by the gazelles and the does of the field, do not arouse or awaken love until it
pleases.

The idea that love is a dangerous emotion to arouse, or a personified love god is dangerous to

186 There is also a possibility that this mix of mythic and mimetic is in fact Theocritus’ way of expressing the reality
of country life. Perhaps superstitious shepherds did believe that Pan and the nymphs inhabited the woodlands and
springs or even if they did not, perhaps city-dwellers believed that they did.

187 Aristotle EN.
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meddle with, appears in Greek literature as well."*® In Theocritus, lovers are aware that Eros is a
dangerous god with the power to drive them mad and they often complain about his treachery. At
times Eros and Aphrodite are treated almost as a unit (e.g., 1.97-101 and 2.130-4). Their
awesome power to endanger shepherds and cause them pain is tempered by the experience they
share with herdsmen; Aphrodite herself is prone to fall in love and suffer (1, 15) and Eros is
sometimes treated as a helper in love affairs (7.96, 117-9). Aphrodite and Eros are more powerful
and therefore tend to cause danger in the erotobucolic world, though Aphrodite sometimes
suffers when she falls prey to her own power (1,15)." Nevertheless, like the shepherds, they are
a part of the erotobucolic world; they are drawn to the locus amoenus and, of course, they are
interested in love."

1dyll 1 sets the tone for Theocritus’ portrayal of Aphrodite and Eros as it has for other
aspects of Theocritean erotobucolic. Within the song of Thyrsis, Aphrodite taunts Daphnis for

trying to wrestle Eros (1.97-8):""

zetme ‘T0 Onv tov "Epwta xatetyeo, Addvi, huyiEeiv-
1 0’ 0vx avTog "Eomrtog 1t dpyalém elvyiyOng:’

And she said, “You truly swore to master Eros, Daphnis;
But were you not mastered by grievous Eros himself?’

Daphnis realizes the power of the love gods, as shown by his address to Aphrodite (1.100-1), but
he still attempts to master Eros. He may attempt to conquer Eros by dying rather than giving in

to his passion, as I suggested in the previous chapter. Daphnis, the goatherd of Idyll 3, and

188 The dangers of Eros come up frequently in the poems of Sappho and the Anacreontics.

189 Her suffering in these poems is reminiscent of her suffering in Hom. Hymn Ven. when Zeus causes her to fall in
love with a mortal.

190 Aphrodite also played an important role in the apotheosis of Berenice and Arsinoe, as I will cover in more detail
below.

191 For more on the background of this story, see the previous chapter.
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Bucaeus in Idyll 10 all describe Eros and Aphrodite as grievous, onerous gods.!”> The lovers in
other Idylls may not talk of Eros by name, but they recognize him as a powerful and dangerous
god when they talk about the strength of their love. Nevertheless, they attempt to soothe
themselves and Eros by celebrating his power in words or song rather than giving in to the blind
pursuit of passion.

Aphrodite is one of the only Olympian deities to interact with the shepherds of the
bucolic world."”* She appears first in /dyll 1 as an influential figure in the love affair that causes
Daphnis to choose death (1.94-112). Daphnis’ address to Aphrodite reveals that she plays an
important role and he blames her for his suffering (1.100-1):

Tav 8’ doa yo Addvig motapeipetor ‘Ko fageia,
Kimou vepeooatd, Ktmou Ovatoiow dueydng . . .

And thus Daphnis responded, ‘Onerous Aphrodite,
Vindictive Aphrodite, Aphrodite hateful to mortals . . .

Most of the Idylls show the pain that Eros and Aphrodite bring to people rather than the pleasure;
shepherds talk about or dream of pleasure, but mostly experience pain. Perhaps the term
“mortals” (Bvntdg) is significant, since most of the successful love stories told in the /dylls are
between those who are at least semi-divine."* During their interaction, Daphnis reminds
Aphrodite of her own previous, ill-fated interactions with mortal men (1.104-9):

€ome ot Ayyioav- tnvel doieg 6 nimelog,

192 1.100-1, 3.15-7, and 10.19-20.

193 Hermes makes a brief appearance in /dyll 1 and Apollo is mentioned as a patron of song, but does not appear as
a character.

194 The relationship of Ptolemy and Arsinoe is celebrated in /dylls 15 and 17, and Idyll 18 is an epithalamium for
Helen and Menelaus. Even these relationships are problematic since Theocritus could have gotten in trouble for
suggesting that the royal couple’s marriage was anything other than ideal, yet he compares them to Zeus and Hera
(17.130-4) - hardly a happily married couple. As for Idyll 18, although it celebrates the marriage before anything has
gone wrong, ancient audiences would be well aware of the outcome of Helen and Menelaus’ marriage. The only
mortals who claim to be happy in love are the herdsmen of Idyll 5, who may be fabricating stories in order to win
the competition, and the narrator of /dy// 12, who may be the only mortal in the /dylls with a truly reciprocal
relationship. Idyll 28 also suggests that Nicias and his wife are happily married, but again, Theocritus would hardly
say otherwise of his friend.
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ai 0g ooV PouPedvIL TOTL OUAVESTL LEMOOL.
doyete Pournohnds, Motoal, éhv doyet’ doldag.
MEOT0g YMOWVLS, Emel nal A vouelel

2nol TTORAG PAMAEL nal Oneilo hvta dudnel.

Go to Anchises; There are oaks there and galingale,
And the bees are buzzing sweetly around the hives.
Begin the bucolic songs, Muses, begin them again.
Adonis is in bloom, since he pastures his flocks
And pelts birds and chases all the wild beasts.

Daphnis imagines Aphrodite in a locus amoenus with these other shepherds whom she had
famously loved."” By recalling these stories, Daphnis reminds readers that Aphrodite’s attention
is dangerous to men; traditionally Anchises is punished with a thunderbolt and Adonis dies
young during a hunt. In /dyll 3 the goatherd also sings of famous love affairs, including Adonis
and another story that involved Aphrodite - Hippomenes and Atalanta (3.40-51). Aphrodite
helped Hippomenes to obtain Atalanta as a bride, but at least in Apollodorus she punishes the
newlyweds for failing to properly honor her."® Aphrodite even brings danger to those whom she
loves or has helped to find love within the bucolic world."”” She and her son personify the
dangers of love in erotobucolic literature.

Simaetha reports that Delphis spoke about the power of Eros and Aphrodite in an attempt

to convince her that he shared her feelings (2.130-4):

viv 8¢ ydiowv pev Epav td Kmoidr modtov dpethery,
%ol petd tav Komowy ti pe devtépa én muog elhev,
o yOvar, Eoxalécaoo Tedv ot TodTo pEAadQOV
adtwg Huidrentov: "Eowg & doa nol Autagain

195 For Aphrodite’s affair with Anchises, see especially the Homeric Hymn to Venus, and for her affair with Adonis
see Apollod. 3.14.3-4, Idyll 15, and Ov. Met. 10.300-559, 708-39.

196 As Gow and Hunter note, Theocritus appears to be following the version of Hesiod from the Catalogue of
Women (fir. 72-6) since he claims that this Atalanta is the daughter of Schoenus and that Hippomenes pursues her
(Gow 1950, 73 n.40; Hunter 1999, 122-3 n.40-51). Apollodorus tells stories of two different women named Atalanta.
In his work, the Atalanta who raced her suitors was the daughter of lasus and was pursued by Melanion (3.9.2).
Theocritus would have been familiar with the Hesiodic version and may have known a version in which the couple
is punished (as they are punished in Apollodorus). Indeed, they may have been punished in Hesiod’s version but the
end of the story is lost.

197 Her affair with Adonis, the topic of the song in Idyl/ 15 is the most extended example of this dangerous love.
See discussion of this idyll in the previous chapter for more detail and bibliography.



olGnig Adoiotolo oéhag ployephtepov aibel:

But now I gave first thanks due to Aphrodite,

And after Aphrodite you snatched me from the fire second,
Lady, having called me, even so half-burnt,

To your house, for they say that Eros

Often burns brighter than the flame of Liparian Hephaestus.

Delphis may have been lying about his love for Simaetha, but he is convincing because his
portrayal of the effects of Aphrodite and Eros matches Simaetha’s own experience of burning

and wasting away (2.81-92). He also mentions giving thanks to Aphrodite first, a smart move
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since the goddess was known to punish those who shunned her completely and those who failed

to be properly thankful for her gifts.'”® Delphis’ speech is designed to convince Simaetha that he,

too, has felt the power of the love gods and has an appropriate respect for the danger of ignoring

them.

Other poems reveal a difference between the main deity Eros proper and the plural Erotes

in Theocritus.'”” When the plural is used, and only when the plural is used, the Erotes act as
friendly deities who help lovers. In Idyll 7, Simichidas says that the Erotes have blessed him in
love (7.96-7):

Sy tdo pev "Eomteg mémragov: 1) yao O Sethog
16000V £0G MugTodg o0V elaQog aiyes EoavTal.

The Erotes have sneezed on Simichidas; for the wretch
Loves Myrtle as much as the goats love spring.

Sneezing was seen as a good omen, suggesting that Simichidas is lucky in love even though he
calls himself a wretch.? Later he calls on the Erotes to help his friend Aratus, who is not so

lucky in love (7.117-9). The Erotes are also called upon by the lucky lover of Idyll 12 to make

198 Most famously Hippolytus in Euripides’ Hippolytus and Hippomenes, see above for versions of the story.
199 Dover 1971, 160 n.96 remarks that this pluralization linked Eros to deities like the Fates, Hours, and Graces.
See Rosenmeyer 1951 for a more detailed discussion of the difference between Eros and the Erotes in Greek
literature and art.

200 Cf. Gow 1950, 156 n.96; Dover 1971, 160 n.96; Hunter 1999, 180-1 n.96-7.
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his good fortune continue (12.10-1):

el opahoi vehoelav € dudotégoloy "Epmteg
vy, émecoopévolg 0¢ yevoipeda oty dod)

May equal Erotes breathe on us both,
And may we become a song to all hereafter.

Multiple Erotes appear again as a part of the display in the Adonis festival (15.120-2). Here they
mark the mutual love of Aphrodite and Adonis. The Erotes represent the positive side of love,
helping lovers and perhaps even making their love a topic of song, for the first time in Theocritus
suggesting a connection between Eros/Aphrodite and song/poetry. Just as a man might become
famous for his wealth in herds or his might in battle, a man might become famous for the story of
his love (e.g., Adonis, Daphnis, Paris).

In other literature, Demeter is not typically paired with Aphrodite, despite their mutual
involvement in fertility. However, in the erotobucolic world their powers do overlap. Demeter’s
own love affair with a mortal is mentioned in the song of the goatherd along with stories about
Aphrodite as he attempts to woo Amaryllis (3.50-1). This instance of lovemaking in a furrow
reveals the literary/mythical connection between human fertility and agricultural fertility.*"'
Demeter is again worshipped as the originator of fertile plant life in /dyll 7 as Simichidas
participates in the Thalysia, a festival in her honor. It is at this festival that he and his friends
recline in the overabundant locus amoenus (7.137-41), provided by Demeter, an ideal place to
fall victim to Eros or Aphrodite. In /dyl/ 10, Milon points out that Bucaeus might more
appropriately praise Demeter during the harvest than his beloved (10.42-58). Milon’s

introductory lines characterize him as a man who focuses on work and finds love foolish. He is,

therefore, likely trying to set up a contrast between singing about agriculture and singing about

201 DuBois 1991.
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love.”* The audience, however, will note that it is appropriate to praise Demeter in this situation
not only for her role in the harvest, but for her role in creating the setting appropriate to love in
the erotobucolic world.

Dionysus, the god of wine, also takes an interest in fertility, both to propagate the harvest
of grapes and because intoxication from wine is closely associated with human love. Hunter
makes a strong case for seeing Dionysus as an influence on the character of Thyrsis and the
mysterious nature of Idyll 7.** Idyll 26, which tells the story of Pentheus and the Bacchants, may
not have been written by Theocritus, but its acceptance into the Theocritean collection suggests
there may have been poems by Theocritus with similar content.*** Dionysus is mentioned
explicitly in Idyll 17; his festival is mentioned as a forum for singing contests supported by
Ptolemy (17.112-4). This reference shows that Dionysus was an important patron deity not only
for tragedy and comedy, but for other poetry as well. The thought of the god is also subtly
present in the /dylls wherever wine or vineyards are mentioned because the god was associated
very closely with wine.*”

The nymphs, like Aphrodite and Eros, are a source of love and danger in the world
imagined by Theocritus. They, too, were participants in the drama that led to the death of
Daphnis (1.65-8). Like Aphrodite, they also sometimes fall in love with mortals and cause them
harm, as in the case of Hylas who is kidnapped by nymphs (13.43-60). There is also a danger that

shepherds will fall in love with nymphs who do not return their feelings; this is the case for the

202 See Hunter on the mocking tone of Milon and the poetic precedents for the difference in Milon and Bucaeus’
content and style (Hunter 1999, 199-201).

203 Hunter 1999, 62.

204 Gow 1950 doubts the Theocritean authorship of Idylls 8-9, 19-21, 23, and 25-7. These remain the most disputed
Idylls and I have avoided basing too much of my argument on them, though I do also discuss /dyll 25. Gow explains
the reasons for accepting or doubting the ‘authenticity’ of these poems within each poem’s introduction.

205 Hamdorf 1986.
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goatherd of Idyll 3 who threatens to kill himself for love. Even where they are not a part of the
love story, the nymphs can be an important part of the landscape since herdsmen often swear by
them and worship them within the /oci amoeni in which they sing.**

Some demigods also become involved in love affairs. Heracles in /dy// 13 and the
Dioscuri in Idyll 22 pursue love and face danger like human shepherds. As one might expect
from demigods, these heroes are bolder in their pursuit of love and more willing to face the
danger head on; Heracles runs into the wilderness to find Hylas, and the Dioscuri abduct and
fight for their brides. In Greek thought, men have some things in common with animals and
some in common with divinities.””” Thus it may be surprising that demigods, especially Heracles,
despite their share in divinity, often behave more bestially than their human counterparts.
Heracles is explicitly compared to a lion in his mad hunt for Hylas (13.61-5) and others have
noted how savage the Dioscuri seem during their battle in /dyll 22.**® However, as [ have shown
above, gods in the erotobucolic world often display greater cruelty and passion than humans.
Thus, the demigods behave in accordance with their divine parentage.

Divinities who inspire music are mentioned frequently throughout the /dylls. Apollo and
the Muses, are referenced most frequently. Singers brag about their patronage, plan offerings to

them, and swear by them.?” Through the inspiration of Apollo and the Muses, the shepherds are

206 E.G., 1.12, 4.29, 5.49-50, 5.139-49, 7.136-7.

207. Heath 2005 uses this hierarchy as a background for his argument that humans (specifically Greek men) in
ancient Greek literature are marked as separate from animals by their capacity for speech and that gods are marked
as better than men by their divine voices and formal speech.

208 Gow 1950, 383-5; Hunter 1996, 63-73; Sens 1997, 13-23.

209 The only overt references to Apollo by herdsman are by Lacon and Comatas (possibly the legendary Comatas)
at 5.78-9 and 82-3. Compared to the numerous references to the Muses (e.g., 1.64-142; 5.80-1; 7.12, 37-8, 45-8,
80-2, 128-9; 10.24-5; 11.5-6) and Pan (see below), this scarcity reveals that rustic characters usually call on more
‘rustic’ deities rather than Olympians. Apollo is nevertheless an important figure in Theocritean poetry. Simichidas,
not a herdsman but nevertheless a bucolic poet, refers to him as a patron of his friend Aristis (7.99-102) and some
scholars have argued that the mysterious goatherd Lycidas of Idyll 7 is Apollo in disguise; Hunter 1999, 146-9;
McKay 1975, 183; and Williams 1971, 137-45. Apollo also appears in Idy// 17 in a comparison to Ptolemy for the
honor that they bring to the islands of their birth (17.66-70). This is an appropriate comparison since both Apollo
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able to sing sweetly and fill the locus amoenus with the requisite pleasant sound. Surprisingly,
few herdsmen claim Apollo, god of song, as a patron. When Lacon claims Apollo as a patron, he
is trying to outdo Comatas’ claim that the Muses love him. Lacon implies that Apollo is a more
powerful patron than the Muses (5.82-3).7" In Idyll 16 Theocritus introduces another source of
musical inspiration, the Charites or Graces. The narrative voice speaks about these Charites as
the source of his personal inspiration. They travel with him as he looks for a patron to support his
work.

The Muses appear as a significant source of inspiration in /dyl/l 1. Early in the song the
goatherd claims that Thyrsis deserves a prize equal to the Muses for his skill in song, though the

Muses will get first choice (1.9-11):
ai na Tal Motoat tav oida ddeov dywvtol,
dova tv oanitav Ao véoag: ai 0¢ »’ doéonn

tvauig dovo AaPetv, To ¢ tav dv Votegov AEf).

If the Muses take the ewe as a gift,
You will take the stall-fed lamb as a prize; and if it pleases
Them to take the lamb, afterward you will take the ewe.

This claim places bucolic music as a reworking of epic where the poet receives his skill from the
Muses. It is significant that the Muses are taking a gift and Thyrsis a prize. The different terms
show that Thyrsis would not be competing with the Muses, since it is a bad idea to compete with
divinities.”"! I interpret these lines as meaning that after winning a competition, Thyrsis or his

listeners would make a gift to the Muses for inspiring his song in addition to taking a prize for

and Ptolemy are important patrons of the arts.

210 Cf. Gutzwiller 1991, 139-40. In Idyll 7 Simichidas is granted a prize after associating his music with Apollo by
way of his friend Aristis (7.99-102).

211 The most relevant competition occurs between Pan or Marsyas and Apollo. In Apollodorus’ version Marsyas, a
mortal, challenges Apollo to a musical contest, loses and is killed (Apollod. 1.4.2). Ovid tells a variation of this story
in which Pan competes with Apollo while Midas listens. Although Midas himself does not compete, he favors the
music of Pan, the lesser deity, and is punished for his poor taste (Ov. Met. 11.146-93). Both Apollodorus’ Library
and Ovid’s Metamorphoses contain many other stories of gods punishing mortals who had the audacity to challenge
them.
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himself.?"* The role of the Muses continues in this poem, as Thyrsis calls on specifically bucolic
Muses to tell the story of Daphnis in his refrain (1.64-145). As in other places this combines
ideas of song, music, and love since the song of Daphnis describes his tragic love in a bucolic
setting.

Pan is typically thought of as a nature deity; half man, half goat, he haunts the mountains
and woodlands of Greek-speaking areas. He protects the wild landscape and is a patron of
flocks.?"’ Theocritean shepherds swear by him often and sometimes mention their fear of running
into him as he roams at noon.?'* He also has some traditional associations with music and love
and these are emphasized in certain Theocritean poems.*"” The combination of these interests -
nature, music, and love - makes him the perfect deity to appear in Greek erotobucolic literature.
Three scenes from Idyll 1 and one from Idyll 7 best express the role of Pan in Theocritean poetry.

At the beginning for the first idyll Thyrsis compares the goatherd’s skill at playing the
pan-pipes to Pan himself (1.1-3):

AdD T TO YPLOvoLopa ®ol & TTUG, AiTtOle, THVAL,
O TOTL TAG Toryaliol, pehiodeTal, déi) O¢ nal T
ovptadeg peta Iavo to detegov ablov dmoLof).

That pine is whispering something sweet, goatherd,
Which makes music by the springs, and you play the syrinx
Sweetly; after Pan you would take the second prize.

Placement early in a programmatic poem sets Pan up as an important deity. His skill with music

212 The herdsmen in Idyll 5 make a similar promise that they will sacrifice to Pan or the Muses in the locus
amoenus (5.50-9).

213 Holzhausen 2012.

214 E. g. 1.15-8, 4.47, 5.14.

215 In the Metamorphoses, Ovid tells a story of how Pan invented the syrinx; he was pursuing a nymph named
Syrinx. She prayed to escape and was transformed into reeds, and he used the reeds to craft a musical instrument
(1.691-711). Though Ovid’s is the earliest extant version of this story, like many of the stories in the Metamorphoses
it may have been adapted from a Greek version and the instrument had been associated with Pan at least since the
Homeric Hymn to Pan. Therefore, any mention of the syrinx in Theocritus, especially in gift exchange, is likely to
bring Pan to mind - especially after Daphnis mentions leaving his own syrinx/pan-pipes to Pan himself. Cf. Gow
1950, 3 n.3; Hunter 1999, 71 n.3).
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is central to his role in the Theocritean world. These lines may also call to mind the contest
between Pan and Apollo, which at least Midas believed Pan should have won (Ov. Met.
11.146-93). Taking both Pan and the Muses as the patrons of his music, Theocritus may hint that
his work will be pleasing to both audiences who appreciate more rustic music (Pan) and those
who look for a higher register (Muses).*"® He also signals that love, nature, and song will all be
themes in his poetry.

Soon afterwards, the goatherd refuses to play because he fears it will upset Pan as he rests

from hunting in the countryside (1.15-8):

oV OéuIg, O oLV, TO HECOUPOLYOV OV Oéug Sy
ovpiodev. Tov ITavo dedoinapec: 1 Yoo G’ dyoog
TOVIRO REXPOKRDG AptorveToL £0TL 08 UKQOG,

nol ol del doLuelo YoM TOTL QLVL ®AONTOL.

It is not right, shepherd, not right for me to play pipes at midday.
Since I fear Pan, for at that time worn out

He rests from the hunt; and he is bitter,

And in addition sharp anger always drips from his nostrils.

For this goatherd, at least as he imagines the world, Pan is a powerful and omnipresent deity who
may be upset if his siesta is interrupted. Pan is one with the landscape; he may hear the music in
the locus amoenus even though he is unseen.”’’” As entering a wild locus amoenus may be
dangerous, so it may be dangerous to rouse Pan.

Pan is mentioned later in the same idyll during the song of Thyrsis, a song in which gods
interact directly with the shepherd Thyrsis. As Daphnis is dying, he laments that Pan is not

present and imagines that he is roaming in another of his favorite landscapes (123-6):

o IMav ITav, eit’ €00l xat’ Heea paxod Avraim,

216 In this way, I see Theocritus as doing with Hellenistic poetry what Shakespeare did with Renaissance drama.
Just as Shakespeare’s double plots make a play accessible to lower-class audiences without losing the original high-
class interest, Theocritus’ many layers of meaning would appeal to a varied audience.

217 Cf. Gow 1950, 4 n.151f; Dover 1971, 77 n.15; Hunter 1999, 74 n.15-8.
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eite TOY’ apdurolets péya Maivalov, €vO’ émi va.oov

tav Zivehdv, ‘Elinog 8¢ Mme dlov aimd te oopa

THvo Avraovidao, T0 ®ol LArRAQESTLY AyNTOV.

Oh Pan, Pan, whether you are on the great mountains of Lycia,

Or you watch over great Maenalus, there on the island of

Sicily, leave the steep Helicean peak and the tomb

Of Lycaon’s daughter, which is wondrous to the gods.

As in lines 1.15-8, Pan is imagined roaming the countryside, but in this song he is absent from
the present scene. Daphnis would like Pan to return so he can bequeath or perhaps return pan-
pipes to him (128-30):

8v0’, OVOE, nal Tévde Gpéev mantoio perimvouy

Ex ©NE® oVQLYYO ROAOV TIEQL XETAOG EMHTAV:

1 Yoo &yov U’ "Eowtog £¢ Adav Ehxopat 1dm.

Come, lord, and take this sweet-smelling syrinx

Bound with wax and well turned to the lip;
For I am even now being dragged into Hades by Eros.

The pan-pipes are a common gift between shepherds in the Idylls, as noted above. Thus, like Pan,
the instrument itself brings together the major features of Theocritean erotobucolic; nature
(crafted from reeds), music (used to play music), and love (product of a love affair gone wrong).

Mentions of Pan remind the audience that the god himself has often been a lover; at times
he can be asked to help lovers in need. Simichidas demands that Pan help his friend Aratus win
Philinus (7.102-3):

tOV pot, Iav, Opdhag éoatov médov dote Méhoyyas,
dxAntov thvolo dihag €c yelgag éoeloalg,

For me, Pan, you who hold the lovely plain of Homole,
Place the boy, unasked for, in loving hands,

Simichidas associates Pan with a beautiful landscape and then demands that he help in an

unlucky love affair. He goes on to wish that Pan should not be harmed if he cooperates (7.105-7):

nel pev 1ot £0doig, ® ITav dike, uitt Tv maideg
Apradixol oxilowoty DT TAEVQAS TE Kol DUWG
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Tavira pootiColev, 6te xéa TuTHA TOElN:

And if you should do this, dear Pan, may the boys
Of Arcadia not beat you on the ribs and back
With squills when the flesh is slight.

Rites involving Pan and squills are otherwise unattested, except as part of an explanation of this
passage attributed to Munatius,*'® and so the exact nature of such a rite cannot be certain. The
reference to slight flesh at the end suggests that the rite might be performed to end a famine
(whether it is the flocks or the humans who are starving).>” The point of beating Pan likely has to
do with improving fertility, as Dover suggests, and ending the famine - again connecting nature
and the erotic (plants and animals regenerating).” Simichidas also curses Pan if he fails to
cooperate (7.108-14). These curses also involve Pan’s role as patron of flocks, condemning Pan
to wander in locations that are inhospitable for herding during each season.?”! Pan must either go
against the norm of Greek divinities and help the lover or face the danger of the erotobucolic
world himself.

In addition to the conventional Greek divinities, the Idylls contain some characters who
have the traits of gods or the potential to become gods. The appearance of Lycidas, the
mysterious goatherd of Idyll 7, is an unusual instance of divinity in the Idylls (7.13-9):
otvopa pgv Avidav, g & aimdrog, ovdE #é Tic viv
Nyvoinoev idv, émel aimolw EE0y’ Eduel.
én pgv yao haoioto daoiTLyog elye TodyOoL0
wvorOv 0€Q MUOLOL VEQS TAIOOLO TTOTOOOOV,
audl 8¢ ol otnBeooL YéQwV €odiyyeTo TETAOG
Cwoti|oL Thaxed, forav O’ €xev dryolehaim
OeELted noplivay.

Lycidas by name, he was a goatherd, and seeing him,
Nobody would think otherwise, since he seemed exactly like a goatherd.

218 The text of Munatius does not survive, but his views are mentioned in the scholia on Theocritus. Gow 1950, 158
n.108 suggests that his statement may have been inferred from Theocritus.

219 See Gow 1950, 158 n.107-8; Dover 1971, 161 n.106 ff.; and Hunter 1999, 183 n.107-8 for information on
similar rites involving squills or the punishment of a cult image in times of scarcity.

220 Dover 1971, 161 n.106 ff.

221 Hunter 1999, 185-6, n.111-4.
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For he had the tawny pelt of a wooly, shaggy he-goat,
Smelling of new rennet, around his shoulders

And about his chest an old garment was girt

With a wide belt, and he held a crooked staff

Of wild olive in his right hand.

Scholars have argued for interpreting Lycidas as a stand-in for a variety of different gods and
men, including Apollo, Pan, Philetas, Theocritus, and others.??? I agree with those who see the
Hesiodic setting, the parallels to a Homeric ‘divine encounter,” and the enigmatic behavior of
Lycidas as signs that he is divine.”” Williams made a convincing argument that Lycidas shares
many characteristics of Apollo and many scholars have agreed.”” In response, Brown and more
recently Clauss have argued that Lycidas should be identified with Pan.?> Theocritus remains
enigmatic and does not name the god; I argue that he does so because he wishes for Lycidas to
stand in for more than one god. I suggest that Lycidas has marked characteristics of Apollo
(poetry), Pan (nature), and Aphrodite (love) - the perfect erotobucolic triad.?*

In identifying Lycidas with Apollo, Williams considers three main points - 1) the name
Lycidas is equivalent to Apollo’s cult name Lykios, 2) Lycidas is called a Cydonian man (7.12)
and the most famous Cydonia, in Crete, is associated with Apollo, and 3) Lycidas is headed for

Pyxa (7.130), a village with a shrine of Apollo. He goes on to add that the poem contains echoes

222 Non-divine suggestions include a variety of specific or uncertain poetic predecessors (van Groningen 1959;
Puelma 1960; Schwinge 1974; Zagagi 1984; Bowie 1985; Williams 1987; Hubbard 1998, 24-6; Kossaifi 2005¢), a
symbol of Theocritus’ creative capacity (Kithn 1958, 69; Dover 1971, 150; Segal 1981, 110-66; Gutzwiller 1991,
159-60), a satyr (Lawall 1967, 80-4), and the embodiment of the bucolic genre (Halperin 1983, 245; Payne 2007,
144). See Gow and Dover for more bibliography and theories on the identity of Lycidas (Gow 1950, 129-30; Dover
1971, 148-50).

223 On the similarities to Hesiod’s divine encounter with the Muses and/or divine encounters in Homer, see van
Groningen 1959; Puelma 1960; Lohse 1966; Giangrande 1968; Williams 1971; Ott 1972, 143-9; Williams 1987;
Brown 1981; Zagagi 1984; Gutzwiller 1991, 158-71; Clauss 2003; Kossaifi 2005; and Payne 2007, 117-45. Those
who suggest that Lycidas is a divinity include Luck 1966; Williams 1971; Brown 1981; Hunter 1999, 146-9; and
Clauss 2003.

224 Williams 1971; Hunter is drawn to this interpretation but decides that Lycidas has Apolline characteristics
instead of identifying him only with Apollo (Hunter 1999, 146-9).

225 Brown 1981; Clauss 2003.

226 1 do not mean to argue that these are the only gods with whom Lycidas shares traits. As Hunter points out, he
has traits of Hermes and Dionysus as well (Hunter 1999, 146-9). To some extent this may be because of the
overlapping characteristics of the divinities themselves; Pan, Apollo, and Hermes are associated with herding and
both Aphrodite and Dionysus smile enigmatically (Aphrodite: Hom Hymn. Ven; Dionysus: Eur. Bacch.).
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of Callimachus’ Aetia prologue, in which Callimachus speaks of meeting and learning from
Apollo.*?” More obviously, both Lycidas and Apollo are skilled poets and herdsmen. All of these
traits mark the Apolline nature of Lycidas. However, they fail to fully explain his sardonic smile
and goat-like qualities.

Brown uses evidence similar to that of Williams to identify Lycidas but comes to a
different conclusion. He argues that 1) Lycidas should be taken as equivalent to Lycaean Pan, 2)
that Cydonian is a pun on Pan’s dog-like (xuvir6g) qualities, and 3) instead of taking IT0Eag as
the name of the town Pyxa, it should be translated as the accusative plural of boxwood, meaning
that Lycidas left to the accompaniment of boxwoods (i.e., flutes made of boxwood). He adds that
Pan is often portrayed with a toothy grin, Lycidas’ goat-skin garment parallels the goat legs of
Pan, and that Pan is often portrayed with a staff like that of Lycidas.??® Clauss had originally
argued that it was best to leave Lycidas unidentified, but was later convinced that Lycidas is Pan
by Brown’s arguments and his discovery of an acrostic of the name Pan at a critical point in the
poem.?” In addition to these traits shared by Lycidas and Pan, I add that they are both excellent
syrinx players (7.27-9) and are both associated with herdsmen and herds but do not usually keep
herds themselves (Lycidas is called a goatherd but his goats are completely absent from the
idyll).>** Where Williams and Brown have come to different conclusions based on the same
evidence, I believe the evidence is intentionally ambiguous. Lycidas has numerous

characteristics of both Pan and Apollo.

227 Williams 1971 makes many interesting observations on the effect of seeing Lycidas as Apollo on our
understanding of the poem. For instance, at 7.100-1 Simichidas claims that not even Apollo would turn down
listening to him singing and playing the lyre; there is a chance that the god would take this as an insult to his own
musical skill.

228 Brown 1981.

229 Clauss 2003.

230 Apollo owns special herds of cattle in Hom. Hymn Hermes, but does not seem to tend them since Hermes is
easily able to tend them. He only tends herds as part of his punishment when he must serve Admetus (Eur. Alcestis).
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I am, as far as I have been able to determine, the first to suggest that Lycidas shows
attributes of Aphrodite. Perhaps scholars have been led away from this possibility by Lycidas’
gender. However, one of the Homeric scenes that has been cited as a precedent for this encounter
has Athena meeting Odysseus in the guise of a shepherd (Od. 13.96-112). This proves that the
god may appear to the hero as a person of any gender. Like Aphrodite, Lycidas smiles and
laughs, is interested in love, and displays a mix of indulgence and superiority in his interactions
with erotobucolic herdsmen.

As soon as he is introduced, Lycidas smiles and laughs at Simichidas (7.19-20):

... nal P dTeépag ele 0E00QMC
OppoTL PEOLOWVTL, YEAMG O¢ Ol lyeTo yelhevg:

.. . And grinning steadily, he spoke to me,
with smiling eyes, and his lip carried laughter.

Laughter is closely associated with Aphrodite in other Greek texts; one of her epithets is
laughter-loving Aphrodite.*' Though Brown makes a case for an association between Pan and
grinning > references to Aphrodite’s laughter are more common in Greek literature. We have
already seen that in Theocritus Pan is considered an angry, unfriendly deity (1.15-8,7.103-14),
whose toothy grin does not match up as well to Lycidas as does Aphrodite’s inscrutable laughter
(1.95-6). Therefore, I believe that Lycidas’ laughter here would call Aphrodite to mind for an
ancient audience.

In addition to his laughter, Lycidas shows an interest in love, something experienced by
Apollo and Pan, but truly the domain of Aphrodite. His song tells of his love for Ageanax, a
young boy who is about to go on a voyage (7.52-89). Unlike most Theocritean shepherds, his

love is returned by the boy (like Adonis returns Aphrodite’s love), a sign that Lycidas at least has

231 E.G., Homer 1. 3.425, Hymn Hom. Ven.; Sappho 1; Idyll 1.95-6.
232 Brown 1981.
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the favor of the love goddess. Lycidas hopes for his safety of his boyfriend (7.59-62), just as
Aphrodite hoped for the safety of Adonis when he hunted dangerous animals.*** Furthermore he
escapes his concern about Ageanax by imagining his participation in an idyllic locus amoenus,
just as Aphrodite escapes her problems by traveling to the safety of Olympus.>* These stories of
Aphrodite are well-known and both are mentioned in Idyll 1, so that they are already a part of the
erotobucolic tradition.

Lycidas’ dialogue with Simichidas is reminiscent of Aphrodite’s conversation with
Daphnis in Idyll 1. Both Lycidas and Aphrodite treat their interlocutor with a mix of indulgence
and disdain. Aphrodite is clearly fond of Daphnis, as the idyll suggests that she wishes she could
save him from death (1.138-40). Nevertheless, she taunts him for struggling with Eros and
laughs at his pain (1.95-8). Similarly, Lycidas shows fondness for Simichidas by rewarding him
for his song (7.128-9), but some of his comments can be read as mocking barbs directed at
Simichidas (e.g., 7.21-3 and 43-8). The similarity between the treatment of Lycidas and
Aphrodite in the two most recognizably programmatic poems of Theocritus indicates that the two
are related.

Arguments have already been made by others for characteristics shared between Pan,
Apollo, and Lycidas. I believe I have shown he shares characteristics of Aphrodite as well. These
three gods represent the three interests of Theocritean erotobucolic - nature, poetry, and love. By
giving Lycidas traits of all three divinities, Theocritus was able to create, as Payne calls him, an
embodiment of the bucolic genre.? Lycidas’ divinity is hinted at through his similarities to other

deities but never confirmed. His attitudes and interests reveal that he is a perfect patron for

233 Ovid Met. 10.503-59.
234 Homer /. 5.360-9.
235 Payne 2007, 144.
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Theocritean erotobucolic poetry.

In his search for a mortal patron to support his work, Theocritus attempts to portray the
Ptolemaic rulers as concerned with these same things - nature, poetry, and love - implying that
they are the perfect patrons and he is the best poet to praise their qualities. I will discuss
members of the Ptolemaic dynasty along with divinities because Theocritus presents the living
Ptolemaic rulers as pious mortals and closely associates them with important erotobucolic
divinities, especially Aphrodite. When he references the apotheosized parents of the current
Ptolemaic rulers, it is usually along with the traditional demigod or divinity that they serve,
Heracles or Aphrodite.?*® The implication is that they have become divine not because of their
status as rulers but because of their exceptional piety, and that the same will be the case for the
current Ptolemies, Ptolemy II Philadelphus and his sister/wife Arsinoe.*” The Ptolemies, like the
other Theocritean deities, are presented as patrons of nature, music, and love.

The Ptolemies had vast land holdings both in Egypt and abroad, and Theocritus
highlights the fertility of their land and flocks. In Idyll 15, the Adoniazusae, the singer describes
all of the plant and animal life that Queen Arsinoe has imported for the occasion (15.110-8). This
shows not only her wealth and piety but also the extent of the family’s land-holdings. These

holdings are more overtly praised in the panegyric of Ptolemy II (17.77-81):

Muoian dmepot te nal €0vea puglo pmTdv

AMov ahdioxovaty ddperrouevar Adog Sufow,
AL’ o0TIS TOO PUEL doa xOapaia Aiyurtog,
Nethog avapriCmv depav Ote fdiona Bolrtel,
0U0¢ Tig dotea TOooa footdv Exel EQya datvTwy.

236 At this point in the Hellenistic period, Egyptian monarchs had begun to claim some divine honors after death.
This was a balance between the tradition of Egyptians treating pharaohs as living divinities and Greeks treating their
monarchs as mortals. For a recent discussion of the significance of divinity for Hellenistic kingdoms, see Chaniotis
2003.

237 See Griffiths 1979, 73 for the idea that Idyll 17 represents Ptolemy’s creation of a family cult as an act of piety
rather than dynastic assertion.
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Ten thousand are the lands and ten thousand the races of men
Who cause the crops to grow, augmented by the rain of Zeus,
But no other grows so much as low-lying Egypt,

When the Nile spurts up through the soil and breaks the clods,
Nor does any other hold so many cities of men skilled in crafts.

Ptolemy’s power is described in terms of his land-holdings and the fertility of his crops, much
like a Homeric hero or Augeus whose flocks are described in Idyll 24 >* Thus, even though he
dwells in the city, he can be associated with the natural world of erotobucolic.

Theocritus, as an Alexandrian poet, has a special interest in Ptolemy’s patronage of the
arts. Whether Theocritus’ own poetry was ever performed orally is a matter of debate but there is
evidence that Ptolemy supported musical competitions and it is certain that he supported many
poets and scholars at the Library in Alexandria.> In Idyll 15 Arsinoe has hired a musician to
perform a song in honor of Adonis. This song takes up 44 lines of the 149-line poem, revealing
the importance of music in Ptolemaic religious festivals. Idyll 17 reinforces this patronage of the

arts while speaking of how wisely Ptolemy uses his resources (17.112-4):
00d¢& ALwVVOOU TIG GVIQ LEQOVS AT’ AYDVAG
(neT’ EmMOoTANEVOS MYVQAY AVaUEAPOL GOLOAY,

® o dwtivav AvtdElov Hooe TéVag.

Nor does any man come knowing how to sing
A clear-toned song in the contest of holy Dionysus,
To whom [Ptolemy] does not give a a gift equal to his skill.

Ptolemy is a patron of the arts, especially in connection with sacred festivals. In this passage
Theocritus highlights Ptolemy’s interest in music, skill as a judge, and the piety that will one day
make him worthy of divinity.

Ptolemy is presented as understanding lovers in Idyll 14. Thyonicus describes Ptolemy in
order to urge Aeschines to become a soldier in Egypt (14.61-4):

AL tdMa & dvi)o Totdg TI;

238 E.G., Hom. //. 1.154-7, 9.154, 11.244-5, 15.547-8.
239 Stephens 2010, 54-6; Hunter 2003, 483-4.
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oY. ... TOLOLV d.QLOTOG:
eVYVOLOV, PLMOPOVCOG, £0MTIHOG, Eig drQOV AdUG

AE. What sort of a man is [Ptolemy]?
TH. The best in these things;
Knowledgeable, a music lover, a lover, at the height of sweetness

Despite the fact that Aeschines is planning to become a soldier, Thyonicus’ description does not
focus on Ptolemy’s prowess in war, though Thyonicus suggests that Aeschinas should be
prepared for battle (14.65-8). Instead, he highlights qualities that would be important to a
Hellenistic poet writing in the erotobucolic mode - knowledge, music, love, and sweetness .
Thus, the praise reveals that Ptolemy is a great patron of song and has experienced love,
suggesting that Ptolemy is only a step removed from an erotobucolic lover. At the same time,
Theocritus proves that he is a good ‘soldier’ for Ptolemy by incorporating erotobucolic motifs
into encomiastic poetry, proving his ability to praise the monarch for the things that most interest
him.

In Idyll 15 the singer at the Adonis festival describes the apotheosis of Berenice, mother

of Ptolemy II (15.106-8):*!

KOmou Avwvaia, To pev dbavdrtov amo Ovatdg,

avBomOTwv i pbbog, émoinocoag Bepeviray,

appoootav ég othbog dmootdEaoca yuvaurds:

Zeus-born Aphrodite, you made Berenice immortal

From mortal, as the story goes among men,

Letting ambrosia drip into the breast of the woman;

The passage goes on to praise Arsinoe for her piety toward Aphrodite in bringing together this

festival, implying that she, too, may hope for divine transformation upon her death. Thus she is

associated not only with divinity but also with love, and through the locus amoenus soon to

240 Cf. Griffiths 1979; Burton 1995.

241 By the time that Theocritus was wrote this /dyll, Ptolemy and Arsinoe’s mother, Berenice, had already died and
been apotheosized. When Arsinoe herself later died, she was associated with the cult of Aphrodite because of her
devotion to that goddess in life (Stephens 2010, 52-3; Chaniotis 2003, 436-7).
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follow (15.110-128) she will also be associated with nature. Theocritus describes her as a perfect
erotobucolic patroness.

The importance of love for a royal couple is emphasized twice in Idyll 17, first in the
description of Ptolemy I and his wife Berenice and then in the description of the current rulers,
Ptolemy II and Arsinoe. The first passage focuses on the devotion of Berenice to her husband and
the importance of love in ensuring legitimate children (17.34-52). This passage mentions
Berenice’s apotheosis again and adds that as a goddess she soothes those who are unsuccessful in
love, a function well-suited to erotobucolic poetry.?** The current rulers enjoy the same kind of

love and share a sense of piety (17.126-30):

moAha 8¢ TuavOévta fodv Oye uneia xolel

unoi eQLTAopEVoLoLY €QevBouévmy Em Poudv,

aUToS T ipOipa T AhoY0G, TAS OVTLS ARELDV

voudlov év ueydootol yuva meopdilet’ dyootd,

éx BupoD otépyoloa xaolyvnToOV TE TOOLV TE.

And many are the fattened thigh-bones of cattle that burn

In the months year-round on the blood-stained altars,

He himself and his stately wife, than whom no other better

Bride has embraced her husband in any home,

Loving her brother and husband from her heart.

Theocritus goes on to compare the couple to Zeus and Hera, which implies a relation to the
divine and justifies the marriage between brother and sister.*** This comparison may cast some
doubt on the happiness of the relationship, since Hera is famously jealous of Zeus’ many affairs,
but Theocritus wards off any doubt by assuring us that the couple works together and enjoys a
fond embrace.

Ptolemy and Arsinoe are unlike most Theocritean erotobucolic lovers because they have

found mutual love and happiness. Their experience of love, however, makes them sympathetic to

242 See Gutzwiller 2006 and the definitions provided for bucolic in the previous chapter.
243 Cf. Griffiths 1979; Burton 1995.
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the plight of lovers and interested in love poetry. Thus they are more like the gods of the
erotobucolic world who have experienced love but who, even when their love is unrequited, can
use their power to assuage their grief.

The locus amoenus is a wild place and in other Greek poetry one might expect to find
Artemis in such a place. In Theocritus, however, chaste gods and goddesses are absent and only
those who are sympathetic to lovers are praised. Within this limit, a wide range of divinities from
Olympians to semi-divine kings appear in the Idylls. However, all of these deities share an
interest in one or more of the central aspects of Theocritus’ erotobucolic poetry - love, poetry,
and nature. Divinities, especially those associated with love and wild nature (Aphrodite, Eros,
Pan, and the nymphs), contribute to the danger of the Theocritean landscape. An unwary
herdsman might be driven mad by Eros and Aphrodite, attacked by an angry Pan, or abducted by
a lusty nymph. The herdsmen pay tribute to these deities in part because they recognize the
danger of ignoring these gods.

Social Dangers

Though evidence varies by location and time period, most evidence implies that the
social consequences of love could be harsh in Greek-speaking areas of the ancient world. For my
discussion of Theocritus I will rely primarily on internal evidence within the poems and evidence
of literary standards from earlier poets. As a poet who is very aware of tradition and uses dense
allusions to earlier poets, Theocritus often transports the values of earlier times into his own
poetry.** In a few instances, the mores of the Hellenistic period, and particularly Hellenistic

Egypt where he enjoyed his greatest success as a poet, have influenced the social expectations of

244 For instance Idylls 16 and 17 hearken back to an earlier tradition encomiastic poetry. These two poems express
similar values to Pindar’s odes; they highlight the importance of wealthy kings/champions remaining humbly pious,
using their power to help the community, and supporting the arts. Idylls 22 and 25 recall the values of Homeric epic,
rewarding victory in battle and men of noble birth (Hunter 1996, 63-4; Sens 1997, 13-23).
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his characters. This happens most often where his writing uses realistic, contemporary dialects
and settings.”* These sections also often refer to the greater social freedom of women in
Hellenistic Alexandria. In these cases, I will take both literary precedents and contemporary
social conditions into account.

The social repercussions for the beloved are more prominent than those of the lover in the
work of Theocritus. For the lover, as I will discuss below, it is the psychological effects of love
that are highlighted. Beloveds in Theocritus face insults, abduction, and even physical violence.
Simaetha, as a woman pursuing a man, faces different consequences than other lovers - she
laments the loss of her virginity and has turned to magic to solve her problems. Most lovers in
the Idylls face no more than teasing for their futile love and careless appearance. However, there
are epic moments that remind the audience that men are willing to fight to the death for “love.”
Theocritus shows characters from a wide range of social backgrounds: gods, kings, middle class
men and women, shepherds, and slaves.

The most innocuous social consequence of love for beloveds comes from facing the
insults of past and spurned lovers. In /dyll 5, during the exchange of insults, the singers each
imply that the other has been the passive partner in a physical relationship (116-21):

KAO. 1 oV péuvac’, dx’ Eyd TV ®oTHhaoa, %ol TV 6E0aQNOg
eV motextyrAhiCev nal Tag dQUOg eiyeo ThHvag;

AA. ToDTO pEV 00 pPEpvap’s Ona udv oxo Teld€ Tv dMoag
Edpdoog éxadnoe, xohdg pdia todtod v’ icou.

KO. #01 1ig, Moégowv, mupaivetar 1j ovyl mapiobev;
onthhog v yoaiog dmd cdpotog avtina TAhoLS.

CO. Don’t you remember, when I took you, and grinning

You were shaking your hips nimbly and holding that oak?
LA.Idon’t remember that at all, but when Eumaras once polished
You off, bound there - that I remember very well indeed.

245 This is especially true of the idylls that are influenced by urban mimes (/dylls 2, 3, 11, 14, and 15).
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CO. Now someone is peeved; or do you not see it?
Going straightaway, pluck squills** from the old woman’s grave.

Each tries to deny the implication that he has been the beloved in a relationship, but Comatas is
happy to brag that he was once Lacon’s lover.**” One of the first things that Lacon and Comatas
establish at the beginning of the poem is social status. Comatas points out that Lacon is a slave
and Lacon addresses Comatas as a freedman (5-9). Thus it is established that Comatas has
somewhat greater social status, although previously he, too, had been a slave.?*® These insults
come near the end of the competition and may be an important factor in deciding the winner.?
Winning such a competition has social benefits not only because of the immediate prize, but also
because a man who wins consistently will gain a lasting reputation like Daphnis or Corydon.
Therefore, what seems like a small inconvenience in the erotobucolic portrayal of love may
eventually have greater social repercussions.

Another instance of a man insulting a beloved reveals that the beloved need not give in to
gratifying the lover sexually in order to be mocked. In fact, the lover, or a friend, might slander

the beloved because he or she does not give in. This is the situation for Philinus (7.119-20):

Pédlet’, émel TOv Eglvov 0 dUONOQOGS 0 Eheet Uev.
%ol O AV ATtiolo TEmalTeQOS . . .

Shoot him, since the wretch does not pity my friend.
And after all he is riper than a pear. . .

He has not given in to the desires of Aratus and yet Simichidas insults him by implying that he is

overripe. Ripeness is associated with promiscuity, implying that Philinus has been promiscuous

246 See note on squills in Idyll 7 above.

247 Some may object to the use of the terms lover and beloved with reference to a sexual insult, but I am using lover
in the restricted sense of a person who pursues another and beloved with the sense of the person who is pursued.
Many of these ‘lovers’ are only interested in physical satisfaction and control of the ‘beloved.’

248 Slaves could be used sexually by their masters with impunity (Pomeroy 1990, 125-47; DuBois 2010a, 78-94).
249 See Gutzwiller 1991, 134-7 for a close reading of this poem that looks to ethnographic studies of modern Greek
herdsmen for a better understanding of the ‘rules’ that determine a good response.
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with other lovers while denying Aratus.>’ Thus the danger of insults to a beloved exists whether
or not he or she is actually promiscuous. Philinus may have had sex with others, but it is unlikely
that Simichidas would know about that. It is more likely that he makes up this slander to comfort
his friend and possibly also to punish the boy by sullying his reputation.?!

Lovers may also be insulted for their appearance and behavior while in love, but these
insults tend to take the form of light-hearted teasing. In Idyll 10 the other reaper, Milon, teases
Bucaeus for his love. At first he mocks her appearance (10.17-8) and, after encouraging Bucaeus
to sing a love song (10.21-3), mocks him for not singing a proper harvest song (10.56-8). In Idyl!
14, Thyonicus taunts Aeschinas for his sickly appearance (14.3-6), and later Cynisca (beloved of
Aeschinas, but lover of Lucas), is teased about her passion by Aeschinas’ dinner guests
(14.29-31). None of these lovers gets angry with those who are teasing him or her, showing that
these comments are harmless banter expected by lovers, a minor inconvenience of the
erotobucolic world.

Simaetha of Idyll 2 is the only character in Theocritus to express concern over her lost
virginity, a consequence of love that, in other Greek literature, tends to be a concern of the
beloved.»? Though she pursued Delphis, she was not after a single conquest but a faithful lover,
perhaps even a husband. Delphis led her to believe that he would be just that (2.112-42).

Simaetha clearly states that she is upset by the loss of her virginity (2.39-40):

AL €7t TV Tteoo vaTalBopon Og e TahoLvay
AvTi Yovourog E0mue nomdv %ol AmdeOevoy ueyv.

250 Hunter 1999, 187-8 n.120-1 convincingly explains that, though these lines are related to poetic attempts to get
the beloved to give in to love before he or she becomes unattractive, Theocritus is using the image slightly
differently. These lines imply that it is already too late for Philinus and that he has already grown too old to be
attractive.

251 Sexual slander was a common feature of Greek court speeches (Dem. 22; Aesch. 1; etc.). There was also a
strong tradition in Greek literature of insulting one’s enemies; iambic poets such as Archilochus, Semonides,
Hipponax, and Callimachus wrote invective poems about their enemies.

252 E. g. SLG 478.24-31; Anacr. 75; and Plat. Phdr. Cf. Dover 1971; Burton 1995.
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But I am all on fire for him who made wretched me
Instead of a wife both worthless and no virgin.

Line 40 uses hendiadys to express Simaetha’s feeling that the loss of virginity has made her
non0g (bad, wicked, worthless). Because she had been a maiden before her encounter with
Delphis and she has a servant of her own, Simaetha is likely a citizen and not a courtesan or a
slave. Given the company she keeps (a Thracian nurse 2.69, and the mother of a flute-girl
2.144-5) she may be lower-class. In Archaic and other Hellenistic Greek poetry, though narrators
may beg women to give up their virginity, it is clear from the women’s resistance that they are
expected to remain virgins until marriage.”* Despite the limited freedom of Hellenistic women to
participate in social gatherings and legal proceedings, Simaetha has failed according to society’s
expectations and this may harm her future prospects of marriage.>* In other erotobucolic
literature such as SoS and Egyptian lyric, the women do not worry about loss of virginity, since
not only the landscapes but also the relationships in those poems are often ideal. Theocritus,
however, is more strongly focused on the negative aspects of the erofobucolic world that are only
implied in the work of other poets.

Cynisca, the beloved of Aeschinas in Idyll 14, even faces physical violence when, rather
than returning his affections, she reveals her love for another (14.34-6):
TAOG £YM, TOV (oaug T0, OUAOVLYKE, TTUE €T OGS

Hhaoa, xdhhav adoic. dvelpioaoo 8¢ mémhmg
€Ew qumolyeto 0G.000V.

I, you know me, Thyonicus, struck a blow with my fist

At her temple, and another again. She hitched up her skirt
And was gone outside in a flash.

Aeschinas is not ashamed of having hit the girl; instead he describes it as a natural reaction for

253 E. g. SLG 478.24-31; Theog. 1303-4; AP 5.85; and Idyll 27. Burton 1995, 46 also notes the importance of this
social expectation to Simaetha.
254 Pomeroy 1990.
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someone of his temperament. He still longs for Cynisca and has had so much trouble getting over
her that he is ready to try being a soldier overseas (14.44-56).>° This scene occurred at a
symposium in front of guests, but their reaction is not described and Thyonicus focuses his
reaction on helping Aeschinas become a soldier. It is unusual in erofobucolic poetry for a lover to
threaten his beloved with physical violence. Instead, violence is usually perpetrated by outside
forces that are attempting to keep the lovers apart (SoS 5:7; P. Harris 500, Group A: No. 4).
However, in this case Aeschinas behaves as the outside force, attempting to keep Cynisca away
from her new lover, Lucas (wolf).

Cynisca’s social status is somewhat ambiguous; in earlier times the only Greek women
who had been at symposia were the flute-players, low-class entertainers. However, in the
Hellenistic period women seem to have had more freedom and even upper-class women may
have attended these social functions.?>® Given that none of the characters are upset with
Aeschinas for his treatment of the girl, and since he implies that she has had at least two lovers
(Aeschinas and Lucas), she is more likely of low status, perhaps a slave or a courtesan. Her
freedom to leave the party and choose her own sexual partners suggests that she is a courtesan
rather than a slave. It is not typical in poetry to see a courtesan treated this way. In epigram, men
often complain that courtesans have ill-treated them and the wealthy courtesans sometimes brag
about their many conquests.”’ Aeschinas’ violence may be influenced by his role as the

representative of disapproving society in erotobucolic literature >

255 See Burton 1995, 25-40 for themes of social mobility in Idyll 14.

256 Griffiths 1981; Pomeroy 1990, 41-82; Burton 1995, see especially page 26 for the status of Cynisca; and
Dubois 2010b, 91-113.

257 For example, men complain in AP 5.164, AP 5.150, and AP 5.7 and women boast in AP 5.162 and AP 5.203.
See Gutzwiller 1998, 115-82 for a full discussion of Hellenistic erotic and sympotic epigrams.

258 Indeed, P. Harris 500, Group A: No. 4 contains another girl loves a “wolf” and would undergo violence to stay
with him. It would not be surprising if Theocritus became familiar with this ancient Egyptian lyric during his time in
Alexandria.
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In Idylls 13 and 22 beloveds face the further physical danger of abduction.>* In Homer,
Hesiod, and Greek mythology abduction is a common way to acquire a bride and is not
necessarily viewed negatively (as long as the woman was not currently married to another man).
When men abduct women who are married, they are punished; for example, the abductions of
Helen and Hippodamia, daughter of Butes, instigate battles (Hom. /1.; Ovid Met. 12.210-535).
Men who take unmarried women are sometimes pursued, but if they can get away or win in
single combat then the bride is theirs. Thus, Jason is able to marry Medea and Pelops was able to
marry Hippodamia, the daughter of Oeneus (Apollon. Rh. Argon.; Pind. Olymp. 1). Stealing
women is, in literature of the time period, like stealing animals: acceptable and even an
honorable pursuit as long as it was successful.?®® Therefore, it tends to be more dangerous for the
erotobucolic beloved than to the lover, though as Idyll 22 shows, if the pursuer caught up to the
lover, it could become quite dangerous for him or her as well.

Hylas is taken from Heracles, who acts as his surrogate parent and lover. Hylas, though

taken by divine nymphs, reacts to the abduction with tears and cries (13.53-4):

NOupou pev opetégols €m yoiuvaol nodgov €yoloal
OanQUOEVT’ AYavVOLoL TTOREYUYOVT’ EMEETOLV:

But the nymphs holding the boy on their laps
Consoled him with gentle words.

After the initial abduction, the nymphs are friendly and try to comfort Hylas. They care about
him and want to soothe him, but they do not let him go. Despite their attentions, he calls out to

Heracles, wanting to be rescued (13.59-60):

o

TOlg O’ G’ 6 mailg VIdnovoey, doaid &’ ineto Gwva

259 At least Lys. 3 suggests that this was a real possibility for some beloveds.

260 Hunter mentions this aspect of the Homeric ethos in his discussion of /dyll 22 (Hunter 1996, 63-4). See
Gutzwiller for reference to this practice in Homer and in anthropological studies of modern herdsmen. She rightly
points out that persuasion can be the intellectual analogy to theft and persuasion is one of the aims of Theocritean
poetry (Gutzwiller 1991, 35-44).
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¢€ 00atog, moEeMV &8¢ paha oxedov ldeTO TOQQW.

And thrice the boy called back, but his voice reached [Heracles] muffled
From the water. and though it was very near, it seemed far away.

Even in stories where the reactions of abductees are glossed over as in Idyll 22, to be discussed
below, it is likely that they are similarly upset to be taken away from their loved ones forcibly.
Theocritean lovers, however, may be driven mad by the power of Eros and do not take the
feelings of the beloved or the danger to themselves from vengeful relatives into consideration, as
the next poem will corroborate.?! Despite their desperation in love, the lovers of other
erotobucolic literature more frequently try to cajole the beloved rather than abducting them;
again Theocritus highlights the ugly side of the erotobucolic world.

Idyll 22, a hymn to the Dioscuri, follows Homeric tradition closely and the abduction of
women by the young gods is similar to various stories from Homer and Greek mythology both in
its values and language (136-47):%6
To pev avoagma&avte OV Gpeeétnv ALOg VId
doLdg Agvxrimmolo #6Qag dLoom O’ Ga TOYE
£00oVpEVOIS £8lmnov Adelded vi” AdaoTog,

YouPo® peAhoydum, Avyrede xal 6 #aQTepods Tdog

The two sons of Zeus were carrying them off, having seized
The two daughters of Leucippus; and the two brothers,
Sons of Aphareus, were chasing them eagerly,

The betrothed grooms, Lynceus and the rather mighty Idas.

The narrator lets us know that the women have been abducted by the Dioscuri and are present at
the battle, but then they fade into the background. While this is in keeping with earlier poems, it
comes as a surprise in the Idylls because other poems in this collection focus on the lives and

feelings of women, slaves, and shepherds; those characters who appeared as a supporting cast in

Homer become the stars of the Idylls. Therefore, when the women are abruptly set aside the

261 For an in depth discussion of metaphors describing love as a sickness or madness with examples from a variety
of Greek authors, see Cyrino 1995. Calame 1999, 114-8 also notes the power of Eros to madden lovers.
262 Gow 1950, 383; Hunter 1996, 46-76; Sens 1997, 36-42; Zanker 1987, 87-8.
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audience notices their absence - especially since the beautiful locus amoenus in the first half of
the poem (22.34-43) would have raised the expectation of a love story. I would further argue that
the audience remembers how other abductees have reacted; for instance they may recall Hylas’
reaction in Idyll 13 when taken from his family and loved ones.*®*

In contrast to the nymphs taking Hylas by stealth and not having to fight Heracles for
him, the Dioscuri are chased down by the betrothed grooms of their abducted brides and
challenged to battle (22.136-80). The battle starts out between Castor (the twin who is not always
considered divine by other authors) and Lynceus. Once Lynceus has died, his older brother, Idas,
attacks Castor. He is punished for the offense and dies by Zeus’ lightning.>** The deaths of
Lynceus and Idas and the danger faced by Castor reveal the greatest consequence that lovers
might face because of love’s madness, namely death. This death can come about through battle
or suicide, and the lovers’ willingness to face this greatest danger reveals the power that love has
over lovers in the erotobucolic world (cf. SoS 8:6).

Despite his realism, Theocritus’ characters rarely speak about the social consequences of
their love. These consequences must be gleaned from incidental comments in their stories. The
characters are more focused on their personal experience of love and how it affects them
physically and psychologically, so, they speak of how Eros has made them sick or driven them

mad. Just as death in battle was the worst possible social consequence of love, death by suicide is

263 Although it is uncertain whether these poems were originally published as a book and if so in what order, once
they had been written and were both known as the work of Theocritus, a literary audience would be able to consider
these two idylls together. Gutzwiller 1996b discusses the textual history and possibility of a collection arranged by
the author.

264 In earlier versions of the story, the fight had been over cattle rather than brides and Castor had been killed by
Idas (See Gow 1950, 383-4 for a reconstruction of the version in the Cypria). Gow 1950, 384-5 finds it troubling
that Theocritus reworked a story in which Castor had originally died to celebrate the greatness of the god. However,
I believe that the intended effect is to contradict earlier poets who had said that Castor died, and confirm his divinity
by showing that not only does he live through this battle, but Zeus uses lightning to help him in battle, signifying his
divine heritage. Gow also finds the change from the theft of cattle to the theft of women problematic. I suggest that
Theocritus wished to include an erotic element in this poem, which also had a lovely locus amoenus in the first half.
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the worst psychological consequence. Because Theocritus focuses more often on the inner
turmoil of love, his characters are more likely to threaten suicide than to fear a death in battle. In
the next section, I will discuss passages that show the dangers of madness for the lover in the
erotobucolic mode.
Psychological Dangers

When it came to stories of love, threats to an individual’s mental health were more
frequently mentioned in the /dylls than the social dangers. As mentioned briefly above, love was
often compared to a disease or a kind of madness. Lovers were thought to behave irrationally and
even dangerously.”” Poems that look for a love cure foreground the theory that love is a kind of
sickness (11, 14). Many poems also contain images of people burning or wasting away because
of desire.”® When their love is unrequited they may become dangerous to themselves or others,
as Simaetha who threatens to poison Delphis if he does not return to her (2) or Daphnis who dies
from love-sickness (1).

Danger was already latent in the shade and (over)abundant growth of the locus amoenus.
Both Eros and nature threaten to envelop the lover and overtake the civilized self. This danger
lurks in those moments when nature threatens to take over what man has cultivated or in places
where the plants and water are too dense to tame (see especially 7.130-57 and 13.39-42). Such
dangerous spots will be picked up by Vergil at first in the Eclogues and then fully developed in
the Georgics. The lovers out of control echo the growth of the plants and rushing of the water.
This loss of control can be described as a sickness, a melting/burning, or a madness and it is

closely related to the lover’s yearning for the beloved, which will be discussed in the next

265 Cyrino 1995; Calame 1999, 114-8.
266 E. g. 1.66, 2.82-3, 7.102, and 11.13-5.
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section.

The narrator of /dyll 11 describes Polyphemus’ love as madness (11.11) and Polyphemus
himself describes his love as a sickness while he cures himself with a pastoral song (11.67-71):
ovd&v oy’ Shwe MOTL TV Gpilov elmev DITEQ pev,

200 TODT PO & A OPEDOE e AemthvovTa.
HGOoD TAV REGAAAV ROl TOS TOOAG AUDOTEQWG UEV

od0odeLY, G AVIOOT), EMEL XN YDV AVIDUOL.

[Mother] has never yet said anything at all to my dear on my behalf,
Even having seen me growing thinner day after day.

I will say that my head and feet both throb,

So that she may suffer, since I suffer.

Most of the symptoms of the Cyclops are psychological; refusal to eat, desire to make others
experience his suffering, and inability to focus on his work. The only physical symptoms are a
head- and foot-ache, both of which he may even be making up to get his mother’s attention.
These aches could also be taken as true symptoms of love that he has decided to emphasize in
order to get her sympathy, but I agree with Hunter that the purpose clause implies he is faking
these symptoms just to get his mother’s attention.>®’

At first he desires to make his mother share in his suffering (11.69-70), but soon he calls
himself back to reality (11.71):
o Kinhoyp Kinhoy, md Tig peévag xmemdtacal;
Oh Cyclops, Cyclops, where has your mind flown?
From that point on he focuses on his work and on finding a more practical solution to his
problem. In the final lines the narrator claims that Polyphemus managed his cares with pastoral
music (11.80-1). Scholars disagree about whether Cyclops is truly able to overcome his love by

singing; some claim that he recovers, while others argue that he is fooling himself.>*® I agree with

267 Hunter 1999, 240 n.70-1.
268 For examples of the view that he is able to completely overcome his love see Holtsmark 1966; Cairns 1972,
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Hunter and Payne that the song is not a complete cure, but a palliative that allows the Cyclops to
come back from the edge of madness and get to work.** His words after the song remind him to
do this very thing, getting back to watching his herds and taking up with a more available girl,
necessary tasks that lovers find the most difficult. As a result of reflecting on love in his song, he
is able to get back to work and his madness remains relatively benign. This shows that, despite
its deceptive qualities, the soothing nature of erotobucolic song serves an important function in
warding off danger.

The power of love to drive men mad finds its climax in the story of Heracles, driven mad

by the force of love and raging through the woods searching for Hylas (13.64-71):

"Hoanhéng Tolodtog év droimrolow dxdvioug

malda modMV 8ed6VNTO, TOAVV & EmeNGuPave YDQOV.
oyx€thoL ol pLréovteg, AhdUEVOS OO0’ Eudynoev

... 08 qmddeg Gyov Exdost

UOULVOLEVOC: XOAETOC YOO E0w OdC Moo BUVOOEY.

Thus Heracles among the untrodden brambles
Wandered, desiring the boy, and took a long time.
Lovers are unwearying, so much he endured wandering
... and he went where his feet led,

Raging. For a difficult god tore at the heart within him.

As the narrator explains in the frame, this poem is an example of how Eros has power over
everyone, including demigods and deities.””* Divine and yet bestial as I discussed above,
Heracles is unable to control his love through song or any other means; he must let the madness
run its course. He does not sing about his love but gives in to the madness, wandering through

the very wild places that may hide Pan or the love god himself. Even the mighty Heracles is

147; DuQuesnay 1979, 47; and Farr 1991. The opposing view, that singing cannot be both a symptom and a cure for
love is supported by Gow 1950, 211 n.13; Spofford 1969, 22-35; Goldhill 1991, 249-60; and Schmiel 1993, 229-34;.
Gutzwiller 1991, 107-16 does not address this question directly, but her discussion of the Cyclops as a doltish figure
and a parody of the poet suggests that she does not think his song is a true cure for love.

269 Hunter 1999, 220-1; Payne 2007, 79-82 and 2010, 231-2.

270 13.1-6 shows this power over Heracles, and at 1.104-10 Daphnis reminds Aphrodite about her previous affairs.
Outside of the Theocritean corpus Hom. Hymn to Ven. and Ovid’s telling of Apollo and Daphne at Met. 1.438-73 are
notable examples of the power of love over divinities.



108

susceptible to the madness of love when he enters the erotobucolic landscape.
The madness of love has also caused Aeschinas to neglect himself and like the Cyclops

he seeks a cure; Thyonicus describes his appearance (14.3-6):
oY. TadT’ dooa Aemtog,

%O POOTAE MOAME 0VTOC, AvoTaiéol 8¢ nixtvvor.

ToLoUTOg MEWAV TG Adineto Mubayogntdc,

0Y00¢ %avvTddnTog-Abavaiog 8’ Eot’ Nuev.

Al fjpato pav ®ol Thvog;

TH. So that is why you are thin,

And your mustache so long, and your curls desiccated.

Just such a Pythagorean®’" arrived recently,

Pale and shoeless; he said he was an Athenian.
AE: And surely he was in love?

Aeschinas knows that love is the cause of his unkempt appearance and so assumes that anyone

else who has fallen into such a state of neglect must also be in love. Like Polyphemus in Idyll 11,

he is looking for a cure for his love, but instead of finding it in music, he hopes to be cured by

becoming a soldier (14.52-6). This cure will put him in dangerous, possibly deadly situations but

he is not actively suicidal. His friend came from his tour as a soldier alive and so it is safe to

assume that Aeschinas hopes for the same fate - an escape from the erotobucolic world into epic.
Simaetha not only talks about her own love-sickness, but also hopes that Delphis will be

driven mad by love (2.87-9, 47-50). After casting her spell, Simaetha accepts that it may not

work and tells the Moon of her other plans for dealing with her love, including a threat of murder

(158-61):

vV Ugv toig dpidtoolg notadioopar ai &’ €t wd pe

iy, tav Aidao wolav, voi Moipag, doatet:

Totd ol £v niotq nand dpaouana dpopul GuracoeLy,

Acovpin, déomova, mapd Egivolo pabotoa.

Now I have bound him with my philters; and if still he

271 Detienne 1977, 123-32 discusses stories of the Pythagoreans and their relationship to spices and love. He
explains that the Pythagoreans were wary of love and sexual activity.
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Should vex me, he will be knocking at the gate of Hades.
I tell you that I keep such drugs in a chest,
Having learned about them from an Assyrian foreigner, Lady.

Delphis was aware that Eros could drive people to break societal norms, such as having sex
outside of marriage (2.132-7) but he did not take into account the passion that can drive lovers to
harm themselves and the objects of their desire. Simaetha has fallen under the control of Eros
and is so desperate to escape that she would do anything - even destroy the object of her desire.
In the final lines of the poem, however, we are given some intimation that this threat is
empty and that rather than using her pdopona (drugs), Simaetha will find a paouaxov (cure)
for the madness of love in the performance of the ritual (2.164):
... &ym O’ 0lo® TOV €UoOV OOV (Homeg VmEoTay.
... I will bear my desire as before.
This remark is ambiguous, since Simaetha reports that she was dying from love-sickness before,
and, therefore, scholars have disagreed on Simaetha’s meaning.?’? Since these lines are spoken
after the spell and at the end of Simaetha’s story, I believe she means she will deal with her love
as she did before the spell and not take any further drastic measures. Perhaps she will fall ill, as
she was before Delphis came to her, but she has changed her mind about harming him.
Theocritean lovers who do not find another cure for their love often become desperate
enough to threaten or commit suicide. Daphnis sets the tone in Idyll 1; after a period of pining he

chooses to die by drowning in the river (137-40):

... 1OV & Adodita
10el’ avogBdoar Td ye pav Alva évto Aehoimel
éx Mowgav, yo Addvig €pa 0oov. Exdvaoe diva

272 Dover 1971, 111-2 n.164 suggests that with this Simaetha is excusing the moon from sharing her burden any
longer. Griffiths 1979, 87-8 notes that Simaetha describes her passion as n60o¢ rather than €pwg and argues that her
love has decreased and she has found momentary relief in the world of nature. Segal 1985, 116-7 notes a shift in
Simaetha’s perspective; she is able to learn from the past and endure love rather than be burned by it. Teijeiro 1999,
79 takes it as an indication that Simaetha does not think that her magic will be effective - Delphis will not return and
nothing will change.
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TOv Motoaig Gpthov avdga, Tov o NUppotowy dmey .
... and Aphrodite
Wished to restore him. But all the threads of the Fates

Had run out, and Daphnis stepped into the river. The whirlpool
Washed away the man dear to the Muses, not hateful to nymphs.

Daphnis chooses to die though both Priapus and Aphrodite had suggested there might be another
way to manage his love sickness (1.90-1, 96-7). Aphrodite’s words suggest that if he stays alive,
Eros will conquer him; that is, he will be controlled by his erotic desires. Daphnis chooses death
to escape the dangers of the erotobucolic world and maintain self-control in the face of Eros’
power.?”?

Idyll 3 contains a lover who threatens to drown himself, though he does not carry out the
deed within the timeframe of the poem. The goatherd complains early on about the internal pain

of his heart (3.11) and later makes his suicide threat (3.23-6):
MpoL eyov, T Tdbw, Tt 0 d10000g; 0y VITAROVELS.

Tav Pattov amodvg € vUpoTo TNVEA AAEDUL,

ome Tog 00vvag oromdaletar Olmg 6 youteie:

nol na 01 moBdvm, TO e pEV TEOV OV TETURTOL.

Ah me, why do I suffer, why am I ruined? You do not hear me.

After taking off my shepherd’s coat I will leap from that rock,

Where Olpis the fisherman watches for tunnies, into the water.
And truly if I should die, may it cause you pleasure indeed.

This lover is unstable and exhibits wild mood swings. At times he makes serious threats, but later
suggests that instead he will court a more willing woman (3.34-6). His mental anguish leads him
to neglect his personal safety. This neglect and the pleasure that he believes it would bring

Amaryllis are highlighted again at the end of the poem (3.52-4):

AlyEw TOV ®ePpahdy, Tiv 8’ 00 pédel. oOnéT’ deldw,
newoedpon 8¢ meomv, xal Tol AMbnol mdE W Edovrau.

273 Like the land of Lotus Eaters (Od. 9.63-104), in the erotobucolic world life is relatively carefree and there are
many pleasures. You must, however, give up control of yourself (in the erotobucolic world by surrendering to Eros
and Pan) in order to remain and enjoy it. Hunter 1999, 96 n.103 implies that it is Daphnis’ self-control that will be
painful to Eros when he says, “Daphnis will continue after death to be a source of ‘bitter pain’ to Eros, because Eros
(and Aphrodite) will always know that one man at least rejected their power.”
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MG PEM TOL YAURD TODTO ROTA POYO0L0 YéVOLTO.

I have a headache, but you don’t care. I will sing no more,
But I will lie where I have fallen, and thus the wolves will eat me.
May that be as sweet as honey in your throat.

The goatherd no longer cares what happens to him, nor does he attend to his duties now that he
has fallen under the power of love. The reader may laugh as the lover reaches the point of bathos,
but the reader may also recognize in the shepherd his or her own past folly when reaching the
point of bathos in love. Lovers are prone to melodrama and those inhabiting the erotobucolic
world are no exception, at times exaggerating the dangerous effects of their love.

In most erotobucolic literature - and Theocritus has only a few exceptions - lovers sing in
the first person about their love. In doing so, they often speak about the psychological effects of
love. Since most love in Theocritus is unrequited, rather than elation the lovers tend to sing about
anguish, pain, and madness. The madness of love is reflected within (and reflects) the danger of
the erotobucolic landscape. Just beyond, or in some cases within, the locus amoenus there are
wild places inhabited by divinities like Pan and the nymphs, places where it is dangerous for men
to tread. This wild place corresponds to the wild madness that may come upon lovers in the
erotobucolic world.

Pastoral Pining

Yearning for the beloved is an important element in the erotobucolic genre, for lovers are
more inclined to talk about love when apart and people are generally more inclined to desire
what is absent.”’* Lovers in Theocritus are sometimes physically separated but more often the
beloved is simply uninterested in the lover. Most of the male lovers in Theocritus take a passive

approach, singing about their love or simply pining. Women appear infrequently as lovers in

274 Barthes 1978.
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Theocritus, but when they do, they take an active role - sending for the beloved directly or
pelting him with love tokens. In this section I focus on the yearning of human characters, as I
have already covered the divinities above (Aphrodite in /dyll 1, Heracles and the Nymphs in Idyll
13, etc.). I will, however, include the Cyclops and Galatea, technically a demigod/divine monster
and a nymph, of Idyl// 6 among the humans because in this poem their love is described as a
shepherd’s romance. This poem does not use the heroic language seen in passages about other
demigods or divinities like the Dioscuri and Heracles.

The categories of danger and yearning overlap in Theocritus because he frequently shows
that pining for an absent or unwilling lover can lead to thoughts of suicide. The yearning of his
erotobucolic characters is so strong that it becomes the burning, melting frenzy described in the
passages above. Since | have already discussed those who are driven mad by their yearning in
the above section, here I will focus more on those who experience mutual desire and those who
have found a way to deal with their love.

In general, the herdsmen in Theocritus are not very active in the pursuit of their beloved.
We have already seen this with some of the men in the idylls discussed above like Daphnis who
refuses to pursue the nymph who is apparently chasing him, and the goatherd of /dy// 3 who only
sings outside his beloved’s cave although he is separated from her only by a veil of ivy. Even
those who have not (yet) been driven mad by unrequited love rarely take a more active role in
their pursuit than to sing about the beloved and have gifts at hand should the beloved choose to
arrive and accept them. Like the Cyclops, they manage their love by singing about it and this

allows them to continue loving and living without moving on to more forceful pursuit.*”

275 Only Idylls 15 and 18 report songs sung by women; in 15, a mortal woman sings about the love of Aphrodite
and Adonis and in 18 a chorus of women sings about the love of Helen and Menelaus.



113

As happens frequently throughout SoS, even in mutual relationships there are times when
a lover might feel yearning for the beloved. In Idyll 7, Lycidas sings a propemptikon, a farewell
song before a voyage, to his beloved, Ageanax. Though their love is mutual, Lycidas will pine
for Ageanax while he is away, and he plans to soothe his cares with bucolic songs (7.70-88).
Rather than swearing that he will cross the sea in pursuit of the boy, Lycidas plans to wait for his
return. It is a paradox in Theocritus that though love is strong enough to drive a man to death, it
almost never drives a man beyond his familiar fields or even across the doorstep of his
beloved.””

Bucaeus, too, longs for Bombyca to come to him, but there is no indication that he has
even made her aware of this desire (10). Like Polyphemus, he seems to be able to get back to
work after singing about his love for Bombyca. Before singing the song he had not been so

industrious; Bucaeus complains that he has not tended his fields since the sowing (10.14):

BO. toryag ta oo Buedv ot amo oo GorRAAA TAVTA.

BU. For that reason [love], the fields in front of my door have all been unhoed since the sowing.

Nevertheless, he is present at the harvest and so is not completely neglecting his work. His
reference to untended land may be a reference to unfulfilled sexual desires.””” This would provide
an explanation for the discrepancy between this claim at 10.14 and his statement that he has been

in love for almost ten days (10.12):

BO. d\\’ &yd, © Mikov, Epopot oxedov éviekataloc.

BU. But I, Milon, have been in love for nearly ten days.

276 In Idyll 14, Aeschinas does plan a long journey but it is to get away from love rather than to pursue it. Like
Daphnis, though he wastes away from love, he does show restraint. Rather than reveling in Eros, he seeks freedom
from care.

277 Greek literature is rife with agricultural metaphors for sex and it would make sense for Bucaeus to refer to his
unfulfilled desire as a lack of agricultural production. If this interpretation is correct, then the sense parallels SoS 1:6
where the female lover complains about her untended vineyard. See DuBois 1991 for a detailed discussion of the use
of agricultural metaphors for women’s bodies in Greek literature.
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How can 10 days of love have caused him to neglect his land since the sowing if it is now
harvest time? Hunter provides a reasonable explanation that Bucaeus is talking about the time
when he sowed vegetables near his home and not the sowing of the main harvest.”” This makes
sense of the passage and is an improvement on previous explanations.”” However, it seems
unlikely that Bucaeus would refer to this sowing without specifying since, in the context of the
harvest, Milon would most quickly think of the major grain sowing season (as have most
scholars). However, if we take Bucaeus’ meaning metaphorically, that he has not hoed his plot
would mean that he has not had sex (possibly with his wife or women for hire) since the
metaphorical sowing of love which he referred to only a few lines earlier. He could expect Milon
to pick up on this figure of speech because agricultural activity often acts as a metaphor for love

in Greek literature®’

and because the main topic of discussion thus far has been his love affair.
According to this reading, his longing for Bombyca has caused him to neglect not actual work
but other sexual opportunities.

The narrator of Idyll 12 also complains about the ill-effects of longing during his lover’s

absence (12.1-2):

"Hhv0eg, O dpile xode: TOlTN OVV vurTL %OL 0L
fAvBeg: ol d¢ mobedvteg €v fuatt ynodoxrovaty.

You have come, my dear boy; with the third night and dawn
You have come; but even one day will gray yearning men

The lover pines for his beloved but waits for the boy to come to him. The yearning does not

become unbearable because they are in a mutual relationship and the boy was with him only a

278 Hunter 1999, 203-4 n.14.

279 Gow 1950, 195-6 n.14 summarizes explanations that had been proposed up to that point and confesses that he
has found no satisfactory solution. Hunter 1999, 203-4 n.14 mentions some other, more recent explanations of the
lines, but I agree that all of them require too much deviation from the Greek.

280 See discussion above.



115

few nights ago. Even so, the lover complains that this was too long a time - a common theme of
love poetry.”

Though not currently in a mutual relationship like that of the narrator above, Aeschinas of
Idyll 14 implies that he once had a mutual relationship with Cynisca; she was at his symposium
and used to sit in his lap and keep him warm (14.36-8). Now that she has left, however, he pines
for her but does not attempt to pursue her. Instead, he looks to cure his love by becoming a
soldier. It is surprising that his love is so strong that it is causing him to be ill and yet he does not
(as far as we know) go to Cynisca to patch things up but waits to see if she will return to him.
Aeschinas is not lazy; he is willing to cross the ocean and become a soldier in order to end his
passion, yet he is unwilling to make the first move toward reconciliation with Cynisca. His
behavior suggests that it is inappropriate for Theocritean men to be aggressive in their pursuit of
the beloved. Though they may experience desire like that of a predator after its prey, as discussed
in the previous chapter, they do not act on that passion unless the beloved comes to them. This is
in sharp contrast to lovers in SoS and Egyptian lyric who are willing to travel great distances to
get to their beloveds.

All of these men accept love when it comes to them and long for it when it is away, but
they do not actively pursue it. [ believe this ties in to the bucolic idea of soothing and managing
one’s cares as presented by Gutzwiller.®® To pursue love too boldly would only lead to more
madness, so men attempt to manage their love or escape it. Even those who die for love like
Daphnis, do so not to find love or even because they could not attain it, but in order to avoid

being overcome by Eros.

281 Barthes 1978.
282 Gutzwiller 2006a.
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Female lovers appear less frequently in Theocritus. Where they do appear, they take a
more active role. Simaetha, driven to madness by her love, searches out Delphis and when he
leaves her she turns to magic in an attempt to force him back under her control (2). Even the
women who are not driven mad by love take a more active role in pursuit, pelting their love
interest with apples or inviting them to their chambers (see below). Theocritus may be influenced
by the erotobucolic songs of other cultures, such as SoS and Egyptian lyric poetry, when he
portrays women as active lovers. If this is the case, then it is surprising that Theocritus does not
give women a central role in more of his poems. There are a myriad of possible explanations.
The three that seem most plausible to me are that he did write more poems with central female
characters and they are lost, that he thought a Greek audience would not like too many strong
women, and that he thought his audience was already familiar with the erotobucolic standard
and, in Hellenistic fashion, he wished to innovate.*®
In Idyll 5 Comatas claims that his girlfriend pelts him with apples (5.88-9):

KO. Bérler xat parotot Tov aimdrov a Kheapiota
TOG alyag ToEeAdvTa 1ol GO TL TOTTUALGOEL.

CO. Clearista pelts her goatherd [Comatas] with apples
When he drives his goats past and she whistles something sweet.

Galatea tries to attract Polyphemus’ attention in the same way in Idyll 6, where the roles are
reversed from Idyll 11 and she pursues him (6.6-7):

péAder Toi, [Tohbpape, TO molpviov & Fohdtela
pdAoloty, duoépmTa ®al airtOAoV GvOQa ®aledoo

283 I find options 1 and 3 most convincing. 1 because I can imagine poems with strong women not being recorded
by monks during the Medieval period and getting lost (Simaetha may have stayed because she’s a witch and
therefore a negative example) and 3 because Theocritus reveals his desire to innovate in the programmatic poems
and at least some erotobucolic elements would be familiar to his audience from Homer and Sappho. 2 I find less
convincing, because if they couldn’t handle it, why have any aggressive women? Furthermore, SoS is much more of
a contrast to standard Hebrew literature than poems with dominant women would be in Greek literature.
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Galatea pelts your flock, Polyphemus,
With apples, and calls you a stony-hearted goatherd.

Apples are a love token that male lovers offer as well, most notably the goatherd of Idyll 3 (9),
but they do not throw them. Men only mention in song that they have apples or other gifts ready
for their beloved to come and get. Women make sure that their love tokens are received.
Another woman besides Simaetha also reportedly found a way to get her love interest to
visit her. In Idyll 14, Aeschinas complains that since she has left him, Cynisca has taken up with

Lucas (14.47):
AbKog vV mavTo, AVKE Kol VOKTOG AvQKTOL

Now it is all Lucas, she even opens her doors at night for Lucas.

The open doors double as the real doors that Cynisca opens to let Lucas into her house and as a
reference to her sexual openness with him during the night. Given that Cynisca had been pining
for Lucas earlier in the poem and that Aeschinas focuses on her agency in opening the doors to
Lucas, I believe that Cynisca has invited Lucas to her home in order to fulfill her desire. She has
arranged mutual tryst rather than the paraclausithyron sometimes seen in erotobucolic literature
(e.g., Id. 3; SoS 5:2-6).

Female lovers in Theocritus take a more active role in pursuit. It would be possible to
argue that this suggests that they are closer to the animals in nature and are unable to control
their desires. While this is a possibility given some of the views on women’s libidinous ways
expressed in earlier Greek literature,®* I take a more favorable view of these active women. By
introducing active women, Theocritus is able to bring new life to old tropes of male pursuit.

Reinventing older traditions fits well with the Hellenistic aesthetic. I suggest that Theocritus was

284 Arist. Lysistr. suggests that it is an epic feat for women to overcome their erotic desires. Many epigrams also
suggest that women were thought to have strong libidos (e.g., AP 5.203, AP 5.158, and AP 5.164).
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influenced to show some active women in his poetry because he heard about active women in the
literature of other cultures including Egyptian love lyric and possibly Hebrew or other poetry
from the Near East.” As mentioned above, he was likely also influenced by the more active role
of elite women in Hellenistic Alexandria.

Yearning is both integral to love poetry and dangerous to the lover. The men and women
of Theocritus deal with this in different ways. Despite their intense desire, which leads to
madness and even threats of suicide, Theocritean men do not aggressively pursue the objects of
their affection (divinities excepted). Perhaps, as implied by the story of Daphnis, it is unseemly
for a man to give in to the power of Eros. Instead the men either succumb to illness, find another
outlet for their love (song, battle), or let the beloved come to them. Any successful escape will
respect the power of love, whether one chooses the path of Daphnis for whom death is the only
escape or Polyphemus who sings about the power of his love in order to soothe his cares. The
women of the /dylls feel no such compulsion to restrain their desire. When they are in love, they
pursue their beloved by any means at hand. They might, like Simaetha, send a servant to talk to
him or try to recall him with magic or they might, like Clearista, pelt him with apples.
Conclusion

Themes of divinity, danger, and yearning appear in different ways throughout the Idylls
and, as I will continue to show, throughout all erotobucolic literature. These themes and the
common images used to portray them confirm that the poems under discussion should be looked
at as part of a distinct genre. Though love and nature may make a convenient metaphorical pair

and that overlap might lead to some similar metaphors, it would be unusual for so many such

285 Sappho was certainly influential in this respect as well, but though her poetry expresses desire in a female voice,
she does not take as active a role in pursuit as Near Eastern and Theocritean women. She is more like the men who
sing about their love and wait for the beloved to make the next move.
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poems to contain a sense of divinity, the presence of danger, and the yearning of the lovers unless
there were a generic expectation tying them together. I have shown the presence of these themes
in Theocritus and hinted at their presence in other literature. The following chapters will detail

the presence of all elements of the erotobucolic genre in SoS.
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Chapter 3: Song of Songs: The Countryside

Introduction

Song of Songs is a 425 line poem traditionally broken down into 8 chapters and 117
verses. In recent years, many alternate arrangements have been suggested.”* The original
language was Hebrew, but ancient translations also exist in Greek (c.100 BCE), Syriac (c.200
CE), and Latin (398 CE).”®” Dialogue between two lovers who constantly search for and describe
one another but rarely come together makes up the bulk of the text. Occasionally the female
lover also speaks to a chorus known as the “daughters of Jerusalem” and they reply (5:9, 6:1, 7:1,
8:8-9). Through their dialogue, the characters examine the experience of love between two young
people in an ancient society. The lovers are not usually named, but the woman is identified as the
Shulamite at 7:1; it is unknown whether Shulamite is a name or a description. For the sake of
differentiating between the lovers, I will henceforth refer to the female as the woman and the
male as the man.

Both the date and the author of SoS are contested. Until the nineteenth century, SoS was
traditionally ascribed to Solomon, the son of David (c.10" century BCE, First Temple Period)

because of the superscription:?**
MNOWY WK DYDY

The song of songs which is Solomon's

286 It is not within the scope of this paper to include an exhaustive list. Some notable proposals include Waterman’s
dramatic arrangement of the poem, which takes SoS as a single work but arranges so that it makes sense
chronologically (1948); Segal’s suggestion that poem is a collection of fragments, some of only a few lines, that
were compiled by an editor in three larger sections: introductory stanzas, main part of the Song, and concluding
stanzas (1962, 470-8); and Fox who argues that SoS is unified and keeps it in the same order, but divides it into
sections according to events that do not correspond with the traditional verses (1985, 202-26); see Exum for an
interesting discussion of unity in SoS (2005, 33-7).

287 See Pope for more information on these versions (1977, 19-20).

288 All quotations of biblical Hebrew are taken from the Biblia Hebraica Stuttgartensia (BHS). All translations are
my own unless otherwise noted.
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If the name of Solomon was attached as part of the pseudepigraphic tradition, SoS may have
been written before the time of Solomon; some scholars have noted similarities between SoS and
the sacred marriage literature of Mesopotamian literature.?® This observation led Schmokel
(1956), to suggest a pre-Israelite origin and a composition date as early as the third millennium
BCE. Several modern biblical scholars argue that SoS was composed in the time of Solomon or
not long after (First Temple Period), some arguing for Solomonic authorship and others for
authorship by a court poet or even a detractor of Solomon.*° Other biblical scholars, such as Fox,
support a Hellenistic (Second Temple Period) date for the written version of SoS while
acknowledging that there may have been earlier oral versions circulating.?®! I am convinced that
the current form of SoS was transcribed in the Hellenistic period because the language of SoS
uses many words characteristic of this period and contains close similarities to Egyptian love
poetry. Therefore, the transcription most likely took place in Alexandria, which had a large
Jewish population during the Hellenistic (Second Temple) Period, after an indeterminate period
of oral performance.

The primary performance context of SoS has been as a sacred text in the Jewish and later
also Christian and Islamic traditions. It has been read aloud in services and read in private by
followers of these religions. However, a complaint frequently attributed to Rabbi Agiba
(c.50-135 CE) about SoS being sung as a secular song, “He who trills his voice in chanting the

Song of Songs in the banquet house, and treats it as a sort of song has no part in the world to

289 E. g. Meek 1922; Wittekindt 1925; Kramer 1969; Pritchard 1969; Pope 1977; Carr 1979; and Nissinen 2008.
290 Tur-Sinai 1950-51 suggests that SoS is the work of court poets; Segal 1962 and Gerleman 1965 argue for a
Solomonic context but does not suggest a particular author; Waterman 1948 interpreted the poem as a polemic
originating in the North Kingdom against the South Kingdom after Solomon’s death. See Pope 1977, 22-33 for a
discussion of views up to 1977.

291 Fox 1985, 186-90.
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come,” suggests that it might also have enjoyed popularity in secular settings.?> Segal takes the

phrase “houses of banqueting” (MXNWNN N1) from Rabbi Aqgiba as a reference to singing SoS
at wedding festivities,” and argues that this was actually the primary performance context in the
time before the destruction of Jerusalem by the Romans in 70 CE. He bases his argument on the
disagreement between rabbis about whether or not SoS is sacred.®* I argue that if the
performance of SoS$ had been secular up to that time, it would be unlikely that rabbis would
succeed in bringing it into the canon. The content of SoS is too easily read as secular, so that if it
had traditionally been sung mainly at social gatherings and weddings, it would have been
difficult to enforce an allegorical reading at a later date. I do not mean to argue that SoS was not
sung at wedding festivities or on other social occasions, but only that these performances were
secondary to religious recitation. In most cases the audience would be a congregation, but when
the song was sung in secular settings, it may have reached a broader audience that would include
merchants or traveling bards who had learned some Hebrew for their business. The story and
associated imagery of young love would have appealed to visitors from other Mediterranean
cultures because of the familiar themes from love songs in their own language.

Another, related point of contention in studying SoS is the number and identification of
the characters. The agreed upon speakers are the woman, at least one man, and the daughters of
Jerusalem (even among these speakers the distribution of lines is distributed. Some scholars,

particularly those who interpret the play dramatically, argue that there are two male lovers

292 Quoted in Pope 1977, 19; originally in the Talmud, a text that preserves discussions of rabbis on Jewish law and
ethics; it is made up of two parts the Mishnah, a written version of traditional oral law, and the Gemara, a
commentary on the Mishnah and the Hebrew Bible.

293 I am hesitant to agree with his interpretation in this context, although he does provide one parallel use of the
term from Qohelet 2:2, because weddings have a strong religious element. Rabbi Agiba seems to be talking about
singing a sacred text at an inappropriate time, so I understand these banquets as purely secular gatherings.

294 Segal 1962, 484-8.
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speaking, a king and a shepherd.?”> Some, such as Fox, attribute some lines to the woman’s
brothers.*® Many lines in the poem do not contain gender markers that would clarify the speaker.
As I will discuss, readers understand these lines differently depending on whom they believe to
be speaking.

Words, phrases, and images are repeated throughout SoS, a variation of the parallelism
that is thought by many to be the dominant feature of biblical poetry. And yet, as the biblical
expert Alter points out, SoS differs from the majority of biblical poetry in its manner of
deploying parallel lines. Parallel lines are scattered freely throughout the poem instead of
occurring in regular patterns.?’” Arguments have also been made that SoS is written in meter,
although there is little agreement on how that meter is structured. Pope, following Meek’s
commentary, claims that the predominant meter is the ginah. This meter is made up of two lines,
the first with three stressed syllables and the second with two stressed syllables.?*® Alter,
however, notes that the original sound and stress of biblical poetry is unknown and

unrecoverable, making it difficult to determine whether or not passages were written in meter.* |

295 Waterman (1948) is the most famous scholar to support this theory. Most scholars explain the references to
shepherd and king as descriptions of the same man. Some, like Segal (1962), argue that the man is a king (usually
Solomon) and that shepherding is a hobby, metaphor, or term of affection. Others, like Fox (1985) and Exum (2005),
argue that the man is a shepherd, but that the lovers compare each other favorably to royalty because their love
makes them feel wealthy and unique.

296 Fox 1985, 171-2 taking the description of a “sister” (nnX) in 8:8 literally, attributes 8:8-9 to the brothers. The
attribution of some lines to the brothers would clarify some sections of SoS; I am certainly tempted by Fox’s
attribution of 2:15 to the brothers. Nevertheless, I am not certain that there is enough internal evidence to support
this reading. For instance, the word “sister” in 8:8 could be spoken by the man, who has frequently called the
woman “sister” throughout the poem (e.g., 4:9, 4:10, 4:12), in this case, the plural subject of 8:8 would refer to
himself and the Daughters of Jerusalem. Verse 8:8 may also be spoken by the Daughters of Jerusalem, who have
spoken the only two lines in the poem with a plural speaker that can be clearly attributed (5:9, 6:1). They might use
“sister” as a term of endearment for their friend. Women don’t use sister as a term of endearment for one another
elsewhere in the Hebrew Bible, but the term is used figuratively for a close connection at Proverbs 7:4; Brown-
Driver-Briggs, A Hebrew and English Lexicon of the Old Testament (BDB from here on out) mnx. and texts from
Greece show that women might sing about the attractions of one of their cohort who was prepared for marriage
(Alcman Partheneia 1 and Theocr. Id. 18).

297 Fox 1985, 186.

298 Meek 1956, 97-8; Pope 1977, 37-40.

299 Alter and Kermode 1987, 4.



124

am convinced by Alter’s argument that there can be no certainty about the existence of meter in
biblical poetry, and so I will focus instead on the figurative language and imagery.

There is no continuous narrative in SoS. Frequent jumps in time and space give the song a
dreamlike, disconnected feeling. This has led some to break the poem up into a number of
smaller poems®** and others to argue that it is a dream or at least that it has dreamlike qualities.*"!
I agree that SoS is dreamlike without being an actual dream. Throughout my discussion of SoS, I
will refer to the disjointed passages that create this effect and the way that they suggest the power
of desire. SoS is unique among ancient erotobucolic in that it is not a continuous narrative.
However, it uses these breaks in continuity to reveal the power of desire, a common erotobucolic
theme.

Traditional Jewish interpretation of SoS reads the poem as an allegory of the relationship
between God, the male beloved, and Israel, his bride. Early Christian interpretation similarly
understood the poem as an allegory, interpreting the man as Christ and the woman as the
Christian church.*® The length of the tradition placing SoS among sacred scriptures, and the
numerous parallels to Mesopotamian texts about sacred marriages support an allegorical
reading.*® On the other hand, there are no overt references to religion or divinity in SoS.
Therefore, the poem can also be read literally as a secular story about two young lovers, a

reading that has become popular with modern critics.**

300 See the first footnote of this chapter for an overview of possibilities for dealing with this disjunction.

301 Von Hug 1813, was the first to argue that SoS was a dream and, more recently Freehoff 1949 argued for this
theory. Many scholars, while not arguing that SoS is a dream, accept that it has dreamlike qualities or contains dream
sequences (e.g., Fox 1985; Tanner 1997; Exum 2005, 122-6 talks about these dreamlike changes as the result of the
woman “conjuring” her beloved).

302 Pope 1977, 89-90. It is not in the purview of this project to discuss previous religious allegorical interpretations
in detail; for this, see Pope 1977, passim. Instead, I will make a general argument that the text invites allegorical
interpretation.

303 For a history of scholarship on SoS and sacred marriage texts see Nissinen 2008. I will expand on the
relationship between these texts and Song of Songs in the concluding chapter.

304 Segal 1962; Alter 1985.
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I argue that the text invites both readings, a layering of meaning common in the
erotobucolic mode. A reader may choose to read the text allegorically, literally, or to hold both
meanings in mind. As I have shown in previous chapters, the Idylls too can be read as extended
metaphors, literal stories, or both. Furthermore, both works contain plant and animal imagery,
themes of divinity, hints of danger, and lovers who speak about yearning. I have found these
features in numerous Mediterranean works that were previously difficult to categorize. Based on
these features, I argue that these works belong to the same genre, which I have named the
erotobucolic.

A Note on Metaphor in Song of Songs

Black, an expert on SoS, compares the effect of SoS on a reader to the effect of a
provocative lover. She points out the personal connection that even many, including scholars feel
to SoS and the tendency to be swept away by its beauty (305-6).3° As with a coy lover who
teases but does not reveal herself, the metaphors of the text provoke reactions almost as
numerous and varied as the readers. Black herself argues that, despite her affection for the text,
not all of the imagery is beautiful and in fact the descriptions of the bodies are often ridiculous if
not grotesque .’ On the other end of the spectrum, Segal claims as part of an argument about the
origin of SoS that it “cannot” have been intended for public performance because some passages
are “of too personal and intimate a nature to have been originally composed for declamation in
public. These are the natural outpourings of love from a poets heart, and not the artificial

lucubrations of a bard for public entertainment.”*"” Fox is representative of a middle path, taking

305 Black 2000. She was inspired in this article by the insights on love and reading found in 4 Lover's Discourse:
Fragments and Pleasure of the Text by Barthes (she sites the 1973 French edition of Le Plaisir du texte as well as
English editions of each text from 1990 translated by Richard Howard and Richard Miller respectively). She
effectively applies ideas of the text as lover and the duplicities of bodies and voices to SoS.

306 Black 2000 and 2009.

307 Segal 1962, 489.
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most of the metaphors as complimentary but at times admitting the possibility of reading the
metaphors in uncomplimentary ways. Nevertheless, he argues against the literalistic
interpretations that Black labels grotesque, in particular the comparison of the woman's belly to a
heap of wheat (7:3), which he argues does not imply corpulence .

These differences in approach are partly due to the provocative nature of the text and
partly due to changes in beauty ideals and literary conventions over time. One of Black's primary
arguments for reading bodies in SoS§ as grotesque is that the longer groups of metaphors (often
known as ausaf, singular wasf, because of their similarity to Arabic love poetry)*® combine plant,
animal, and material images to describe the same body. This use of different types of metaphors
in describing a single subject, however, is too common a feature of ancient poetic descriptions of
lovers to be taken as grotesque.’® I understand the urge to read imagery in SoS almost literally,
particularly because of the blurred lines between metaphor and reality in the poem. Nevertheless,
because of the strong laudatory tendency of love poetry, I am inclined to take any metaphor as
complimentary that can be read that way. There have likely always been some readers who read
against the grain of the text and saw the possibility of reading the metaphors grotesquely, but
most readers will assume that the metaphors are complimentary since this is a love song.

Even so, I do not agree with Segal that the metaphors of SoS must be true and private
declarations of love because they are complimentary and realistic. Many poets capture the

experience of love and portray it as personal experience, perhaps drawing from their own lives

308 Fox 1985, 159; Brenner 1997, 46-7 singles out the same metaphor with the addition of the turbulent eyes at 5:5
as humorous and says that they “can hardly constitute a beauty ideal, although the desire is apparent in the
description and explicitly stated at its end.” Fox uses Egyptian art as evidence that slender women were considered
attractive, but rules out fertility figurines as evidence of an alternate beauty ideal (1985).

309 Soulen 1967, 183.

310 See Hopkins 2007 for a discussion of poems that contain extended descriptions similar to those in SoS.
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but often demonstrably from reading earlier love poetry.’!' In some cases there is internal
evidence that they intended their work for public performance (i.e., Sappho, Alcman,
Anacreon)?'? or to be published and read (i.e., Callimachus, Catullus, Propertius).’'* The author of
SoS follows a similar tradition (more likely drawn from Sumeria and Egypt than from Greece
directly), perhaps drawing on experience, but certainly also aware of and referring to previous
love songs.

As for Fox's criticism of reading metaphors in ways that are not complimentary, I agree
with his point that metaphors and similes require readers to decide in which ways the vehicle is
similar to the tenor. Take 4:1 (repeated with minor variation at 6:5) as an example:

TY2) NN WY DY 1Ty Y

Your hair is like a flock of goats that is rushing down Mount Gilead.

The image is striking and perhaps confusing at first, but it is possible to think of many ways that
hair might be compared to a flock of goats. Biblical scholars have made many comparisons, for
instance, Munro suggests that they are like her “vivacious curls” and Brenner takes this to mean
that she has “long, curly or wavy dark hair.” *'* However, hair is clearly not like goats on a
mountainside in every way. Soulen, another biblical scholar, points out that goats on a
mountainside would likely appear patchy and Black adds that her hair can't be both the color of
goats and the color of purple thread (7:6).3'> As Leidl points out in a general discussion of

metaphor, “. . . metaphor entails a certain risk in its application. Since the structural relations

311 Allusions or intertextual references to earlier poetry in many authors prove that other poetry has affected their
work. For examples and a well written discussion see Hinds 1998. The ability of male poets like Theocritus and
Ovid to realistically portray the feelings of female lovers (Idyll 2, Heroides) is also a warning against taking the use
of the first person in any poem as firm evidence that the author is narrating personal experience.

312 Robbins 2012; Calame 2012.

313 Lehnus 2012; Wiseman 2012; and Neumeister 2012.

314 Munro 1995, 88; Brenner 1997, 46.

315 Soulen 1967, 185; Black 2000, 311.
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between the source- [tenor] and target- [vehicle] domain associated can never be entirely
determined, a certain ambiguity can arise which may give opportunity for creative development
as well as polemical distortion.”*'° Because of this ambiguity, I doubt that it is possible to create a
simile or metaphor that, when taken literally, has no grotesque aspects.

In any metaphor a reader might consider a variety of possible interpretations for the
comparison. Therefore modern readers encounter more problems reading ancient metaphors,
since they can not know which elements an ancient audience would have thought were
appropriate and attractive. As Brenner has shown, there is very little biblical evidence outside of
SoS to provide a concrete picture of what was considered beautiful for a woman in ancient
Jewish society.’!” She discusses Sarah who is called beautiful by Abraham and whose beauty is
confirmed by the actions of the pharaohs, and yet no description is given of her physical
appearance (Genesis 12:11-20). She also mentions other beautiful biblical figures (male and
female), such as Tamar (2 Sam 13:1), Rebekah (Genesis 26:7), David (1 Samuel 16.12, 17.42),
Joseph (Genesis 39.6), Esther (Esther 2.7). These characters are not described physically; instead
the Hebrew Bible simply states that they are beautiful and tells stories that illustrate the effect of
their beauty on others. Furthermore, evidence from Greece shows that ideals and norms of
beauty vary by time and culture. For instance the Aphrodite of Knidos, while not what I would
call corpulent , is certainly chubbier than the beauty icons of 21 century America and yet there
is literary evidence suggesting that ancient Greek men considered her beautiful ' Therefore,

although modern American standards of beauty tend to favor slender women with smaller

316 Leidl 2003, 47. See also Cohen 2008, 1-11 for a thorough discussion of this aspect of metaphor.
317 Brenner 1997, 45-9; this section includes a brief synopsis of Hebrew terms for beauty.
318 According to Athenaeus (13.590f-91a) the famous courtesan Phryne posed for the statue.
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noses,’" without further evidence it is impossible to determine exactly what ancient Jewish
society found appealing in hair like goats, a belly like wheat, or a nose like a tower.

Each of the images in the SoS has been interpreted in various ways by many scholars. I
will do my best to mention the breadth of possibilities suggested. While I believe that some
interpretations would come to mind for more readers and I will make arguments for these and for
some fresh interpretations, I argue that one of the most important and appealing qualities of
erotobucolic literature is that it overtly engages readers in a game of looking for multiple
interpretations. Some readers will push the metaphors to the extreme literal possibilities, others
will be satisfied with a more abstract interpretation, some will read the poem as allegory, and still
others will see multiple possibilities for any given metaphor. This has been true of both ancient
and modern readers, and recent work in cognitive linguistic theory has shown that metaphors are
inherently polysemic.’” Since the erotobucolic genre makes heavy use of metaphor and allegory,
this polysemy is everywhere. That is to say that many other genres contain metaphors, but
erotobucolic poems contain metaphors within metaphors.

Love Blossoms

As stated above, one of the elements that makes SoS stand out as poetry, despite the lack
of markers such as meter or thyme that are familiar from Greek, Roman, and English poetry, is
the concentration of metaphors; SoS is remarkable among biblical texts for having a
concentration of innovative similes and metaphors.*!' As is typical of the erotobucolic genre,

images drawn from nature predominate in descriptions of the lovers. These metaphors, as Alter

319 There are notable exceptions to this rule, such as Barbara Streisand, Sarah-Jessica Parker, and Uma Thurman. I
do not mean to say that these women have abnormally large noses, only that they are larger than those of most other
contemporary actresses and models.

320 Freeman 2000; Bartsch 2009.

321 Alter 1984, 193 - in this respect, it is paralleled only by Job.
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notes, are treated differently from others in the Bible in that the lines between the tenor and the
vehicle blur, so that it is often hard to tell where the metaphor ends and poem returns to the
literal realm.??? This overlap between imagery and reality is an essential feature of erotobucolic
literature, where nature and love are always standing in for one another, alternating between
tenor and vehicle until the demarcation between lovers and landscape is obscured.

Both lovers in SoS are compared to flowers, trees, natural areas, spices, and other edible
plant products. Descriptions of both lovers with the same kinds of images suggest their mutual
desire and their equality within the realm of love. As Exum shows, however, this equality does
not extend to other areas of society; for instance, the woman endangers herself by roaming the
city at night, while the man has greater freedom of movement.*” The author creates a vivid
image of the lovers and their experiences by using metaphors that evoke many senses for the
reader, a literary technique known as synaesthesia.’** The look, sound, taste, smell and feel of
love are revealed through these images drawn from nature, revealing the intricate connections
between erotic love and the natural world.

Flowers appear both in the idyllic landscape of SoS and in the lovers’ descriptions of one
another. According to Munro, flowers in SoS are used to describe the delicacy and beauty of the
lovers.*> I would add that flowers call attention to the fragility and beauty of the love relationship

itself, which will either fall apart because of society’s disapproval or lose its intensity when (if)

322 Alter 1984, 192-203. Richards (1965, originally published in 1936) was the first to use the terms tenor and
vehicle to describe different aspects of metaphor.

323 Exum 2005, 25-8.

324 1 am using the term synaesthesia not in its medical or most common literary critical sense that one sense is
experienced or described as another, but going back to the greek syn ‘together’ and aesthesia ‘senses’, I use the term
to mean a description that brings together many different sensory experiences in order to create a more realistic
setting. For a similar use of the term see Rosenmeyer 2003, 113.

325 Munro 1995, 86.
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the lovers get married and remain together.*”® Despite the element of fragility in images of
flowers. In fact, the first flower image in SoS describes the man (1:14):
"TANY )12 9 TIT 930 YUK

To me my love is a cluster of henna in the vineyards of Ein-Gedi.
Here the man is a flowering plant, protected within the vineyards, which are associated here and
elsewhere with the body of the woman.*?” Ein-Gedi, a spring near the western shore of the Dead
Sea, calls to mind a fertile oasis amidst the desert, suggesting that the vineyards are both fertile
and rare. The woman’s body becomes a locus amoenus, providing shelter for the beautiful, but
delicate (i.e., mortal) man.”® Though beauty and delicacy are likely connotations of the henna
metaphor, it may carry other meanings as well. For instance, henna is known for having a
pleasing fragrance so that his presence would bring both visual and olfactory pleasure to the
woman.

As the poem continues, the connotations of flowers expand. The woman compares herself
to a rose or lily, and the man agrees, adding that her flower-like qualities cause her to stand out
among her companions (2:1-2):
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W: I am the rose of Sharon, the lily of the valleys
M: Like a lily among thorns, so is my companion among the daughters [of Jerusalem]

The woman uses these flower metaphors, but leaves the interpretation open. She could be

326 In real life, young people who fall in love for the first time tend to view their beloved as ideal and their love as
unique. Adults learn through practical responsibilities and social interaction that the world is not ideal and their
experience of love is not completely unique or definitely permanent (Fischer 1987). Thus, even if a couple stays
together, their infatuation with one another is likely to wax and wane at various times throughout their relationship.
In literature, love stories often end either with the marriage or death of the young couple and so do not deal with the
post-infatuation stage of the relationship.

327 See discussion of vineyards below.

328 Pope 1977, Fox1985 and many others have noted the association of the woman’s body and the vineyards of Ein-
Gedi. Many men in Greek and Roman literature are also associated with flowers, but only at the moment of their
death as their ultimately fragile, mortal nature becomes apparent (e.g., Ajax, Adonis, Hyacinthus, Narcissus).
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referring to her delicacy, beauty, fragrance, rarity, color, or any number of possible similarities a
woman might share with a flower. The man also leaves numerous possibilities open as lilies
differ from thorns in many ways. He adds to the complexity of the metaphor by pointing out that
the way(s) in which she is like a flower cause her to stand out from other young women. Since
the poet never clarifies the similarity intended to be expressed by the metaphor, the overlap
between the woman and the flowers is sustained. The reader is allowed to imagine all of the ways
in which she resembles a flower until the images of flower and woman become superimposed on
one another.*” In fact, the image of the flower may dominate, for the ancient readers and listeners
presumably knew exactly what a rose of Sharon or a lily of the valley looked like, but the
woman’s appearance is only described through metaphor, leaving it vague and mysterious.

Not long after describing herself as a lily, the woman describes her beloved thus (2:16,
repeated at 6:3):
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My beloved is mine and I am his, [he] who feeds among the lilies.

Pope points out that the verb here, “to feed” or “to pasture” (NY1) is ambiguous because it can
be used either for eating or causing another to eat. Furthermore, he notes, it is unclear whether
the lilies are being eaten or if they provide a description of the area in which he or his animals

eat.**® Coming after the convergence of woman and lily, this has often been read as sexually

suggestive. ' I agree that there is a scarcely veiled sexual reference here, but again the metaphor

329 In Greek myth, as the stories come to us through Ovid’s Metamorphoses, beloveds who die frequently become
flowers (e.g., Narcissus 3.474-510, Hyacinthus 10.162-219, Adonis 10.708-39). The transformation of those known
primarily for their involvement in a love relationship suggests that the analogy between lovers and flowers was
strong in ancient Greek literature as well. An Egyptian lyric known as the Flower Song (P. Harris 500, Group C:
Nos. 17-9) also closely associates flowers and lovers.

330 Pope 1977, 405-6.

331 Pope 1977, 406-7 reviews previous interpretations, discusses the multiple meanings of the verb, and rightly
concludes that a strong case can be made for either sexual or allegorical interpretations. He remarks, “in the final
analysis, the choice is determined by predilection.” Bringing in comparative material, he adds that in Sanskrit
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is open to multiple interpretations - not all of them physical. Feeding on lilies could suggest the
sweetness of words, as both lovers speak beautiful poetry. In Greek legends of poets, most
notably Comatas, poets often eat sweet things like honey or nectar.’* In the Hebrew Bible too,
pleasant words are elsewhere associated with honey and sweetness (Proverbs 16:24). Since the
flowers are external to the man and nourish him, they may be the poetic words of the woman that
feed his love for her. It may also be that feeding on flowers has caused the man to give sweet
kisses (as many have noted, his lips too are compared to lilies at 5:3)* or that he tastes the
flowery kisses of the woman. Both the man and the woman refer to the pleasure of each other’s
kisses in other metaphors that I will discuss later in this section.
Feeding among lilies appears again in a different context at 4:5:
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Your two breasts are like two fawns, twins of a gazelle, feeders among the lilies.
The image of breasts as gazelles has caused many interpretive problems, and scholars have
devised a variety of readings (see below). The lilies at the end of the line are so distant
syntactically from the breast that they may not be intended as part of the metaphor. Instead, as
Fox implies, the author may have decided to expand the description of the gazelles beyond their

relation to the woman.*** [ will save my discussion of the various arguments about gazelles for

literature the lotus is an attribute of the goddess of fertility and that eating lotus is used metaphorically of
cunnilingus. Fox 1985, 115 and Exum 2005, 130-1 are examples of scholars who take the verb transitively and argue
for interpreting this passage as a reference to kissing or lovemaking. Both Munro 1995, 97-8 and Landy 1983, 73-92
discuss some of the possibilities suggested by the imagery. Black 2009, 145 n.40 points out that, because similar
language of gazelles feeding on lilies is used to describe the woman’s breasts at 4:5, the man, the breast, and feeding
merge together in a strange analogy.

332 See the discussion of this trope as it relates to Theocritus in Chapter 2.

333 E. g. Pope 1977, Fox 1985, and Exum 2005.

334 Homeric similes frequently include of details that do (or may) not contribute to the comparison (see Shorey
1922 for a thorough discussion). Fox 1985, 131 offers five interpretations for this line, two of which would fit with
the idea that the lilies are an extension of the metaphor not meant to directly impact the impression of the woman’s
breasts, but rather intended to highlight the delicacy of the gazelles themselves. Pope 1977, 470 argues that the
image of breasts feeding on lilies does not make sense and that the end of the line was mistakenly added here
because of the frequency with which the man as gazelle feeds on lilies. This is possible, but the repetition of partial
lines with variation is a common feature of SoS and many of the other metaphors do not make immediate sense, so [



134

the section on animal imagery. If the lilies in this line are taken as part of the metaphor for the
woman’s breasts, then they are closely associated, but not necessarily synonymous with the
female body. They could suggest the the flower-like nature of the rest of the woman’s body,
surrounding her breasts. Since her breasts feed on or among the lilies, just as the line discussed
above may suggest a sweet voice, this line may suggest that her breasts taste sweet. It is also
possible to imagine that the woman is lying in a field of lilies or that the lilies are the man’s lips
(Cf. 5:3) and the terminology of feeding has been transferred from the man to the woman.?* [
prefer the reading that the breast gazelles are “feeding on” the lily lips as the vehicle once again
dominates the tenor, causing a metaphorical reversal of the “real” action. This reading has the
further benefit of entangling the lovers bodies not only with nature but even with one another,
perhaps signifying their erotic entanglement. In any case, the landscape, the female body, and the
metaphor are difficult to untangle.

In chapter 5, a mix of floral and spice imagery is again used of the male body (5:13):
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His cheeks are like terraces of balsam, beds of fragrant herbs, his lips are lilies dripping liquid myrrh.
The images call to mind not only the smells and sights that the woman associates with her lover,
but also the taste as she describes myrrh dripping from his lips - sweet kisses or sweet words.>*
This creates synaesthesia for the readers, helping them to imagine the vivid sights, smells, and
tastes in the lovers’ world. Despite their vividness, however, the sensations remain jumbled. The
man’s lily lips drip myrrh, not a part of the flower but the product of a tree. Despite its

unexpected presence in a lily, myrrh is appropriate to the context of love. In Greek legend, the

do not find the evidence against this half-line strong enough to remove it.

335 Fox 1985, 131 may be getting at this when he says, “The phrase. . . gains special erotic significance when later
on she compares her beloved’s lips to lilies.”

336 Fox 1985, 137 in his note on 4:11 notes the possibility that sweetness associated with the mouth might refer to
speech as well as kisses.
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myrrh tree is particularly associated with love. Myrrha had fallen in love with her own father and
was turned into a tree; that tree, the first myrrh tree, gave birth to Adonis, the beloved of
Aphrodite.’?” Just as in the case of the woman at 2:1-2 above, the plants are easier to imagine
than the man. The metaphor gives a sense of the pleasure that she takes in his company but
provides only a vague image of his appearance.

In addition to the floral images that show the delicacy, beauty, and fragility of love in
bloom, SoS contains a few significant depictions of the lovers as trees. Like the descriptions of
flowers, these may suggest the fertility and vitality of love. Unlike the floral images, the trees
might also symbolize the strength and longevity of love as experienced by the lovers of SoS. As
with other natural imagery in SoS, trees are an important part of the landscape described within
the poem. For instance, trees and greenery figure prominently in the description of the lovers’
“bedroom” (1:16-7):
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Behold, you are handsome?*® my beloved, pleasant indeed; moreover our bed is verdant
The beams of our house are cedars and our rafters are cypresses.

The outdoor bower of the lovers becomes a chamber in a luxurious palace. Additionally, the
lovers visit orchards or vineyards (2:15; 6.11; 7.13-4). Through the persistent juxtaposition of
natural metaphors such as trees for the lovers and the same types of objects in the verdant

landscape that surrounds them, the lovers become inseparable from nature.

337 See Detienne 1977, 60-71 for more on significance of myrrh and the various stories of Myrrha/Smyrna the
mother of Adonis. The story of Myrrha is most famously recorded in Ovid’s Metamorphoses (10.298-502). The
eastern origin of Adonis is apparent in his name, which derives from the semitic *17%, meaning lord. Therefore the
connection of the myrrh tree to the consort of the love goddess may have originated in the ancient Mesopotamian as
well. There is, however, no evidence for the story of Myrrha outside of Greco-Roman literature. Myrrh is mentioned
frequently in SoS and Egyptian love songs, so, in any case, it has erotic connotations in those cultures.

338 The same word (779°) meaning beautiful, handsome, or pretty is used of both lovers in SoS. I tend to translate it
as ‘beautiful’ for the woman and ‘handsome’ for the man because it appears to have a stronger connotation than
‘attractive’ or even ‘good looking’ but there are not many words for attractiveness that can be used of both genders
in the English language without some change in valence.
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This overlap between erotic partners and fruitful landscape is foregrounded in the

woman’s comparison of her lover to an apple tree (2:3):
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For my beloved among the youths is like an apple among the trees of the forest; I take pleasure and sit in his shade
and his fruit is sweet to my taste.

Many scholars have already noted the sexual connotations of this metaphor.>* Again the equality
and similarity of male and female in SoS is highlighted since the fertility of the male is described
in terms of his ability to bear fruit (an image more frequently associated with women).>* The line
between landscape and metaphor becomes blurred in this verse. At first the man is only described
as like a tree, but suddenly the woman is sitting in his shade as though there were a ‘real’ tree.
The changeability of space in SoS is related to the dreamlike quality that I will discuss in more
detail below. Though it is possible that the author has jumped from describing the man to
describing the landscape, if taken as an extension of the metaphor, the shade could symbolize the
protection and pleasure that the man provides for the woman. Nevertheless, the metaphoric
landscape takes on aspects of a ‘real’ landscape as the woman describes her position within the
metaphorical space.*

The woman describes her beloved as a tree again but this time with more emphasis on his
physicality (5:15):
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His legs are columns of marble set on foundations of pure gold; his appearance is like Lebanon, preferred, like the
cedars.

339 Pope 1977, 371-4 makes comparisons to Sumerian sacred marriage poems and discusses both erotic and divine
interpretations of the apple (possibly apricot) tree. Fox 1985, 107-8 points out the similarity between the protection
offered by the tree in this metaphor and the protection of the woman’s breasts at 1:13.

340 This connection between plant reproduction and sexual fertility is prominent in sacred marriage literature
(Nissinen 2008) and in Greek agricultural metaphors for sex (DuBois 1991). Fox 1985, 108 also points out that this
image balances the image of the woman as protector in 1:13.

341 See Chapter 2 for a similar poem in Theocritus and the Conclusion for a discussion of these and other poems
with similar imagery.
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The woman clarifies that she has likened the man to Lebanon because of his resemblance to the

cedars there.** The term “preferred” (1M21) implies that others share her opinion; they would
prefer or choose him from the crowd just as they would choose the best (tallest, strongest)
cedars, i.e., those from Lebanon. Taken together, the entire line suggests the strength, size, and
grandeur of the man. The effect of viewing him can only be compared to viewing a large
building, magnificent vista, or enormous tree. It is not surprising that many see the man in this
poem as an allegory for God.>* Whether or not this meaning was intended by the author, the
frequent use of metaphor for description encourages the reader to keep an open mind about the
implications of the text. The devotion and awe that the woman feels in the presence of her lover
(and his similar feelings in her presence) are analogous to the piety of a worshipper - an analogy
that I will discuss in more detail below.

Just as flowers symbolized both lovers, the man makes his own comparison of the woman
to a tree (7:9):
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I said “I will climb the palm tree, and I will grasp the date-clusters; may your breasts be like clusters of the vine and
may the scent of your breath be like apples.”

This metaphor is very similar to the comparison of the man to an apple tree above; the man
interacts with the tree of the metaphor as though it were a physical space. In this instance the
language leaves open the possibility that there is a real date palm that the man plans to climb and

that this activity reminds him of the woman’s body. The second half of the verse focuses on the

342 Lebanon is mentioned frequently in SoS (e.g., 3:9, 4:8-15, 7:5). Segal 1962 uses the mention of various
geographical references in SoS to support his argument that the poem was composed in the time of Solomon (when
international trade was flourishing).

343 Pope 1977, 547-8 discusses the statue-like presentation of the lover in this wasf'and argues that this description
suggests that the lover is Baal, the consort of Ishtar. He notes that Jewish and Christian interpreters have related the
description to the splendor of the temple and the word of God. I do not think that the description of the beloved is
specific enough to suggest a particular divinity, but it is certainly reminiscent of the lavish statues of divinities used
in a variety of Mediterranean religions. I will discuss the implications of this similarity in greater detail below.
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fertility of the woman by bringing in the image of grape-clusters and the fragrance of apples.
Nature blooms and produces fruit, inspiring people to love. Nevertheless, in the erotobucolic
genre the fertility of people is usually only implied by analogy with nature. The focus is not on
human reproduction, but on the relatively consequence-free enjoyment of love within a fertile
natural setting.’*

Sometimes rather than a comparison to a single plant, one of the lovers (usually the
woman) is compared to a larger, cultivated area of plants such as a vineyard, orchard, or garden.
These similes highlight the variety of pleasures that each lover finds in the other. At times the

lovers also speak of the vineyards in the landscape (2:15):
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Catch us the foxes, the little foxes that are destroying the vineyards; for our vineyards are blooming.
Similarly, the lovers plan to visit their vineyards together (7:13-4):
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Let us go early to the vineyards and see whether the vines flourish, the grape-blossoms have opened, and the
pomegranates have put forth buds; there I will give my love to you.

The mandrakes have given off their fragrance and over our doors are all preferred fruits, new and also old, my
beloved, I have saved for you.

Vineyards in these sections, when taken literally, suggest that the lovers are surrounded by the
same plant life that they use to describe one another. Still, a further layer of metaphorical
interpretation remains available; the vineyards may be read as the bodies of the lovers that need

to be protected from ‘predators.” Each takes delight in the fragrances and contours of the other’s

344 Brenner 1997, 87-9 points out that many of the plants mentioned in SoS (pomegranates, honey, dates, fir tree
products, wine, oil, myrrh, spikenard, and cinnamon) are known to have been used as contraceptives and
abortifacients in the ancient world. She argues that the plants may be included in part as a reminder that birth control
is readily available in the garden and any sexual interaction will not lead to pregnancy. I find this an attractive
suggestion, and it is possible that some ancient audiences of SoS would have thought about this while reading the
poem. However, since these plants are also sweet, fragrant, luxurious, and/or sensual, it is likely that most ancient
readers did not consider their use in birth control.
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body; the additional fruits and plants mentioned as part of the vineyard might suggest the many
parts of the body.**
Near the beginning of the poem, the woman overtly compares her body to a vineyard as

she complains that her brothers treat her poorly (1:5-6):
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I am dusky but I am lovely, daughters of Jerusalem, like the tents of Kedar,* like the tent-curtains of Solomon.
Do not stare at me - because I am swarthy,**’ for the sun burned me; my mother’s sons were raging at me; they made
me the keeper of the vineyards; my vineyard I have not kept.

Opinions vary on the translation of 1:5 because the connective 1 in Hebrew can mean either
“and” or “but.”* Therefore, the woman could either be saying that she is dark and (as everyone
knows) that is lovely, or that she is dark but (even though you would not expect it) she is lovely. I
have chosen to take it as “but” because the woman continues to explain her beauty by way of
other things that are both dark and beautiful. In a poem with so many metaphors, this would not
be enough reason to take her declaration as an apology on its own, but the following line
explaining how she came to be dark reads like an excuse rather than a boast.** If she were
boastful of her darkness, then she would be more likely to invite staring and unlikely to complain
that she has not been able to tend her “vineyard.” The woman realizes that her blackness is
beautiful and her lover does as well, but she is aware that others may shun her for her blackness

and so she explains it to them.

The language of 1:6 is rich in meaning. The verb used for the sun (9T¥) means not only

345 1 will discuss the foxes and their connection to danger in the idyllic landscape later in this chapter.

346 This is the name of a son of Ishmael that was later applied to his descendants. The root of his name, 27p, is also
used to form words associated with darkness and mourning (Pope 1977).

347 For a good parallel to the dark and/but beautiful theme, see Theocritus Idyll 10.

348 Pope 1977, 307-321 discusses the history of this verse’s interpretation in detail and discusses the worship of
black goddesses from Isis to black depictions of the Virgin Mary.

349 Fox 1985, 101 also reads these verses as a complaint. He points out that this is the darkness of sunburn and not
the darkness of race; the woman is worried that others will think that she is of low social status because she has
worked in the sun, not that they would find people who are racially black unattractive.
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that she was burned by the sun, but that the sun was looking upon her.>*° In stories from Greece
and Rome, the sun is able to see all things and habitually falls in love with mortal men and
women.*' The woman could be suggesting that her original beauty drew the attention of the sun,
but has now been marred in some part because of his attention.>> Thus she begs people not to

look not only because her beauty is marred but also because she fears that their attention, too,

will spoil her beauty.’* The verb used of her brother’s anger (17MN) can mean both being angry
and scorching,* thus continuing the theme of the sun’s heat and the idea that attention from
others (i.e., anyone besides lover) is damaging. Within one line the woman talks about the ‘real’
vineyards of her brothers that she has been forced to tend and her own vineyard, likely a
metaphor for her body that she has been too busy to care for or her sexual needs that have gone

unfulfilled >

350 Cf. Fox 1985, 102.

351 Helios, later identified with Apollo, had an affair with a human woman that lead to the birth of Phaethon (Ovid
Met. 1.747-64). The sun’s ability to see all things is important in the story of the abduction of Persephone (Hom.
Hymn Dem.) and in Hephaestus’ discovery of the affair between Aphrodite and Ares (Od. 8.267-366). Though these
are not stories of the sun in love, they do associate his ability to see all with spying on lovers. Another relevant story
is that of Selene who fell in love with Endymion while looking down on him from the sky. It is known from a
scholion on Apollonius’ Argonautica (4.57) that Sappho had a poem on the love of Selene and Endymion, but the
poem itself does not survive. There are no extant stories of Shamash, the sun god of Sumerian mythology, falling in
love with mortals. However, his special favor for Gilgamesh in the Epic of Gilgamesh may suggest either an erotic
infatuation or an ancestral connection.

352 In Ovid’s Metamorphoses, Apollo is particularly unlucky in love and his attentions tend to be disastrous for the
women as well (e.g., Daphne, Coronis, Hyacinthus). Zeus’ destruction of Danae may also be related, though he is
not a sun god, he did first appear to her as a golden ray of light and later destroyed her when he appeared to her as
lightning.

353 At 1:7 the woman was afraid to go veiled among the shepherds, perhaps because this would draw their attention
and make them think that she was a prostitute. Pope 1977, 330-1 makes a convincing argument for reading 1:7 as a
reference to the veiling of a prostitute based on the story of Tamar (Genesis 38:14). At first this seems like an
unusual interpretation, since veiling is usually considered an act of modesty (i.e., covering oneself and averting
attention). However, as Pope points out, it can also be an act of disguise. Furthermore, the story of Tamar shows that
prostitutes both veil themselves and sit at the wayside (i.e., go out into a public, male dominated area). The woman
in the story would also be going veiled into a public, male dominated area. These circumstances and the woman’s
concern about visiting her lover in this way suggest that she is concerned, if not about being taken for a prostitute,
then at least about committing an immodest act. Though modern American audiences tend to think of veils as a sign
of modesty, biblical references to women covering their faces with veils seem to be erotic; it is associated with
weddings at Genesis 24:65 and 29:23 and with prostitution or shameful worldliness at Ruth 3:15 and Isaiah 3:16-23.
See Exum 2005, 161 for a discussion of modesty and veiling in regard to SoS 5:12.

354 Cf. Fox 1985, 102.

355 Pope 1977, 323-7 takes the references to tending vineyards as explicitly sexual and compares them to
agricultural metaphors for sex from other Mediterranean poems. I am more inclined, along with Fox, to take the
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Again, near the end of SoS, one of the lovers speaks of his/her vineyard and compares it

to the vineyards of Solomon (8:11-2):
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Solomon had a vineyard in Baal-hamon, he entrusted the vineyard to keepers; each man brought [him(self)] a
thousand silver for the fruit.

My vineyard, which is mine, is before me; the thousand is for you, Solomon, and two hundred for the keepers of its
fruit.

I have attempted to capture the ambiguity of the original Hebrew in my translation. For instance,
it is unclear to whom the keepers are bringing the thousand pieces of silver in 8:11 and at 8:12,
whether it is Solomon or the keepers themselves is controversial and, perhaps, impossible to
answer definitively. Furthermore, most have taken the thousand in 8:12 as a reference to the
silver in 8:11, but it could also be a thousand that is earned from the lover’s vineyard and that he
or she will give to Solomon. The keepers mentioned at the end of 8:12 could be guarding either
vineyard; the lover’s since his or her vineyard was mentioned explicitly in the same line or
possibly Solomon’s because his name later in the verse could signal that the speaker is now
referring to his vineyard again.*> The strong emphasis on the lover’s sole possession of the
vineyard at the beginning of verse 8:12 implies a contrast with the previous verse in which
Solomon rented his vineyard to keepers. Therefore, any mention of keepers is better understood
as a reference to the keepers of Solomon’s vineyard. The vineyard that the lovers share is private
(no hired keepers allowed) and, if the vineyard is taken metaphorically, they are faithful to one

another. I am inclined to read the woman as talking here because the vineyard in 1:6 was hers,

brothers’ vineyard literally and the woman’s vineyard figuratively, though not necessarily as a reference to
intercourse (1985, 102). The author of SoS plays with the audience, letting each person decide how far he or she
thinks that the lovers have taken their sexual play. I will speak more about this passage and the possibility that,
contrary to Pope, it suggests the woman has not been having sex, in the concluding chapter.

356 Pope 1977, 688-91 summarizes some of the various interpretations of this financial transaction; most modern
scholars have considered the passage as evidence for the wages of a tenant farmer in the time of Solomon or as a
moral lesson about the value of the woman over worldly wealth, the importance of rewarding faithful work, or the
importance of diligent work.
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but Fox has made a good argument for reading these lines in the voice of the male.*” Whichever
lover is speaking, the vineyard, like the garden of 4:12-5:1, belongs to both of them. The fidelity
of the lovers contrasts famous stories of Solomon’s many wives.**

In his first comparison of his beloved to a garden, the man focuses on this same theme of
fidelity (4:12-5:1):

DINN Y0 7Y 53 N2 0NK 1) 1y

'DTI°DY D192 D'TAN )9 DY N1 D18 02y

'DNWIWNYTDI DY MOTNL TN D127 ¥Y75I DY NP1 IR D311 1T

M132710 D711 070 0 A DA YN

TN 79 SN TIA2 ITIT N PRI AR 221 9N 17N NI hay Thy

1IWNNY DWI2IX07DY 1 DY WAT DY MY R2IN MYATDY N NN 122 "HNK A2 NN
0mi

M: An enclosed garden is my sister, my bride, an enclosed spring, a sealed fountain.

Your sprouts are an orchard of pomegranates with preferred fruits, henna with nard.

Nard and a saffron stalk and cinnamon with all trees of frankincense myrrh, and aloes with all the choice spices.
A fountain of gardens, a well of living water and currents from Lebanon.

W: Wake North wind and come South wind and breathe upon my garden so that its spices may flow out, let my
beloved come to his garden and eat the preferred fruits.

M: I have come into my garden, my sister, my bride, I have plucked my myrrh with spice; I have eaten my
honeycomb with honey; I have drunk my wine with milk; Eat, friends, drink and get drunk, lovers!

Many have taken the reference to enclosure, locking, and/or sealing in 4:12 as a metaphor for the
woman’s fidelity or celibacy.’ Of the two, I prefer fidelity because the man is already able to

describe the interior of this garden, and in 4:16 the woman invites him to enter, calling it his

garden (1J9). If the locked garden is a metaphor for virginity, then the text about the man’s entry
suggests that woman does not plan to stay a virgin for long. However, the enclosed garden may
simply highlight the privacy of the space and the emotional intimacy of their love. After all,
though readers tend to associate the vineyard with the woman’s body, the aspect of the woman to

which the metaphor refers is unclear so that it could be her mind, heart, and/or sexual favors that

357 Fox 1985, 174.

358 Wittekindt 1925; Falk 1982, 133; and Fox 1985, 175 have also noted that Solomon’s vineyard could represent
his harem or perhaps temple prostitutes and that this contrasts with the monogamous lovers.

359 Pope 1977, 488; Fox 1985, 137. I have found no commentators who do not interpret this verse as a reference to
either virginity or fidelity.
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are closed to all others except the man.

The metaphorical garden contains luxurious plants and spices, many of which are used in
metaphors for the lovers throughout SoS. The plants brought together in these verses have a
variety of sensory associations that create synaesthesia for the reader.® There are plants known
for their smell (nard, frankincense myrrh, henna); plants known for their taste (pomegranates,
saffron, cinnamon); and plants known for their appearance (aloe). The inclusion of water and
wind in the metaphor encourages the reader to imagine the sound of flowing water and the feel of
the breeze, completing the picture so that the reader can imagine every sensory aspect of being in
the garden. This metaphor adds little to the reader’s understanding of the woman’s physical
appearance (‘real’ or as she appears to the man), but it does express vividly the way that her lover
feels when he is with her. Both lovers talk about “preferred fruits” and the woman invites the
man to eat these fruits, suggesting some sort of sexual gratification without going into the kind of
graphic details that audiences might have found distasteful .*!

Garden imagery appears again when, after having searched for her beloved in verses
5:6-16, the woman tells the daughters of Jerusalem that her beloved is visiting his garden (6:2):

DY LPY9 D3 MY DYAN MY 1339 1137
My beloved has gone down to his garden to the beds of spices to graze in the gardens and to pick lilies.

Later in the same chapter, the woman also visits her garden (6:11):

I
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Into the walnut garden I have gone down to see the blossoms of the valley, to see the garden flourish and the
pomegranates sprout.

360 See note above on my use of this term.

361 Modesty (both sexual and social) is encouraged for both men and women in the Hebrew Bible. Though this is
an ideal quality and individual men and women would react to it differently, it would likely have an effect on self-
presentation, for instance the frequent use of euphemisms for sex even when describing procreation in the Hebrew
Bible (¥7° “to know” is used frequently in Genesis). SoS toys with this sensibility, using metaphors that are read as
sexual by many, but always allowing a literal reading that does not break with expectations of polite discourse.
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The garden(s) in these verses are open to a variety of interpretations. The garden could be a real
garden that the lovers visit together; it could be the woman’s body since the garden in 4:12 is

explicitly identified as the woman; and/or, in 6.11, it could be the body of the man since it is now

the woman who visits the garden and enjoys the fruit. As Pope has shown, the walnut (TJAN), a
term introduced for the first time in this verse, has erotic and feminine associations. There was a
shrine of Adonis, a famous consort of the love goddess, surrounded by a walnut grove .’ In
addition, nuts were considered a symbol of female genitalia and were sometimes mentioned in a
ritual formula to a virgin birde or strewn about the bridal pair at weddings.’*® Therefore, I think
that the primary reading is still that the garden is the woman’s body. She is likely accompanied

by the man since she uses some of the same language that has been used to describe his visits to

her garden, such as “go down” (6:2 T1") and “pomegranates” (4:13 1107).

At times the lovers either compare one another to spices or describe the spices and
perfumes with which their bodies are anointed without the context of a garden or a vineyard.
Spices are one way that the lovers remain in touch with the natural, bucolic world even when
they are in the city. Most of the spices and ointments mentioned were frequently used as
perfumes in the ancient Mediterranean and were considered appropriate to an erotic context.
Detienne describes the erotic uses of spices such as myrrh, incense, and perfumed ointments. His
main focus is on ancient Greece, but he considers other parts of the Mediterranean as well, such
as Egypt and Mesopotamia.** He demonstrates that in all of these countries spices were used

both in religious ceremonies and in erotic contexts. Therefore he argues that these expensive,

362 Wittekindt 1925, 178; Pope 1977, 577. See the chapters on Theocritus, especially discussion of Idyll 15 for
more information on Adonis.

363 Pope 1977, 578. Nuts were also thrown at the married couple as a part of the Greek wedding ceremony,
suggesting that they had similar connotations of abundance and fertility (Oswald and Haase 2012).

364 Detienne argues convincingly that the use of these products in both divine ceremonies and sexual encounters
makes sense because spices are seen as a conduit for bringing together the distant. They allow men to commune
with gods spiritually and men to connect with women erotically (1977, 5-36).
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often imported plants were thought to bring together opposites (e.g., divine/human, male/
female). Often these spices are closely associated with fertility deities and sacred marriages
(bringing together the divine/female with the human/male). For instance, at least in Ovid’s
version of the tale, Adonis, the future consort of the love goddess, was born to Myrrha after she
had been turned into a myrrh tree (Met. 10.431-559).

Spices and ointments are introduced early in SoS and their significance in creating desire

between the lovers is foregrounded as the woman describes her beloved (1:3):

1

TATY MAY 1275V TRV PIR DY D0 1anw i

The scent of your ointments is good; your name is an ointment poured out, and for that the maidens love you.

In her first use of the word “ointment” (1NV), the woman may suggest that the man wears
ointments that give him a pleasing aroma. She may also be indirectly referring to his virility as
this root can also be used to mean “fat” and at Isaiah 5:1 this meaning is metaphorically to
suggest the fertility of a field.**> Her next use of the word is figurative, comparing the man’s
name to an ointment. If the were written about famous lovers, then this could be a hint that his
name was similar to the name of a fragrant ointment. However, this would require a pair of
lovers famous enough that this hint and the term Shulamite would be enough to identify them to
the audience. I find it unlikely that the names of such a famous pair would be lost while the poem
was remembered. This phrase may suggest that hearing the man’s name calls his presence to
mind and makes her think of his fragrance .’ Another possibility is that the sound of the man’s
name has a quality that is pleasing and desirable to the woman (and she assumes or knows that it

is pleasing to other women) in the same way that the fragrance of ointment is desirable >’

365 BDB javw.

366 Exum 2005, 94-5 mentions the synaesthesia of using a scent to describe a name. She argues that the comparison
implies that the man’s presence is overwhelming, like the scent of a strong perfume.

367 See the Conclusion for a discussion of this and other erotobucolic images that conflate multiple senses.
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Near the end of the first chapter, the woman speaks of her own fragrance (1:12):

ANMN2 TN 130N 0AT

Y
While the king was at his table my spikenard sent forth its fragrance.
The connection between the woman’s fragrance and the king’s table is mysterious. Interpretation
of this line depends partially on whether or not the reader believes that the king is the beloved.*s
If he is a rival of the beloved, then perhaps the woman releases her fragrance for the beloved
while the king is away at the table. If he is the beloved, then perhaps her spikenard sent forth its
fragrance in order to attract his attention. As discussed above, fragrant spices can arouse desire.
Conversely, it may be that the spikenard, which must be rubbed to emit a fragrance, stands in for
the genitalia (of either lover); a variant metaphor for sexual arousal. If, as I discuss above, the
woman uses the term king for her beloved as a compliment and the spikenard is a reference to
genitalia, then perhaps the table is another metaphor. As I have shown elsewhere the lovers’
bodies are frequently described using edible plants (grapes, pomegranates, apples, choice fruits)
and later I will show that other edible things are used to describe them (wine, honey, milk). The
king’s table could stand in for the gathered fruits of the woman’s body that he has come to “eat,”
similar to his claim in 5:1 to have eaten the fruits of his garden. The erotic connotations of spices
and eating are present in all of these interpretations.
In the next verse the woman returns to a description of the beloved as an aromatic plant

(1:13):

19T 29 T pn MY
A kernel of myrrh is my beloved to me, he spends the night between my breasts.

Similar to the next verse (1:14), which I discussed above as the first flower metaphor in SoS, the

368 See the discussion of possible characters above.
369 Fox 1985, 106 notes this possibility based on Origen’s remark that spikenard only emits a fragrance when
rubbed.
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man is portrayed as something delicate and pleasing that is sheltered by the woman’s body.
These images work closely together to portray the woman as protector.’”” When he is with her,
the man is able to rest in a paradise between her breasts, at the oasis of Ein-Gedi (1:14), or in a
secure garden (4:12). The man may also be a protector in other metaphors, but in these images he
is small and she envelops him - yet he is like an expensive perfume that pleases her and makes
her more attractive.

Three times in SoS it is mentioned that the man goes to “the mountain of spices.” The

image first appears early in the poem (2:17):
N3 M07OY D20 19y N 02¥0 T 2INT 3D 0°)2x0 107 DD M Ty

Until the cool of the day and the shadows flee, turn, my beloved, and be like a gazelle or a young deer on the
mountains of spices.

The second occurrence of the image begins the same, but the end is varied and expanded (4:6):
NN NYONI MAN DK Y 19X DYYYN DN DD MW TY

Until the cool of the day and the shadows flee, I will take myself to the mountain of spices and the hill of
frankincense.

In the final line of the poem, usually a point of marked importance, the image occurs again. This
time the beginning of the line is shortened but the ending is nearly the same as in verse 2:17
(8:14):

DY "IN OV DD 19Y2 18 1YY 1R TN
Flee my beloved and be like a gazelle or a young deer on the mountains of spices.
Each time the word used to describe the spices is varied, in 2:17 it is Bether (111]), an otherwise

unattested word that most take as a reference to spices based on the other two passages; in 4:6

the mountain is of myrrh (1MAN 1N"ONX) and in 8:14 it is of balsam (D21 *IN). The mountain

370 Fox 1985.
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of spices is often taken as a metaphor for the woman’s mons pubis or breasts.”” | agree that either
of these interpretations is possible and more specifically I agree with Fox, who argues that, even
where there may be reference to the mons pubis, it need not imply penetration. As Fox and others
have argued, SoS teases and frequently alludes to sexual acts, but it always leaves the reader
uncertain about the exact tenor of the metaphor and unsure whether or not the lovers have “gone
all the way.”It is also possible, since the lovers seem to be together when this line is spoken and
it asks the man to flee, that the mountain of spices is a place that is separate from the woman,
perhaps the spices do or are thought to have some effect on the gazelles, in the same way that
certain herbs, notably jimsonweed, affect other livestock (Cf. Theoc. Id. 2). Then the importance
of the mountain of spices would be to more specifically describe the way in which the man
should behave like a gazelle.

During an extended comparison between the lovers and the bridal procession of

Solomon, an unusual spice image is used to describe one or both of the lovers (3:6):
9271 NRAN YIN NP2 NN NIYPN WY MINNI 13TANIN N2V NNTF N

Who is this coming up from the wilderness like columns of smoke burning myrrh and frankincense with all the
powders of a merchant?

The pronoun for this (NNT) used here is feminine singular, perhaps suggesting that this is a

description of the woman. However, the next line (3:7) will answer the question with an object, a

371 Pope 1977, 409-11 summarizes various interpretations of 2:17, including the possibility that 7.0 2 means
“cleft,” specifically the cleft between the woman’s breasts or pudenda. Fox 1985, 116 has a list of six possible
interpretations of 2.17, but argues that Bether is primarily a reference to a place (most likely Beiter near Jerusalem).
He takes 4:6 and 8:14 as descriptions of the girls breasts (132, 177). Since the mountains are plural, he argues that
breasts are the more likely tenor. However, parts of the body that are considered singular in one language may be
plural in another, especially when they can be split into two symmetrical halves. For instance, in Greek, the plural
“ppéveg” is frequently used where English would use the singular “chest.” Exum 2005, 132 argues that 7.0 2 should
be translated as “cleft.” Furthermore, she discusses the difficulty of translating directions in these passages, since the
words for “turn” and “flee” seem to suggest that the man should leave the woman, but the “mountains of spices”
suggest that he should come to the woman. I agree with her explanation that here the poet plays with our
expectations, suggesting on the literal level that the lover should turn away, but on the figurative level that he should
approach the woman.
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couch or bed (NNN), a singular feminine word. Though the question “who” (1) implies that the
speaker is talking about a person, the feminine singular may have been chosen in anticipation of
the answer, a couch. Pope combines these two possibilities, stating that the bed “would thus be or
include his intended bride.”3”> The beginning of this line, “Who is this coming up from the
wilderness,” is repeated again at 8:5 and this time the answer is clearly the woman (now she is

leaning upon her beloved).”” Though many interpretations are possible, I agree with Fox, who

argues that all three instances of NNT M are rhetorical questions (3:6, 6:10, 8:5) expressing
surprise and admiration. He notes that these questions seem to respond to adjurations from or
descriptions of the woman rather than beginning new sections. Thus, the mention of the couch in
3:7 is not a response, but the beginning of a new section and the columns are a description of the
woman.*’*

Most scholars assign 3:6-7 to the daughters of Jerusalem, who were addressed in the
previous line. Just as earlier in the text (1:3-4), the woman let us know that she was not the only
one who found the man attractive, this passage confirms that other people are attracted to the
woman. Whether the woman is one column of myrrh and one column of frankincense or columns
of both spices combined, she is both impressive and pleasing. If the daughters of Jerusalem are
responding to this line, then their description provides an independent verification of the man’s
assessment of the woman. She has the same overwhelming effect on the daughters of Jerusalem
as she has on her beloved. Even her female friends can only describe her with grand metaphors
that provide more of a sense of her effect on others than an understanding of her own appearance

(just as the woman described the man using grand metaphors at 5:15, discussed above). The

372 Pope 1977, 661 notes the similarity between these three lines and asserts that all three refer to the woman.
373 Verse 6:10 also begins similarly (nXT *n) and seems to refer to the woman (it comes at the end of a description
of her beauty).

374 Fox 1985, 119.
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daughters of Jerusalem also identify the woman with nature; they describe her as coming from
the wilderness and associate her with plant-derived spices.’” Thus, even the daughters of
Jerusalem (i.e., the city girls), drawn into the world of the lovers, are shown to see them in
erotobucolic terms.

Even the erotobucolic identification of beloved with plant does not satisfy the man and in

4:10 he claims that his beloved is better than the natural world:
DNPADIN TIRY TN 1 TN N22 ONK PTTITIN

How beautiful your love is my sister, my bride; how much better your love is than wine and the fragrance of your
oils than all spices.

In accordance with the failure of language to describe the beloved, the man even becomes
dissatisfied with his earlier comparisons.’’® Rather than comparing the woman to something else,
for all words are ultimately dissatisfying in the attempt to describe love,*”” the man says that she
is better than anything that he has compared her to earlier. She is better than all of the spices,
which, as I have shown, were considered luxurious and erotic, even bordering on the divine.””
argue that here the man implies that his love is like worship for the woman or that being close to
her allows him to commune with the divine. He claims that the natural oils of her body are better
than all spices; this would include any spices that were commonly used in sacrifices, such as
frankincense and myrrh.

Many of the verses that I have discussed above use myrrh either to adorn the lovers or as

a metaphor for their qualities. In addition, myrrh is frequently present at those moments when

375 Both myrrh and frankincense are luxurious perfumes derived from the resin of trees.

376 Barthes 1978, 18-21; Kristeva 1987, 1-2.

377 Kristeva 1987 suggests that metaphor is the final attempt of language to described the beloved before the lover
becomes fatigued. The lover cannot express the effect of the beloved with simple words and so attempts to describe
them by comparison to other overwhelming concepts. Ultimately, as here, even the metaphors fail to capture the
“ipseity,” to use Barthes’ term, of the beloved.

378 Detienne has shown that spices were associated with the divine Greece (1977, 5-36), but they were also
important in Jewish religious rituals (e.g., Exodus 30:23-36; Leviticus 2:1-2, 2:15-6, 5:11, 6:15, 24:7; Numbers 5:15;
I Chronicles 9:29).
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there may be an oblique reference to sexual activity (e.g., 1:13,4:14, 5:1). The passage in SoS

most often interpreted as a description of sexual intercourse prominently features myrrh (5:4-5):

1LY IND WM NN IT NYY T
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My beloved stretched his hand through the opening and my viscera were aroused because of him.
I arose to open to my beloved and my hands dripped myrrh and my fingers dripped sweet-smelling myrrh on the
handles of the bolt.

In the surrounding passage, the woman describes how the man tried to visit her at her home in

the city, but she did not open the door until he had already gone. Pope argues that the lovers

consummate their relationship in this scene. He interprets “hand” (T7) in 5:4 as a euphemism for
penis.’” Fox admits that the phrase does call intercourse to mind, but does not think that sexual
activity would fit the narrative of the poem.* I too accept that there is enough sexual imagery in
this passage to make the reader think about penetration. Nevertheless, I believe that the language
of the passage and the separation of the lovers in the surrounding narrative encourage a milder
reading .’ Though the woman is aroused by the approach and attempted entry of the man, when

she is ready to let him in, he is already gone. It is not until he is gone that the woman describes

her hands as “dripping myrrh” (11-19D)). The myrrh here is closely connected to the woman’s
desire (she begins to drip myrrh only after her viscera are aroused) and suggests her readiness to
let the man in. However, the passage suggests that they do not actually come together and in the
following lines the woman must search for her beloved.

Wine and honey are closely related to the spices and vineyards of SoS. Both substances

379 Pope 1977, 517-9. Exum 2005, 195-6 and Black 2009, 149-50 mention Pope’s interpretation and agree that this
creates a double entendre in the passage.

380 Fox 1985, 144.

381 It is impossible to be certain of authorial intent, but it is possible that this passage was written purposefully so
that most readers would think of intercourse before/while realizing that a less explicit encounter was more likely. In
this way, the author might play a joke on the readers, making them aware of their own sexualized reading of the text
as Goldhill suggests happens to those who read Daphnis and Chloe from a ‘sophisticated’ perspective (Goldhill
1995, 1-45). Whether it was intended by the author or not, I can attest that this is the effect that the passage had on at
least one reader.
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are derived from plants (grapes and nectar) with the intervention of humans or bees. The
association between wine, honey, and spices makes sense, because, as 8:2 shows, sometimes
people added spices or honey to their wine to make medicines or to improve the flavor.* Like
spices, wine has long been considered an aphrodisiac and in many Mediterranean cultures it has
connections to the divine.** The Hebrew Bible records the use of wine as part of the daily
sacrifice (Exodus 29:40-1) and in other sacrifices (Numbers 15:5-10). Like spices and vineyards,
wine and honey are used in SoS as metaphors for love and the attractions of the lovers.
At the beginning of SoS, the woman describes her beloved, comparing his love twice to
wine (1:2-4):
1 PTT DL IS MPwn pwr
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Let him kiss me with the kisses of his mouth, for your love is better than wine.

The scent of your ointments is good; your name is an ointment poured out, and for that the maidens love you.

Take me away! We will run after you! The king has brought me to his bedroom; we will be happy and rejoice in you;
we will remember your love better than wine; virtuous people love you.

In 1:2, the woman first speaks of the man in the third person and then addresses him as though he
has appeared. This is one of the subtle ways that SoS enacts the experience of being in love. As
with Barthes’ composite lover, in SoS love is primarily an emotion of yearning, requiring that the
love object be absent, and yet, the lovers’ power to imagine one another is so great that at times

the lover seems to be present before them.* In SoS it is often difficult to differentiate between

382 See Plin. Nat. 14 for information on a variety of Greek, Roman and some other Mediterranean wines both
mixed and unmixed. He attributes the first mixture of wine and honey to the Greeks (14.6). For more specific
information on mixed wine in Egypt, see McGovern 2009.

383 Dionysus/Bacchus is the god of wine in Greece and Rome and is so closely associated with wine itself that the
drink is sometimes called Bacchus. As stories of the Maenads show, see especially Eur. Ba., the consumption of
wine could lead to divine madness. In Greece, wine was associated with love at the symposium (Plat. Sym.) and in
Greek and Roman poetry (e.g., Anacreon and the Anacreontic authors, Theocritus, Propertius, Ovid).

384 Barthes 1978, 13-8 describes this aspect of love in life and literature generally. Black 2009, 204-19 has shown
the benefit of reading SoS with Barthes in mind. Exum 2005, 3-7 explains the “illusion of immediacy” in SoS
specifically.
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the times when the lovers are portrayed as together and the times when they are merely
imagining one another. This uncertainty adds an element of tension for the reader, who tries to
keep up with lovers that can be together in one line and unable to find one another in the next, as
if in a dream.®® This dreamlike quality is enhanced by the ambiguity of space, as seen in 1:4,
where the woman is at one moment waiting to go with the man, the next already in the king’s
bedroom, and finally with other people remembering his love. The narrators of SoS often leave
the reader to wonder how much of the erotobucolic description is a landscape and how much is a
metaphor or even if some images might be both.

Later in the poem, the man describes the woman in similar terms (4:10-1):

DNPADIN TIRY N 1 TN N22 ONK PTTITIN
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How beautiful your love is my sister, my bride; how much better your love is than wine and the fragrance of your
oils than all spices.

Honey drips from your lips, my bride, honey and milk are under your tongue and the fragrance of your clothing is
like the fragrance of Lebanon.

I have already discussed the end of 4:10 with regard to spices above and, just as before, the
comparison between love and wine shows the man’s dissatisfaction with simply equating the
woman to the natural world. The best things in nature come as close as possible to describing her
and yet she is better even than those. In 4:11, he goes back to describing his beloved in terms of
bucolic produce, but this time he uses two of the most famously pleasing substances in biblical
tradition, honey and milk.** The refreshments under her tongue suggest that the woman'’s kisses
are both sweet and nourishing. Just as in 5:13 above, any reference to sweetness in the mouth

might also suggest the sweetness of the lover’s words. Furthermore, as Exum has argued, the

385 See above, Pope 1977, 132-40 and Exum 2005, 45-7 for discussions of the dreamlike quality of SoS.

386 “A land flowing with milk and honey” ( w2,7-122 1 n2 1 7.1X) becomes proverbial for desirable land in Exodus
(3:8, 3:17, 13:5, 33:3). The man uses these same terms for milk (2717) and honey (v27). Pope 1977, 486 notes the
similarity of the phrases but does not provide an interpretation.



154

presence of milk and honey dripping from the woman’s mouth suggests that her body is like the
promised land.*’” The promised land like the locus amoenus is an idyllic land of plenty,
suggesting the pleasure of being with the woman and perhaps her fertility.

Spices are brought in again at the end in the comparison between the fragrance of her
garden and Lebanon (11229); a comparison that makes sense because of the similarity in Hebrew

between the word for Lebanon and the word for frankincense (12129). The fragrance of Lebanon
may also include the fragrance of cedar, which was primarily imported from Lebanon (cf. 5:15);
thus her garments would smell of expensive spices and luxurious wood so that she is twice
doubly redolent of nature and the exotic.

Wine and flower imagery are combined later in SoS to describe the woman’s body (7:3):

'DWIWA NND D'ON NRIY 7102 30N 1DNIX 10PN 13X 1Y

Your navel, a round bowl, does not lack mixed wine; your belly is a heap of wheat fenced in lilies.
Scholars have suggested a variety of interpretations for this rich verse, revealing the multiplicity

of meaning that can be found in just one segment of erotobucolic poetry.** As with the honey and

387 Exum 2005, 172-3.

388 Pope 1977, 617-24 summarizes interpretations of this verse up to his time. Pope himself argues that (1710),
usually “navel” or “umbilical cord,” should here be translated as vulva based on a similar Arabic word and points
out that, since the blazon moves from the woman’s feet upward, “the locus of the evermoist receptacle between the
thighs and the belly would seem to favor the lower aperture” (617). The text supports a wide range of
interpretations; those who consider the sexual possibilities of the text are likely to read it this way, while others will
read only a literal navel, and yet others will look to a religious interpretation. Fox 1985, 159 notes that the blazon
does not continue in perfect top to bottom order (the eyes come before the nose) and argues that the wine in the
metaphor may be restricted to the bowl. Exum 2005, 233 agrees that this need not be a reference to the vulva based
on the order of the blazon, but feels that the mixed wine is an important part of the comparison. She suggests that the
mixing of the wine may stand in for the mixing of male and female bodily fluids. As for the second half of the line,
most scholarly debate focuses on the size of the belly. For recent opinions for and against corpulence, see Black
2009, Exum 2005, 234. Ainsworth 1623 is the only commentator that I know of to have suggested that the woman is
pregnant. This interpretation is unlikely given the playful way in which the text teases readers, never revealing
whether or not the lovers have physically consummated their relationship. Pope cites earlier interpreters on the
practice of encircling wheat with a fence or hedge to protect it from wind and birds. He is also reminded of
Mesopotamian and Indian terracottas of goddesses wearing elaborate girdles. These images taken together provide a
unique and convincing explanation of the metaphor. Exum points out that the comparison to wheat signifies that the
woman’s belly is soft. Black 2009, 150-3 argues that this entire verse is a part of a series of food-body metaphors
that suggest the cannibalistic consumption of the woman. It is a creative interpretation, but one that applies the
consumption metaphors of the text too literally to the body of the woman (eating is often a metaphor for sex because
they are both sensual pleasures, but few readers will see this sexual “consumption” as cannibalism).
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milk under the woman’s tongue in 4:11, the wine in her navel suggests the pleasure of her body -
being near her or being intimate with her is intoxicating. The comparison of her belly to a heap
of wheat has caused much discussion between scholars about the weight of the woman. As I have
stated above, with so little evidence from early Hebrew texts and because the injunction against
graven images in the Hebrew Bible has traditionally been understood to forbid sculpture (Exodus
20:4; Deuteronomy 5:8), it is impossible to tell what ancient Hebrew men found attractive in a
woman. Furthermore, there is little information on the size of a heap of wheat that an ancient
reader would most likely imagine. It could be a reference to large heaps during the harvest, a
smaller heap as part of a grain offering, or something in between. As Fox points out, the golden
color and fertility of the wheat are likely an important part of this comparison.’®

The appeal of the woman’s mouth is described by comparison to wine at 7:10:
DY N9W ANT DY "TT2 1210 1190 1M2 19m

And the roof of your mouth is like good wine; it goes down smoothly for my beloved; it flows over the lips of the
sleeping.

As in any passage that refers to wine, honey, or a spice in the mouth of a lover (1:2-4, 4:10,
5:13), the comparison can be taken to mean both that their kisses are sweet or intoxicating and
that they speak sweet or intoxicating words. The shift from “your mouth” (721N) to “my
beloved” (*NT) is the kind of sudden shift in perspective that the audience has learned to expect
from the lovers at this point. The final segment of this line is more difficult to understand and has

led to a variety of interpretations and emendations.* Since the entire poem is dreamlike, the

389 Fox 1985, 159.

390 Pope 1977, 640, Exum 2005, 239-40, and Black 2009, 152 argue along with earlier biblical scholars that this
line should be slightly modified to read “lips and teeth” rather than “lips of the sleeping.” From 641-3 Pope
summarizes earlier interpretations, many early Jewish and Christian interpretations take the lips of sleepers as the
lips of the dead that speak prophecy (either through their writings or through some sort of resurrection). Fox 1985,
163 too argues that the line should be modified, but he prefers the reading “scarlet lips” as a parallel to the lips like a
scarlet thread mentioned in 4:3. Fox and Exum both mention the possibility of a change in speaker mid-sentence. |
am inclined to believe that the entire line is spoken by the man, but I am more interested in the image itself than the
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world is ideal, and there are sudden changes of location, I am inclined to interpret the mention of

sleep as a reference to dreaming. Thus, the male lover declares that he dreams about the pleasure

of the woman’s kisses - indeed, by using the plural (DY), he reveals a belief that multiple men
(or people) dream of kissing her. At the beginning of the poem, the woman made a similar
assumption that others were attracted to her beloved (1:3-4). The awareness that others are
attracted to the beloved does not make the lovers of SoS jealous, for they are confident in one
another’s love (2:16, 6:3, 7:11).

In the last chapter of SoS, the woman plans to (or wishes that she might) bring the man to

her house so that he could drink her wine (8:2):
PN DIDYN NRID 1A TPYR ITAZR K M27ON JXIN TANIN

I will lead you and bring you to the house of my mother; she [you?] will teach me to give you a drink from the
spiced wine, from the juice of my pomegranate.

In this passage, the wine could be real and/or metaphorical. On a literal level, she wishes that she
could invite him over to drink wine, that is, she wishes that her family and society would accept
their relationship.*' On a metaphorical level, the wine and pomegranate juice are the juices of
her body. I have taken the Hebrew (2TR2R) as a third person rather than a second, along with

most interpreters.**? I think it improbable that she means her mother would be there to teach her

speaker.

391 Exum 2005, 246 points out how wishing in 8:1-4 quickly becomes anticipation or even fulfillment of the wish,
since what began written in the form of a wish in 8:1, moves here to the future tense, and 8:3 is written in the
present.

392 Pope 1977, 659 describes the reasons for taking the verb as a second person (especially those who interpret the
poem allegorically and see the man as God, Wisdom, or the Messiah, i.e., a figure who would teach the people).
Pope himself favors a minor emendation introduced by Kuhn (1926) that changes the meaning to “she who bore
me.” Fox 1985, 166 and Exum 2005, 247 follow the Septuagint (LXX) and the Syriac version of the SoS, both of
which have “to the house of her who conceived” rather than “she will teach me.” As Exum points out, it seems
unlikely that the lovers would be in need of instruction and as Fox points out the line as it stands is not a complete
stich. See Exum 2005, 247 for recent interpretations of this difficult line. The alteration accepted by Exum and Fox
is a strong possibility, but I have chosen to keep the line as it stands because it follows the difficult image of the
beloved man suckling the breasts of the woman’s mother in 8:1. Thus, I am inclined to keep this as an area of
familial images mingling with the erotic in ways that might not be accessible to a modern audience.
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if this is a sexual metaphor. However, just as the woman’s mother and father must have once had
intercourse in the house, the woman will learn from the example of her mother to share the
delights of her body with her beloved in a socially appropriate setting.

The lovers are frequently compared to fertile plants (fruits and flowers above) and like
the plants and animals of spring-time, they are at their prime. However, there is no direct
mention of their potential fertility. Several times the possibility of marriage is raised (bride 4:8,
9,4:10,4:11,4:12, 5:1; wedding procession 3:7-11; feast 5:1), but there is no discussion of a
future with children. Reference to potential children would make the physical and societal
dangers of love explicit.*® Throughout the poem, danger is kept in the background.** Some
readers will make the connection between the fertility of nature and the potential pregnancy
facing the woman if the relationship should be or has been consummated. Nevertheless, by
limiting fertility to the level of metaphor, the author keeps the fear of danger just beneath the
joyful surface of the poem.

Plants, both real and metaphorical, in SoS unite the lovers with the erotobucolic
landscape. The lovers are fertile, beautiful, pleasant, sweet, and intoxicating just like the most
luxurious parts of the natural world. They delight at the same time in one another and in the
produce of the gardens and vineyards that surround them. Though words always fail to describe
feelings of love, they come closest to explaining the effect of the beloved by analogy to an idyllic

landscape. Though danger sometimes lurks beneath the surface of this landscape, they feel secure

393 French 1986, 69, retrojecting the highest mortality rates of the modern world, estimates for the Greco-Roman
world that 5% of all babies born alive would die before they were 1 month old and that for every 20,000 women
giving birth, 5 would die. Numbers for other ancient societies were likely similar. Greek literature shows that ancient
people were aware of the danger of giving birth, Medea famously implies that it is more dangerous than warfare
(Eur. Med. 250-1). 1 discuss the social danger that the lovers would face if their affair were consummated and
discovered, as would likely happen if the woman became pregnant, in the next chapter.

394 In accordance with this trend, if childbirth is mentioned at all, it is only as a possible implication in metaphor
(4:2, 6:6, 7:4).
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in the almost divine perfection of one another’s bodies.
Sexy Beasts

Drawing from the natural world for comparisons, the lovers use not only the best of the
plant life surrounding them but also the most impressive animals that they encounter to explain
the magnificence of the beloved. Birds and mammals are the only animals used in these
comparisons; the two most frequent are the gazelle, known for its grace and frequently used to
describe the beloved in Arabic poetry, and the dove, often associated with a love goddess in other
Mediterranean cultures.** These animals are thus closely associated with love/eros and the
natural/bucolic world, making them appropriate for use in erotobucolic poetry.

Twice in SoS, the man uses the same language to describe the woman’s eyes as doves
(1:15,4:1):%¢

DY Y N9 1IN w1 g TN

Behold, you are beautiful my beloved, behold, you are beautiful; your eyes are doves.
Many possibilities have been suggested to explain this comparison; for instance, the woman’s
eyes might be like doves in color, movement, softness, or rarity.”” In Homer, one of Athena’s
epithets is (YAavrd®mg), which the major Greek dictionaries translate as “bright-eyed” or “gray-
eyed” from yAownog (bright) or yYAahxog (gray),”s but which may alternately be rendered as

“owl-eyed” from yAoOE (owl). Since the majority of adjectives starting in ““yAaunr” describe

395 On the gazelle as a standard comparison for the beloved in Arabic poetry, see Sumi 2004, 73. Both doves and
sparrows are associated with Aphrodite/Venus in Greco-Roman mythology (e.g., Aelian N4 10.34; Ovid Met.
13.673, 14.597). Keel 1998, 323-49 shows that the dove was a symbol of love in the iconography of the ancient
Near East and argues that, by the late second century BCE, the dove had become a symbol of love throughout the
Mediterranean.

396 Verse 4:1 is longer and continues with a comparison of the woman’s hair to goats that I will discuss below.
397 Pope 1977, 356; Fox 1985, 106 (Fox also quotes the 14th century commentary on SoS by Tamakh on the
seductive power of doves); Munro 1995, 90; Brenner 1997, 45-9; Exum 2005, 112. Black 2009, 169-72 reminds
readers that even though there are many plausible explanations for the comparison of eyes to doves, the comparison
is initially strange and disturbing.

398 LSJ and Autenrieth s.v. “yAavk®Omg.”
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color, the dictionaries are likely correct that the word primarily refers to color. However, since
the owl was Athena’s sacred bird, many Greek readers would have connected the word both to
color and to the bird. Similarly, in SoS, readers likely thought of the color of the dove, its
movement, their own sacred associations for the bird, and/or associations with which would have
been familiar from nearby cultures.*” The idea that the movement of eyes could be attractive is
also found in Homer, who often uses the term “quick-glancing” (éMxofAedpaoc) of beautiful
women. These similar descriptions of eyes in Homer, whose poetry also has passages that [
would characterize as erotobucolic,* provide support for interpreting this comparison in SoS§ in
various ways; color, movement, and/or godlikeness.

Reinforcing the sexual symmetry of SoS, the woman uses a similar, but expanded
metaphor to describe the man’s eyes (5:12):

MRINTHY MY 19N2 MyNT DM PaNDY Dd iy

His eyes are like doves beside streams of water, bathed in milk, sitting beside the bank.
As above, the eyes could be dove-like because of their color or resemblance to a love deity.
Movement is less likely this time, since the doves have stopped moving and are sitting behind
the bank. However, some have suggested that authors continue to describe the subject of a

metaphor beyond the point that the description of the vehicle is significant for the tenor.*' It may

399 See above for doves and goddesses. The dove is important as the first omen that the land is drying in the story
of Noah (Genesis 8:11). In Jewish tradition, the dove is a symbol of “Israel’s sacrificial and praiseworthy obedience
to the divine will” (Pope 1977, 357).

400 In particular, the images on the shield of Achilles Hom. Od. 18.478-608 and the garden of Alcinous Od.
7.81-135 have already been recognized as influences on Theocritus’ pastoral poetry (e.g., Gow 1950, Hopkinson
1999).

401 Shipp 1953, 208, discussing Homeric similes calls this “The typically Homeric simile, in which the picture used
as illustration is developed for its own sake, details being added which are no longer applicable in the comparison.”
Fox 1985 notes in reference to certain metaphors, including this one, in SoS that not every element describing the
vehicle have a direct analogy in the tenor (e.g., 147, 159). Munro 1995, 125-6 talks about this aspect of the imagery
in SoS more generally. Whatever the author intended, some readers (perhaps most) will read in this way, choosing
the part of the simile or metaphor that makes sense and enjoying the rest as a description of the vehicle only. Others
(and these are well represented in academic books and commentaries because when writing about a text academics
continually look for meaning and seek to understand), will seek to find a correlate between the tenor and each
described element of the vehicle.
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be that the woman is making a simple comparison between the man’s eyes and doves, just as he
has with her eyes. The rest of the line may be meant to clarify which doves she intends to use in
her comparison or may be a digression on the beauty and behavior of doves. This would not be
inappropriate for the dreamlike, wandering state that the lovers display in this poem.

It is also possible to read the entire line as a comparison to eyes. Many scholars, have
suggested that “bathed in milk” might be a reference to the purity of the whites of the man’s
eyes, in which his dove-like irises or pupils are sitting.*> The fact that the doves are sitting next
to water, probably flowing water, might suggest that the man is crying, that his eyes are moist, or
that his body is in some way like water. Water is an important feature of the erotobucolic
landscape, since ancient people were well aware that you could not have abundant plant life
without plentiful water. Therefore, water has long been associated with fertility and the erotic.**

The man uses a different dove metaphor to represent the inaccessibility of the woman
(2:14):

MR TRIM 2 121973 TR TIN 1Y NYD TRINTIN PRI N31TAN NP2 YoDn ana hHie

My dove in the crannies of the cliff, in the secret places of the steep; let me see your appearance, let me hear your
voice, for your voice is sweet and your appearance is lovely.

This passage shows the effect of the beloved’s absence on the male lover; he assumes that she is
intentionally hiding from him and he remembers her allure.*** I will examine the place of
yearning in the erotobucolic genre in more detail in the next chapter. As Exum has noted, words
associated with seeing and hearing (9P YnNW ,NXIN ,;NNX1) abound in this verse.*> These terms

bring the sensory experience of the man to the forefront, allowing the reader to imagine his

402 Pope 1977, 538; Fox 1985, 147-8 mentions this possibility, though his primary argument is that only the doves
are important to the description of the eyes; Munro 1995, 91.

403 Segal 1969, 24-33 details the erotic qualities of water.

404 Pope 1977, 400; Fox 1985, 113; and Exum 2005, 127-8 all draw attention to the erotic connotations of doves
and their reluctance to be seen when they feel threatened.

405 Exum 2005, 128.
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experience. The woman as dove is like a mirage; he can almost see and hear her, but she is out of
reach.

The only other bird to appear in SoS is the raven; the woman uses it in a description of
the man’s hair (5:11):

1227V MINY 09NN MNP 18 DN WK

His head is like pure gold, his locks are clusters of dates, black like a raven.
This verse is part of a longer passage that describes the beauty of the man in detail (5:10-6). The
passage describes the man with a combination of natural and man-made objects. The woman
clarifies that the raven metaphor has been added to describe the color of his hair. The addition of
a color metaphor may be made necessary by the comparison of his hair to date clusters.*® Pope
notes that black hair was associated with youth and health, desirable qualities of an ideal lover.
He adds that in the Hebrew Bible the raven is not usually mentioned positively, but that it is
often used to describe blackness, especially black hair, in Arabic poetry.*’ The lack of other
references in ancient Hebrew literature to raven’s as a simile for blackness may be a matter of
genre. SoS is the only extended erotic poem from the biblical period and so it is difficult to know
whether this would have been an unusual connotation of the raven in this context.

The first description of the beloved as a (non-human) mammal features a horse, a luxury

to own in most areas of the Mediterranean (1:9):
PO PIRT P19 3912 00D

My mare on the chariots of Pharaoh resembles you, my darling.

The possessive (praenominal) ending on the word for mare (ND1D) is strange; why does the man

406 Date-palm fruit is only black or dark brown in its final stage of development and so when for most of the time
that people saw clusters on the tree, they would vary from green to red to light brown (Yin et. al. 2012).
407 Pope 1977, 536.
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have a horse on the chariots of Pharaoh?*® It could be that the “my” ending is anticipating the
identity of the horse with the woman. In this case the mare would be less specific, any ideal mare
that people would have seen or could imagine pulling the chariots of the Pharaoh. The “my”
anticipates the woman as does the gender of the horse, since stallions were usually used to pull
Egyptian chariots.* Alternately, Pope offers a different explanation of the horse’s gender. He
argues that the mare among the chariots is a mare in heat released to upset the war horses, as
happened during a battle between Thutmose III and Qadesh.*°

Though horses and chariots often have a negative connotation in the Hebrew Bible "' in
the time of Solomon (First Temple Period), Israel was prosperous and had many horses (1 Kings
5:6). Thus horses may be associated with the luxury and prosperity of that time, a time to which
SoS hearkens back.*? I argue that the man may also compare the woman to a horse because she
makes him feel that he lives in royal luxury, like Solomon. This luxurious aspect of the woman

(qua horse?) is emphasized by verses 1:10-1:

N
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Your cheeks are lovely with ornaments, your neck with strings of beads.

We will make ornaments of gold for you with drops of silver.

408 Most commentators take the ending not as possessive but as archaizing (e.g., Pope 1977, 105; Exum 2005, 108),
but I agree with Bloch and Bloch 2006, 144, who argue that it is possessive. Bloch and Bloch 2006, 144 explain that
horses are associated with “worldly riches and high living” in other parts of the Hebrew Bible. Horses were also
considered a luxury in Greece and were raised only by the wealthy (Aristoph. CI. contains the story of a boy who
quickly runs through the family fortune by raising horses). Even in Greek poetry, where horses are often a
complimentary comparison, Semonides’ horse woman reveals that horses could be used negatively to denote
expense. For those who see the man as a king (see above), this line could be interpreted either as suggesting that the
man is Pharaoh or that he has given the gift of a horse to Pharaoh and so compares the woman to this specific horse.
409 Cf. Exum 2005, 109 on the gender of the horse as anticipatory. Pope 1977, 338-9 on the use of stallions for war
chariots. Fox 1985, 105 argues against Pope, suggesting that the mare might be on a chariot used for purposes other
than war.

410 Pope 1977, 338-9.

411 See above.

412 See Pope 1977, 22-33 on the reasons for and against dating the text to the time of Solomon, the First Temple
Period. Even those, myself included, who argue for a different date, typically agree that there is enough evidence to
suggest a First Temple setting, even if that setting only exists in the dream-world of the lovers.
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Fox and others have argued that these ornaments, especially ornaments for cheeks, are similar to
those used on royal chariot horses.** Thus, the portrayal of the woman’s luxurious decoration
continues to recall her resemblance to a royal mare. Furthermore, these lines could suggest that
the woman was not wealthy; she does not already have ornaments of silver or gold. The man
may be wealthy and actually promising to have fine jewelry made to augment the natural beauty
of the woman, or he might be speaking of what she deserves though it is beyond his means to
provide.

Three times in SoS, the woman compares her beloved to a gazelle or a young deer. The

first time she describes his movements as gazelle-like (2:8-9):

MY2DD9Y YORN DINNOY A9 K2 Nrnan MMT 9p
D2INNA Y'¥N MIDNNTN DY 1IN 0K TMY NN DN 19Y2 1N AXY 31T N

The voice of my beloved; behold he is coming, climbing on the mountains, leaping on the hills.
My beloved is like a gazelle or a young stag, behold he is standing behind our wall, gazing from the windows,
glancing from the lattices.

As I mentioned briefly above, gazelles are a traditional symbol of beauty and grace in Arabic
love poetry. The woman shows her desire for the man by using this metaphor.** These verses
also exhibit other elements that occur frequently in erotobucolic poetry, such as overlap between
metaphor and poetic reality; it is hard to tell at what point the man stops overlapping with the
gazelle and returns to ‘reality.” Furthermore, the man appears to be on his way from a distance
(he is seen leaping on mountains and hills) but then he is suddenly present by the woman’s

wall #15 As before in SoS, the lovers are apart one moment and together the next. He covers the

terrain quickly, faster than would be possible for a human and perhaps even faster than a gazelle

413 Fox 1985, 105.

414 Fox 1985, 112 adds that the gazelle might also suggest sexual arousal since in spring the gazelles on the
mountains seek mates.

415 Exum 2005, 122-6 focuses on the ways that the woman conjures her lover as he comes and goes quickly in
these verses.
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(he manages to cross multiple mountains and hills in the space of one verse!). His supernatural
ability to be present has been taken as a suggestion of his connection to God by those who
interpret the passage as a spiritual allegory.“

The next two times that the woman refers to the man as a gazelle coincide with her call to
him to come to the “mountains of spices” discussed above (2:17, 8:14). Her desire for him to be

like a gazelle in these verses is again connected to a need to pass over terrain quickly. In 4:5, she

commands him to ‘come’, ‘go,’ or , ‘flee’ (12D), a verb with the basic meaning ‘turn’ that usually

connotes movement over a greater distance when used in the imperative as in this verse and, in

8:14, she uses the imperative of M1, a verb that usually means to ‘go’ or ‘flee’ but that can
mean simply to ‘hurry.’#” These terms have been interpreted variously, but I agree with those
who take them as suggesting motion toward the woman, since the mountains of spices could
suggest her body parts, which are described as spicy and/or mountainous elsewhere.*'® As in the
line above, the gazelle points to the desirability of the man’s body. The inclusion of a gazelle
simile for the man and a spice simile for the woman in the same verse emphasizes the symmetry
of the lovers, showing their mutual desire and desirability.

In accordance with this symmetry, the man also uses gazelles to describe the body of the

woman. Twice in SoS he uses the same phrase to describe her breasts (4:5, 7:4):4°

DIV DWINN MAY MIND DM9Y W2 TTY Y

416 Pope 1977, 390 briefly summarizes the interpretations of Christian expositors who see interpret this passage as
the bounds that Christ has made and will make during the Advent.

417 BDB n1a

418 Pope 1977, 408-9 and 697-8 discusses various translations of these terms, but favors interpretations that imply
motion toward the woman. Fox 1985, 115-6 notes that meanings related either to coming or going are available for
1230, but argues that fleeing (away from the woman) is the primary meaning. Regarding 11173, he argues that it always
means to move away or flee, but suggests that he is being asked to flee the companions and come to the woman.
Exum 2005, 262-3 offers an intriguing interpretation that relies on the ambiguity of these verses. She suggests that
the injunction to flee (from the woman?) to the mountains of spices (to the woman?) is a microcosm for the constant
finding and seeking represented in SoS as a whole.

419 The first use of this line at 4:5 is more expanded. Verse 7:4 ends with “twins of a gazelle.”
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Your two breasts are like two fawns, twins of a gazelle, that feed among the lilies.
As I mentioned briefly in my earlier discussion of plants, this line has invited a variety of
interpretations from scholars. Since the man does not specify in what way the woman’s breasts
are like gazelles, people have suggested movement, symmetry, color, and gentleness.** Part of
what makes this line difficult to interpret is that the man compares the woman’s breasts not just
to some part of the gazelles, but to two entire gazelles. Thus there is no immediate resemblance
in shape or size, which overturns the expectations of many modern readers who are accustomed
to hear breasts described in terms of size and shape.”' The man highlights the importance of
symmetry by specifying that the gazelles are twins. Thus symmetry is likely to be the main point
of comparison. Since the man also points out the youth of the gazelles, the tenderness or cuteness
of her breasts may be important. The significance of these aspects, however, does not prevent the
other qualities mentioned above that breasts might share with gazelles from coming to mind for
many readers.

I briefly discussed verses 4:1 and 6:5, which describe the woman’s hair in comparison to

a flock of goats, in my note on metaphor above (4:1, 6:5):

Y22 10N WY DY TTYI T

Your hair is like a flock of goats that is rushing down Mount Gilead.

In that section I focused mostly on interpretations offered by others; in this section I will offer
my own interpretation. I agree with Munro and Brenner that the movement of the goats down a
mountain is suggestive of the movement, curliness, and length of the woman’s hair. I am,

however, less certain that goats would suggest a dark color. Since these are goats on a mountain

420 Pope 1977, 470; Fox 1985, 131; Munro 1995, 89; Brenner 1997, 45-9; Exum 2005, 165-6.
421 It seems strange that so many scholars and people have a problem with comparing breasts to gazelles but have
no problem comparing people to flowers, which are neither the size nor shape of a human.
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in Israel or Jordan, the most likely species is the Nubian ibex (Capra nubiana).*** These goats are
actually a light tan color to blend in with their desert environment. While it is possible that at
night their silhouettes on a mountain would appear dark, during the daytime a flock would appear
as a light tan wave moving down the mountain. The similarity between the color of the goats and
the color of the terrain would emphasize their movement, as all the goats would blend into one
wave, and it may be that the metaphor would not call color to mind at all for most ancient
readers. To the extent that some thought of color, however, they would likely think of the light
tan color of the goats and infer that the woman had light hair.#>

Following shortly after both appearances of the goat simile, the man compares the

woman'’s teeth to sheep (4:2, 6:6):
DN X 122 MAKAN D22 N¥NINTIN 1YY MNP 1Ty 7w

Your teeth are like flocks of ewes that ascend from a washing, that are all paired and there is nothing barren among
them.

Scholars agree that the first half of the line describes the whiteness of the woman’s teeth since
sheep are known for their color and they would be at their whitest after a fresh washing.*** The

second half of the line has, however, caused much disagreement.*> Difficulty has arisen primarily
because of the words DN (to bear twins, be double) and 210V (to be barren). The presence of a

word for barrenness later in the line has led most to translate DN as “to bear twins,” which

would leave sheep in sets of threes, i.e., a ewe with two lambs. This does not work as a direct

422 Though there were domestic goats of various colors kept in ancient Israel (Genesis 30:25-31:16), goats
streaming down a mountain together are more likely to be unattended, wild, mountain goats.

423 Light hair would make sense on a woman who spent too much time in the sun; it has burned her skin and
bleached her hair.

424 Though it is unlikely that all sheep were white (in fact Genesis 30:25-31:16 suggests that they were not), they
are proverbially white, as can be seen in Isaiah 1:18.

425 Pope 1977, 461-2 notes that both symmetry and whiteness are integral parts of the metaphor. Fox argues that the
twin sheep suggest health and fertility (1985, 129), but Black argues that even the mention of washing and
miscarriage suggest filth, hardship, and the danger of childbirth (2009, 134). Bloch and Bloch mention the
whiteness, symmetry, and fertility of the image.
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parallel to teeth. Conversely, translating this term as “to be double” or as I have rendered it “to be
in pairs” works very well for teeth, each of which might be considered a pair either with the
tooth across from it inside the mouth or with the tooth that it touches when the mouth is closed.*
The mention that nothing is barren among them means, as has been suggested before />’ that the
woman is not missing any teeth. My translation leaves out the bearing of twins and de-
emphasizes the reproductive meaning of barren in order to clarify one way that this simile can be
read as closely describing teeth. Nevertheless, I believe that the suggestion of fertility in the line
is intentional, and that readers would see these words as something of a double entendre,
portraying the perfection of the woman’s teeth and implying her potential fertility.

As with plants, the animals used in SoS reveal the unity of the lovers and love itself with
nature. The lovers draw on the beauty of the animals in their world to describe the attraction that
they feel for one another. Many of the animals that they describe are in pairs or groups (1:15, 4:1,
4:5,5:12,6:5, 6:6, 7:4) and many are described in ways that suggest youth or fertility (2:9, 2:14,
4:2,4:5,6:6,7:4,8:14). Thus the animals are shown having the same desire as the lovers to
“multiply,” though, even when portraying animals, direct mention of sexual intercourse is
avoided and the process of birth is kept in the background. Two other mentions of animals in SoS
do not describe the lovers, but may provide a metaphor for those who would get in the way of
their love. These involve foxes spoiling the vineyard (2:15) and wild predators lurking in the
mountains (4:8). I will discuss both of these passages in the next section since they reveal the
danger of erotobucolic love.

Conclusion

426 Bloch and Bloch 2006, 169 render this verb “to be identical in shape,” another possible translation that clarifies
a further connection between tenor and vehicle in this passage.
427 Fox 1985, 129; Bloch and Bloch 2006, 170.
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Imagery drawn from nature and applied to the beloved is the foundation of erotobucolic
poetry. As this chapter has shown, SoS is replete with images drawn largely from the plant and
animal worlds.*”® The erotobucolic genre is tied together not by a specific meter or format, but by
the way that authors deploy this imagery so that the beloved and the best of nature become
entwined. Furthermore, as the next chapter will show for SoS, erotobucolic poems use nature
imagery to explore themes that are important to love such as the dangers of love (both social and

psychological), yearning for an absent beloved, and the resemblance of love and worship.

428 There are also many images drawn from art, architecture, and weaponry. I will discuss many of these in the next
chapter.
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Chapter 4: Song of Songs: Human and Divine

Introduction

The previous chapter discussed the use of plant and animal imagery to describe the lovers
in SoS. This chapter will focus on the common themes and imagery of erotobucolic poetry that
deal with human behavior and the relationship between the human and the divine. I will begin
with the dangerous social and psychological possibilities of love as they are portrayed through
the personification of love, the comparison of love to illness or madness, and the references to
the disapproval of society. Then I will discuss how descriptions of the beloved often parallel
descriptions of the divine and how the lovers’ devotion can be read as a form of worship. By
showing that the same themes seen in Theocritus appear in SoS and against the same kind of
backdrop, I lay a foundation for understanding the erofobucolic as a genre that transcends
national boundaries.
The Dangers of Waking Eros

In the introduction to her Song of Songs commentary, Exum compares the tone of SoS to
that of Keats' Ode on a Grecian Urn and finds that SoS lacks the element of sadness found in
Keats' poem and many other love poems. She concedes that the lovers do not live in a
“completely idyllic” world, but remarks that they are too overcome with love to let the worries of
the world bother them. She later points out that the lovers of the SoS seem to be young because
they are courting and surprised by the power of their own feelings despite their ability to describe
and converse about love ** Courtship and overwhelming feelings might suggest youth, but they

may also suggest a new relationship between people of any age. I would argue that the
429 Exum 2005, 4-9.
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impression of youth comes primarily from the lovers' naive certainty that they are loved, that this
love will last, and that the future is secure.* This certainty is best expressed at 2:16 (repeated at
3:6, and with slight variation at 7:11):

19K N
My beloved is mine and I am his.
This degree of confidence belongs to youth and often to first love, since a person who has loved
and lost has first-hand knowledge of the way that relationships can change over time.**! The
lovers in SoS frequently refer to the attraction that their peer groups feel for the beloved (e.g.,
1:3-4, 3:11, 6:9) without any hint of jealousy or fear of losing the beloved.

It is this naiveté that allows the lovers to discount the dangers of love, but their unconcern
does not mean that these dangers do not appear in SoS. Rather, the lovers either present dangers
as easily overcome or mention them elliptically. The poet is aware of the social and
psychological dangers of love and has the lovers allude to them regularly; at least one line in
each chapter implies danger.*> The woman faces the social dangers of being treated as a
prostitute or attacked by sexual predators. The man, likewise, faces the disapproval of the

community, though the consequences differ for him. Nevertheless, he avoids being seen with the

woman in the city - likely because if he did take her virginity and it were found out, he would

430 I do not mean to suggest that this will not happen, only that it is by no means certain.

431 See Fischer and Alapack 1987 for a phenomenological study of first love that finds adolescents experience their
first love in absolutes, believe that it is unique, believe that the beloved is perfect, see the world as ideal, are
innocent about sexual expression (though they may engage in it), communicate constantly, feel a strong emotional
connection, are reciprocally involved, focus on the future, and typically choose a beloved who has a similar family
background and values. All of these elements with the possible exception of the last are present in SoS, and the
tension between the woman’s family and her chosen beloved creates a dramatic reason for the lovers to sneak
around. This study focused on the reported experiences of people from North America and there are cultural
differences in the experience of love (Coates 1999), but the text of SoS may show that the experience of first love
was similar or was imagined similarly for at least some ancient Jewish people.

432 E. g. 1:7,2:5, 3:5, 4.9, 5.7, 6:4-5, 7:5, 8:6.
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bear the legal consequences.*** Both lovers face the psychological consequences of love that they
describe as a sickness or an overwhelming force #**
Social Dangers

Social dangers for the woman revolve around the possibility that she will be treated by
society (not including her lover) as a prostitute. She reveals her awareness of this problem early
on at 1:7:

1IN 7Y Sy Niby max np3Y

For why should I be like a woman who veils herself (i.e., a prostitute) in front of the flocks of your companions?
The woman is unwilling to visit her lover while his male friends are around for fear that they will
misunderstand her reason for approaching them. As mentioned in the previous chapter, in the
Hebrew Bible, women who go veiled among men usually have erotic intensions.*** In order to
spare the woman from this misapprehension, the man comes to the her (e.g., 1:4, 2:4,2:10).
Once they are together, he may take her out into the natural world.

Her concerns about traveling without an escort are borne out by her encounters with the

watchmen at 3:3-4 and 5:6-7:

DI "W9) NIDNY MY 1'Y3 D33P0 D IRYD Inkyn
IT0ON AN M3OK PRNIDYTY 1IN K9 PIIDN W9) NIDNY NN NIRYOY Ty DN "N12YY byna
2NN

The watchmen who go about the city found me - “Did you see him whom my soul loves?”
I had scarcely fled them when I found him whom my soul loves; I caught him and I did not let him go until I had
brought him into the house of my mother and into the room of the woman who carried me.

P13y N2 PDRIP AANYD N2 I HYR2 14312 Ny W91 12y ppn I T2 BN RnDg
IMAND 1Y 5Yn 3PTI NN IKY) "RYY3 2NN 13 D33P0 DD NN

433 See below for details.

434 See Exum 2005, 15-7 for a brief discussion of lovesickness in SoS.

435 Veiled women are either associated with marriage (Genesis 24:65, 29:23) or prostitution (Genesis 38:14; Ruth
3:15; Isaiah 3:16-23). See Pope 1977, 330-1 and the previous chapter for understanding veiling in 1:7 as a reference
to prostitution.
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I opened to my beloved but my beloved had gone and turned away; my soul flew out when he spoke; I searched for
him but I did not find him; I called him but he did not hear me.

The watchmen marching around the city found me, they struck me, they bruised me; the watchmen of the walls took
my veil from around me.

The first encounter (3:3-4) seems to happen during the day, after she has risen from searching for
him at night in her bed - perhaps in her dreams or restless sleep (3:1-2). She finds her lover
immediately after passing the guards (3:4), perhaps implying that there could have been a violent
encounter had her beloved not appeared in time. In 5:6-7, when the woman goes out into male
territory alone looking for her lover, she is assaulted, perhaps sexually.*¢ We are told that she
was wearing a veil in a male dominated space, just as she had refused to do earlier. This episode
occurs at night; her beloved came to her in her sleep and she got up to follow but he had already
left (5:2-6). The woman is left alone in the streets, unprotected, at night when there would be
fewer people around. Furthermore, her lover is not nearby to prevent an attack.

An important word in both passages that may imply an attack or at least the fear of one is
‘flee’ or ‘fly away’ (12V), which has a wide semantic range and can be used for any transition or
movement toward or away from a place. This verb is one of many verbal reminiscences that ties
the passages together. Someone who is reading SoS for the first time might simply translate it as
‘leave,” not thinking about the possibility for violence in 3:3-4. However, having read 5:6-7 and
looking back, they will remember how it was used in 5:6 of the soul leaving the body (a

disturbing prospect)*’ and the violence that follows swiftly upon this image.

436 Black 2009, 161 n. 77 gives a quick summary of earlier views on 5:6-7, highlighting the discomfort of scholars
with the violence. For an in-depth discussion of the passage and the possibility of sexual assault, see Black 2001. I
agree that sexual assault is implied in the situation, especially since her garment is taken, but, as Black notes, no
sexual violence is reported explicitly in the text and the woman returns immediately to speaking about her feelings
for the man in the next verse.

437 Fox 1985, 146 points out that the exact meaning of this phrase is difficult to determine but provides a few
possibilities, all of them unpleasant for the woman (death, fainting, and her soul following the man through longing).
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Twice in the poem the lovers express the danger of the erotobucolic landscape
metaphorically by talking about predatory animals. This first happens at 2:15 where a speaker or
group of speakers uses the first person plural to speak of foxes in their vineyard (2:15):

TR NI DRI 02300 DL DWW DIV DTN
Catch us the foxes, the little foxes that are destroying the vineyards; for our vineyards are blooming.
On a literal level, the speaker(s) could be talking about real foxes eating the produce of a
vineyard. Such foxes would spoil the beauty of the atmosphere as well as the future crops.
However, I believe that context encourages the reader to take these foxes also as a metaphor. The
preceding verse, spoken by the man, likens the woman to a dove in the rocks (2:14) and the next
verse, spoken by the woman, compares him to a gazelle on the mountains of spices (2:16). Thus
the foxes in the vineyard are sandwiched between two animal similes that describe the lovers. As
Fox has shown, foxes and other wild canids are often used metaphorically in love poetry for
lascivious men.**® Wolves or foxes usually have a negative connotation that will be present
despite the speaker.*® However, readers interpret this line somewhat differently depending on the
perceived speaker.*?

Verse 2:15 may be spoken by the daughters of Jerusalem, who speak elsewhere, or the
girl’s brothers, whom Fox argues may speak at 8:8-9, or the lovers themselves.*! If either the

daughters of Jerusalem or the girl’s brothers are speaking, then the lovers themselves could be

438 Fox 1985, 114.

439 Pope 1977, 402-5 avoids attributing the lines to a specific speaker, but mentions several commentators who
have attributed the lines to the woman, one of whom (Ginsburg 1857, 147) suggests that the woman is quoting what
her brothers said when they asked her to keep their vineyard. Fox 1985, 114 attributes these lines to the woman.
Exum 1973, 54-5 had suggested that the lines might either be spoken by the daughters of Jerusalem, since they are
the only speakers to whom lines in the plural are clearly attributed elsewhere in the poem, or by the woman in
response to her beloved’s wish to hear her voice (2:14). However, her 2005 commentary firmly attributes the lines to
the woman, and interprets them as a call to the daughters of Jerusalem that they should each catch a fox (a man) and
catch (i.e., keep) him (Exum 2005, 130).

440 In the concluding chapter, I will analyze some instances where wolves may be used positively, though retaining
their lascivious character.

441 Fox 1985, 171-2 is the only commentator that I know of who attributes any lines to the brothers.
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the foxes spoiling the vineyards. The daughters of Jerusalem, who are sympathetic to the lovers,
might use this image playfully to let the lovers know that it is time to stop “spoiling the
vineyard” (i.e., eating its fruit or being sensual together) before they are caught. If the brothers
are speaking, then they would be angry - they did charge the woman to keep their vineyard and if
she is spending time with the man instead, then indeed they are like two lascivious foxes who
destroy a vineyard. However, with one lover speaking before, the other after, and no nearby
indication of another speaker, I find it more likely that the lovers are speaking together (and
addressing themselves) or that one is speaking but encouraging the other to join them.*? In this
context, the foxes are more likely to be people who want to separate the lovers (thus spoiling
their metaphorical vineyard). As foxes, they would most likely be read as lascivious men who
want to defile the vineyard (i.e., the woman’s body).*?

Another possible mention of threatening predators occurs at 4:8:
10701 1710 MYIX MIYAN NINTM 1Y UK NINK YN PAYER "KI2D 1290 HX 132 1391 0K

Come with me from Lebanon, bride, come with me from Lebanon; look from the cap of Amana, from the cap of
Senir and Hermon, from the dens of lions, from the mountains of leopards.

This verse comes near the beginning of a wasf describing the perfection and beauty of the
woman. In this context, the line contributes to the description of the woman and her effect on the
man. He invites her to look from the mountaintops with him and points out the dangerous
animals that live there. If the mountains and big cats are taken as literal obstacles, then this verse

suggests that she makes him feel fearless, as though he could overcome any obstacle.**

442 Pope 1977, 402 points out that the imperative here (17,77, X) is a masculine plural, i.e., it is commanding a
masculine plural group (at least two people, one of whom is male) to catch the foxes.

443 Fox 1985, 114 reads this verse similarly as the woman playfully encouraging her beloved to beware of his
rivals.

444 Graetz 1871, Fox 1985, 135 and Exum 2005, 168-70 have also argued in different ways that this verse is about
the sense of awe that the man feels for the woman and her power. Graetz takes the mountains literally and argues
that the man feels powerful with the woman around. Fox, following Gerleman 1965, interprets the verse as a
metaphor for the effect of being in love (1985, 135). Exum takes the mountains as another metaphor for the woman
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However, reading allegorically, the predatory animals may be understood as the people who
object to their relationship. Similarly, he feels that together they will overcome these threats.
Reading both the surface and subtexts together connotes that when he is with the woman, all
dangers (physical and social) seem easily surmountable. This verse reveals that the lovers of SoS
are aware that dangers exist in the erotobucolic world, but their love makes them feel that they
have the power to overcome anything. Many commentators have seen connections between this
verse and Mesopotamian sacred marriage literature and the cult of Adonis in particular.**> While
SoS may not be directly portraying the woman as a love goddess, descriptions of her have clear
parallels in descriptions of ancient Mediterranean love goddesses.** If this passage called to
mind stories of Adonis for ancient readers, then the sense of danger would be heightened since
Adonis was killed by a wild beast. The author of the SoS may either undercut the man’s sense of
invincibility with this subtle suggestion of his mortality or suggest that this woman’s power is
truly enough to overcome the danger.

The lovers of SoS are comfortable speaking about their love to the daughters of Jerusalem
and to the friends mentioned at 6:1, but the woman's injunctions to the man that he should come
to her at night (2:17, 8:14) imply that she does not want to be caught with him during the

daytime. She confirms that they would be in trouble if they were to openly show affection at 8:1:

P2AMTND DY FPYN PINT JNYAN AN TY A9 N ame n

(like the mountains of spices) and understands the size of these mountains and presence of dangerous animals as
marks that the man is now overwhelmed by the goddess-like attributes of the woman.

445 Pope, 1977, 476-7 summarizes the various interpretations of this verse as related to the cult of Adonis and the
love goddess and agrees that this verse makes the most sense when the woman is seen as a love goddess, since the
love goddesses are often associated with war, mountains, and beasts. Exum 2005, 169 also mentions the similarity to
Ishtar as a goddess associated with lions and leopards. The audience of SoS may not have worshipped Adonis, but
they were aware of other neighboring gods like Baal and so may have been aware of Ishtar/Inanna and Adonis/
Dumuzi.

446 It could also be said that love goddesses are described like human women, however, ancient texts often reveal
an attempt to maintain a difference in the degree of beauty ascribed to mortal women (e.g., Hom. Od. 5.215-24;
Charit.; Apul. Met.) to avoid arousing the jealousy of the goddess.
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Would that you were considered like my brother, having sucked the breast of my mother; when I found you outside I
would kiss you and still they would not despise me.

As many have argued, it is unlikely that the woman literally wishes that the man were her
brother, since that would only make their relationship more taboo.* Instead, the woman uses the

brother-sister relationship as an example of a relationship in which two people of similar age and
opposite gender may show affection in public without reproach.*® She uses a verb (1)) that has

a variety of meanings, including “to consider,” and the prefix 2, which is used in Hebrew to
introduce a simile; this language distances the declaration from any idea of incest.

According to Fox, the brother-sister relationship is frequently used as a mark of intimacy
between lovers in Egyptian poetry.*® In both SoS and ancient Egyptian love lyrics, “sister” is
often used as a term of endearment for the beloved, but that does not necessarily mean that the
poems are speaking literally of brother-sister relationships.*® The description of the man as a
brother suckling at her mother’s breast is striking, but it fits the imagery of the poem in which
women are represented as fertile and nourishing. Furthermore, the imagined suckling of the
mother’s breast provides a parallel to the kiss that he would be able to give her if society
approved.

Since the lovers are unmarried, it is likely that the man would actually face greater social
consequences if they were found to have consummated their relationship. I look to the Hebrew

Bible for cultural context because, it is the most likely text to have shared an audience with

447 Pope 1977, 655 argues for keeping the particle 3 that indicates a simile here. He goes on to summarize various
commentator’s ways of dealing with the seemingly incestuous wish (655-7). Brenner 1997, 100-1 entertains the
possibility of an incestuous relationship in SoS.

448 Fox 1985, 166 and Bloch and Bloch 2006, 209 agree that this is a wish for social acceptance of the lovers’
affection. Her explanation in the second half of the line confirms this interpretation, yet this verse has made many
commentators uncomfortable.

449 Fox 1985, 8.

450 According to Shaw 1992, in the Roman period, brother-sister marriage was common in Egypt. However, he
argues that sibling marriage was typically considered taboo in Greek city-states and was strictly forbidden in Rome.
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S0S.5! SoS was preserved as part of the same biblical tradition and so many people would have
read it along with other biblical texts.*> According to Exodus 22:16-17, if an unmarried man
entices a virgin to have sex with him, then he must marry her. Furthermore, her father has the
power to refuse the marriage, but the man is still forced to pay the more expensive bride-price for
a virgin.

The man in SoS may be concerned that the woman's father, or legal guardians (since
brothers are mentioned frequently in the poem) would not permit the marriage. At SoS 1:6 the
woman mentions that her brothers were angry at her and made her keep their literal vineyards
rather than tending to her own metaphorical vineyard. Toward the end of the poem the brothers
may argue that she is not sexually mature (SoS 8:8-9). These two passages imply that her
brothers do not approve of her relationship with the beloved, perhaps not any man if the
assignment of 8:8-9 to the brothers is correct. If caught, the man might have to pay a bride price
for the woman and yet not be allowed to marry her (Exodus 22:16-17). However, Exodus does
not mention any punishment for the woman caught in a premarital relationship, implying that her
role is considered secondary and the consequences are minimal (she marries the man with whom
she had intercourse, presumably an outcome that she would desire).

A hint of danger (social or psychological) surfaces in the midst of the description of
Solomon’s bed (3:7-8):

HNIY 1N MY 1°20 D)2 DWY NNYYIY NN Nin
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451 All of the earliest Hebrew surviving Hebrew poetry is found in the Hebrew Bible. The eventual inclusion of SoS
in the cannon suggests either an original sense that it was a religious text or a desire on the part of religious
organization to incorporate and reinterpret a text that had already become popular with their people. I am indebted to
Michael Fox for suggesting the possibility that SoS was brought into the cannon so that the religious leaders could
allegorize it and give it a more acceptable meaning.

452 1 say preserved rather than composed because it is possible that an early oral version of the Song predates the
biblical tradition. The audience of the earlier oral version may have understood the role of the man differently.
However, since we cannot be sure of such a version and we can be certain that the version that we have was written
and passed down as part of the Hebrew Bible, I will interpret it as a part of the same socio-cultural context.
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Behold, the bed of Solomon; sixty mighty men are around it from the mighty men of Israel.
All wielders of the sword trained in war, each man has a sword at his side from dread in the night.

This danger is associated with love because these are the men who protect Solomon’s bed, which
is “inlaid with the love of the daughters of Jerusalem” (3:10). The dangers of the night remain
vague; the poem clarifies neither who is afraid (the men, Solomon, his beloved?) nor what they
fear. Many commentators have made convincing arguments that these night terrors should be
associated with demons.** Because the source of the fear is ambiguous, this might be social
danger, such as a physical attack, or psychological danger, such as a nightmare. If we accept that
the warriors guard against demons, then they fit somewhere between the social and psychological
realm, since they are both a threat that is considered real and dealt with by society and a
supernatural threat to the sanity and life of the individual.

In any case, amid the beauty and extravagance of Solomon’s bed, there is a reminder that
lovers are not safe and are considered especially under attack on their wedding night.*** They
may face the physical dangers of the wilderness, the psychological dangers of nightmares, or the
many dangers of demons. Any of these interpretations can be taken metaphorically as well; the
wilderness might stand in for the strangeness of society as the newly married lovers would
negotiate a new place for themselves, the nightmares could symbolize the madness sometimes
brought on by love, and, demons are most closely associated with death on the night that a
wedding is consummated.*>

Psychological Dangers

453 Pope 1977, 435-6 summarizes the arguments of those, especially Krauss (1936), who argue that the night-time
terrors are demons. In many cultures, including ancient Jewish culture, demons were thought to be especially prone
to attack newlyweds (Trachtenberg 2004, 47-8). Pope himself argues that these verses are best understood as a
reference to the kurgarru priests of the Ishtar cult who danced with swords, fumigated the temple, and warded off
evil with counter-charms (437-40). Fox 1985, 124 and Exum 2005, 47-8 agree with Krauss but remind readers that
there are real dangers on any night. Furthermore, Exum highlights the ambiguity of the danger and the extreme
preparedness, suggesting that the danger is serious.

454 Trachtenberg 2004, 47-8 and 172-4.

455 Trachtenberg 2004, 47-8 and 172-4.
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Above I discussed the attacks on the woman by the guards with respect to its social
consequences, now I will look at the psychological consequences of the attack. Though the
woman reports the attack by the guards to her friends, she does not worry about the possible
recurrence of the incident nor does it change her desire to find her beloved. She only expresses
concern about finding her beloved and making sure that he understands her condition. She enlists
her friends to find him and explain (5:8):

MIN NANK NONYIYITIN NN NI NN INYAN DX DY M)A DINN "HYIYN

I adjure you, daughters of Jerusalem, if you find my beloved, what will you tell him - that I am love-sick.
The quick change in focus shows that the emotional dangers of love trump the physical danger
that the woman has just faced. I agree with Fox that this verse makes the most sense in context if
it is taken as an attempt by the woman to explain why she had been wandering out in the city
alone - her love-sickness is a kind of madness that caused her to behave irrationally.*¢ Sickness
and madness are frequently described as a dangerous result of giving in to love or, paradoxically,
of having love withheld in erotobucolic poetry (e.g., Theocr. Id. 1, 2, 3; P. Harris 500, Group A:
No. 6; P. Harris 5000, Group B: No. 12; Enki and Ninhursag).

The woman had also mentioned love-sickness earlier in the poem in the second chapter

when she described being with her beloved (2:5):
2N NANN NNTI DN N7 MEIWNA 130D

Sustain me with raisin-cakes; refresh me with apples for I am love-sick.

The three final words of the sentence are nearly identical to those of 5:8, though this line appears

456 Fox 1985, 146-7. However, I believe that this meaning can be present whether 117 is taken as a question (with
other commentators), or as a negative (Fox). If it is a simple question, then she is asking them to tell her beloved that
she is lovesick in order to explain her behavior to the beloved. If it is a negative, she is asking them not to tell her
beloved about the episode, but excuses her behavior to them by describing it as lovesickness. Exum 2005, 201
makes a good argument against taking 7.1 as a negative, pointing out that the woman in SoS often behaves
irrationally and seems proud of rather than embarrassed by the strength of her love.
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in a more positive context; verse 2:5 appears only two verses after the woman described her
beloved as an apple-tree, and herself sitting in his shade. If the apple metaphor carries down to
this line, then he is paradoxically both the cause of her sickness and the cure.*’” This paradox is
foregrounded in many erotobucolic poems; love has the power to make people sick (usually this
is because unrequited or unfulfilled love becomes overwhelming) and love has the power to
make them well (at least lovers believe that union with the beloved will make them well). This
verse can also be read literally as the woman asking for food because she is feeling faint. She
asks for sweet foods, associated with love (apples) and feasts after important sacrifices (raisin-
cakes).*s Thus, she highlights the mixture of the erotic (pleasant foods) and the divine (sacrifice)
in her experience of the beloved.

The refrain of SoS that inspired my title warns the daughters of Jerusalem about the
danger of Eros, again showing that the lovers are aware of the danger even while they feel

confident that they will personally overcome it (2:7, 3:5, 8:4):+*
YONRY TY NIDXD NN IIMYD DX, ATYD DN NTYD M2N2 X MNI¥3 DI mia ony nyiwn

I adjure you, daughters of Jerusalem, by the gazelles or the does of the field; never arouse or awaken love until it
pleases.

Some have interpreted this phrase so that ‘love’ would refer specifically to one of the lovers or

that the woman is commanding the daughters of Jerusalem not to interrupt her lovemaking %

However, the noun for love (N2NN) does not have a possessive marking or predicate noun that

457 Exum has already noted the paradox that the beloved both causes and cures lovesickness (2005, 116, 201).

458 Exum 2005, 116 points out that these foods are sweets for pleasure, not staples that would satisfy real hunger.
There are not many mentions of “apples” (or whatever this fruit may be) in the Hebrew Bible, but fruits are erotic in
much other Mediterranean work, seemingly throughout SoS, and there is a seductive element to the “apple” in the
garden of Eden (Genesis 3:1-19). Raisin cakes (also possibly flagons of wine) appear 3 other times in the Bible -
twice in association with sacrifices made by David (2 Sam 6:19, 1 Chronicles 16:3) and once in association with the
worship of other gods (Hosea 3:1).

459 The line is shortened at 8:4 by leaving out the animal imagery.

460 Pope 1977, 387 summarizes and addresses the theories of those who see ‘love’ as one of the lovers. Fox 1985,
109 is among those who argue that the woman asks her friends not to disturb her lovemaking. However, I am
convinced by Exum’s arguments that this is a less likely reading of the line (2005, 117-8).
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would signal one of the lovers, suggesting that it is love in the abstract or love personified that
should not be awakened.*' As Exum argues, for the woman it is too late; she has fallen in love
and has been taken over by her desire for the beloved (2:5, 5:8). Though she enjoys time with her
beloved (1:1-4, 2:3, 4:16), she has discovered that love is not an experience for the faint of heart
(6:10, 8:6) and she warns her friends not to rush into love, but to wait until love decides to come
to them.*? This phrase evokes the idea of love as a latent force that it is dangerous to rouse
without fully personifying a love deity.

The man, too, has found that the effects of love can be overwhelming (4:9):
TN PIY TOND YN TOND 3R12Y 192 HNK 1IN12Y

You have ravished me, my sister, my bride, you have ravished me with one of your eyes, with one ornament from
your neck.

Looking upon the smallest part of the woman or even just a small part of an object associated
with her is enough to make the man feel overcome with love *3The verb 115, often translated as
‘ravish’ shares the root of the word for heart.*** Thus, it has been taken both as ‘ravish’ or
‘capture the heart” and as ‘encourage’ or ‘hearten.’* Though Exum notes that the man is
overwhelmed, she differentiates the ways in which the man and the woman speak of love,

arguing that the woman speaks of her emotions (lovesick) and the man of power relationships

461 Pope 1977, 387 notes that “Words for love are virtually personified in many poetic uses and love certainly has a
will of its own, fickle as it may be.” Parallels in Greek poetry show that an injunction against arousing love could be
taken more literally. For instance, in the Anacreontic poems, Eros is often portrayed as a mischievous boy who is
best left alone (e.g., 28, 30, 31, 33, 35) and a Hellenistic or Augustan bronze statue of a sleeping Eros (New York:
The Metropolitan Museum of Art) may also suggest the dangers of waking the love god.

462 Exum 2005, 117-8 provides the arguments of commentators who have seen this as an adjuration that the women
not disturb the lovemaking of the lovers and those who have seen it as an adjuration that the women not fall in love
before they are ready. She favors the interpretation that it is a didactic statement to warn the daughters of Jerusalem.
463 Fox 1985, 136 points out that a bead on a necklace was sometimes called an ‘eye’ (1Y) and that the word 71X can
mean both ‘neck’ and ‘necklace’, creating a double pun in this line.

464 BDB 12%.

465 Pope 1977, 478-80 provides the arguments for both sides. He adds that ‘heart’ in Mesopotamian literature is
frequently associated with sexual passion and so, even when translated as ravish, the verse implies the man’s
arousal. Furthermore, he points out that the power of beauty to ravish is a common trope of love poetry. Exum 2005,
170-1 points out that the two interpretations are not very different because when lovers say that their hearts have
been ravished or captured, they mean that they are inflamed with passion.
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(ravished).*¢ However, I read lovesickness and being ravished as very similar things, both
suggest a loss of control on the part of the person who experiences them.

The intense effect of the woman’s eyes on the man is emphasized again in verse 6:5:
Y230 AW DY ATY2 T 12100 0 T iy apn

Turn your eyes away for they have overcome me; your hair is like a flock of goats that is rushing down Mount
Gilead.

Though the description of the woman is generally positive, as Pope remarks, her eyes arouse
love that is too intense for the man to bear.*’ Love even when requited, can be overwhelming as
well as pleasing.*® Just as in 4:9, the overwhelming love that is associated with the eyes, causes a
lover to lose self-control, an important virtue in many Mediterranean cultures.*” The loss of self-
control occasioned by love is a source of anxiety for erotobucolic lovers like the man here, who
asks the woman to look away so that he can restore his composure. Alternately, he may comment
on her gaze in order to compliment the woman by exaggerating the effect of her look in a playful
way. 470

This power of love to overwhelm is not dependent on social status, though it may be
culturally determined. Many love poems speak of the “universal” nature of love within their own
society; at least in poetry, a king and a beggar or even a god and a mortal will experience love in
the same way.*”! Whether SoS is interpreted as the story of a king and a shepherd who love the
same woman, a shepherd who feels like a king in the presence of his beloved, or a king who acts

like a shepherd to spend time with his beloved in nature, it reveals the equalizing power of love

466 Exum 2005, 172.

467 Pope 1977, 564.

468 Barthes 1978, 10-2.

469 Rabbinic writings show that self-restraint was an important ideal, through to be achievable only by men, in
ancient Judaism (Satlow 1996). Davidson 1999 explains the importance of self-restraint in Classical Athens by
discussing diversions from the ideal. Romans similarly found self-control important as can be seen in Cicero’s De
Officiis and the writings of Stoics like Seneca (e.g., On Self-Control).

470 I am indebted to Fox for pointing out this possibility.

471 E. g. Hom. Hymn. Ven., Theoc. Id. 14, Ovid Met. 1.473-524.
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For instance, though the man may not actually be a king, he argues that the effect of the woman
would be the same if he were (7:6):

DV MON 120 193N TYN1 NIT 50122 13y TR
Your head upon you is like Carmel and the hair of your head is like purple; a king is imprisoned in [your] tresses.
Social status will not save a man or woman from being overtaken by love. Love and nature are
forces beyond the control of men.# Like Fox and Exum, I find it most likely that the lover is
describing himself as a king (probably metaphorically) who has been captured by her love 47
However, it is also possible to take the king literally; either meaning that the man is a king or that
he believes another king is interested in the woman. Any interpretation will reveal the
overwhelming power of love that transcends social boundaries.

The man also implies his trepidation in the presence of the woman at 6:10:
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Who is that looking down like the dawn, beautiful like moon, pure like the sun, as dreadful as an army.

All of the comparisons to heavenly events or bodies in this line might imply the overwhelming
nature of the woman’s love. Many commentators have noted that comparisons to the moon and
sun imply that she is connected to love goddesses such as Ishtar and Aphrodite.*”* The final

image of the line clarifies that her impact on the beloved can be read negatively. Though the
meaning of DT in this verse is not completely clear, I have translated it ‘army’ based on the verb

DN, which can mean simply ‘awesome’, but usually has a negative connotation like ‘terrible’ or

472 Remember that for ancient peoples nature was a true threat. I don’t think that ancient people could have
imagined that men would ever have the kind of control over farmland that we do now; we have killed off many
natural predators, created pesticides for bugs, and use herbicides for weeds. Ancient men did cause some animals to
become extinct, but at a much slower pace (Barnosky et al. 2011). Wild nature was beautiful, but there was real fear
for farmers that it would encroach on their property and even city dwellers were aware of the food shortages that
could be caused by a drought or a plague. I will discuss this aspect of nature in erotobucolic poetry in more detail in
the concluding chapter.

473 Fox 1985, 161; Exum 2005, 237.

474 Pope 1977, 573.
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‘dreadful.’*”> An army can be beautiful when it prepares for battle because of the large force and
their exquisite gear.*’° These same attributes cause the army to strike fear into its opponents. In
the same way, the woman is beautiful to the man that she loves and terrifying because, like an
army, she can overwhelm and rule him.

Near the end of SoS§, the woman makes a general statement about the nature of love
(8:6-7):

NINYY UK GYT IPEY1 KD YD NYR NINK MA Ny 190y bming 14275y ofing vy
1212 N2 NANNI N2 NNTHI NN AR NDR MLY? K MINN NANRDNK M2 1901 X D21 D)

Place me like a seal on your heart, like a seal on your arm; for love is as strong as death, jealousy is as harsh as the
underworld; its flashes are flashes of fire, a flame.

Many waters are not able to quench love nor can floods wash it away; if a man would give all the wealth of his
house it would be utterly despised.

The overpowering strength of love in these verses can be read positively or negatively. If read
positively, love gives the lovers power that equals death and will withstand any attempts to
destroy it. The equality of love and death in 8:6 might relate to Inanna’s Descent to the Nether
World, in which Inanna seems to make a deal with her sister that Dumuzi will stay in the
underworld for 6 months and live with Inanna for 6 months each year.*”” Thus death and love are
given equal weight, perhaps suggesting for lovers like those in SoS that while death cannot be
completely overcome, its harshness can be softened by love. If read negatively, then love
overcomes the lovers; its effect on them is stronger than death and no matter what they do they
will not be able to escape it. I believe that the ambiguity of these lines is intentional and that the

author emphasizes the duality of love - that it is simultaneously a blessing and a curse, a sickness

475 BDB o°K; 737. Other commentators including Pope 1977, 573; Fox 1985, 150; and Exum 2005, 211 take o°X as
‘awesome’ and 237 as ‘eminent’ or, in Pope’s case, ‘trophies.’

476 Sappho Fr. 16 contains a similar description of the beauty of an army.

477 Alster 1996. This is similar to Demeter’s deal with Hades that Persephone will stay in the underworld with her
husband for 3 months and aboveground with her mother for 9 months (Hom. Hymn Ven. 445-9).
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and a cure *’®

While the dangers of love are usually only a subtext in SoS, there are enough passages
that contain an awareness of social and psychological dangers to show their overall importance
to the text. The verses that I have discussed show that not only the author of SoS, but also the
lovers themselves are aware of the dangers brought about by love; sickness, loss of control, and
social reprimand. The presence of danger for lovers in an idyllic natural setting is a common
feature of erotobucolic poetry, as I have shown in my discussion of Theocritus in the second
chapter.
Searching and not Finding

Time after time in SoS the lovers search for each other and seem to come together, but
soon after they are looking for one another once more without any clear narrative description of
how they were separated.*’”” Though love may be fulfilled in the erofrobucolic mode, the focus is
always on desire and absence. Authors use two strategies to maintain the sense of longing; they
can either write about unrequited love which will always involve longing for the unwilling
beloved, or they can have lovers with mutual feelings who are kept apart by societal or familial
expectations.*® The author of SoS uses the second strategy, portraying a couple whose love is

mutual, but is obstructed by the pressures of society and a disapproving family.*!

478 Theocritus’ Idyll 11 similarly emphasizes the dual nature of love, as I discussed in Chapter 1.

479 Exum stresses this aspect of SoS (2005, 6-7, 9-13).At least once in each chapter, except for 7, one of the lovers
searches for the other. In between these searches, they are often together, but the frequent and sudden departures
remind the audience that they can be separated at any time.

480 Greek and Roman authors usually write about unrequited love (e.g., Sappho, Anacreon, Theocritus), Egyptian
Lyric poetry uses both strategies (see Fox 1985, 7-81 for examples), Sumerian sacred marriage literature usually
involves a specific variation of mutual love in which the lovers are separated by the divide between divinity and
mortality; they may come together for a time, but the mortal partner is doomed to die (see Nissinen and Uro 2008).
481 This is not unique in the erotobucolic mode, but it is uncommon. Later Daphnis and Chloe, a Greek novel with
strong ties to the erotobucolic mode, contains lovers who are constantly together and yet are unable to find out how
to fulfill their sexual desire. See above for a discussion of the age of the lovers and details of the societal difficulties
that they face.
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After the opening lines, in which the woman appears to be with the man as he brings her
to his chambers (1:1-6), the woman suddenly asks where she can find the man, and he responds
(1:7-8):
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W: Tell me, whom my soul loves, where do you pasture and where do you rest [your flocks] at noon; for why should
I become like a woman who wraps herself up beside the flocks of your companions?

M: If you do not know for yourself, beautiful among women, make your way in the tracks of the flocks and pasture
your kids in the dwelling places of the shepherds.

Both lovers wish to be together, but the woman is anxious about approaching the entire group of
male shepherds as they rest.**? In erotobucolic poetry, the heat of noon is often the time of day
that people seek shelter in a locus amoenus where, in turn, they become susceptible to the
dangers of love.*3 The woman may ask where her beloved will be at noon because she would
like to be with him alone during this erotically charged time, Pope notes the erotic nature of
words for pasturing.*®

After another series in which they seem to be together, the woman describes the beloved

approaching from a distance (2:8-9):
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The voice of my beloved; behold he is coming, climbing on the mountains, leaping on the hills.
My beloved is like a gazelle or a young stag, behold he is standing behind our wall, gazing from the windows,
glancing from the lattices.

The woman watches for her lover, attuned to the sound of his voice and his movements as he

approaches from a distance. The man does not speak, but shows his desire by traveling to visit

482 See above for the reasons.

483 That noon is a time for erotic encounters is especially true in the Idylls of Theocritus. Pope 1977, 329 addresses
the importance of the noon hour in SoS.

484 Pope 1977, 328.
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the woman and peering in, trying to catch sight of her.*> Exum provides a close reading of these
lines with respect to the searching and finding of the lovers. She discusses how the woman plays
with verb tenses to make it seem like the action is unfolding at that very moment as well as how
the man is at one moment present and the next has disappeared again. She compares his ‘search’
for the woman in 2:8-17 to the woman’s search for him at 3:1-5.%%¢ [ agree that these stories are
closely related and told in sequence so as to highlight the importance of searching, desire, and
finding in the poem.

After the initial lines in which the man approached the woman’s house (2:8-9), the
changes in the location of the man come rapidly. For instance, see 2:9-13 where the man asks the
woman to come with him, but it is not clear how or if they are together yet; there has been no
mention of him entering the house. The lovers are apart again at 2:14,*’ the man speaks of his

desire to see the woman and hear her voice:
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My dove in the crannies of the cliff, in the secret places of the steep; let me see your appearance, let me hear your
voice, for your voice is sweet and your appearance is lovely.

Each lover at different times expresses the desire to see the other and hear his or her voice, and
yet it appears in the text as a dialogue, as though they were already together. This sameness
highlights the equality and mutual desire of the lovers. Furthermore, by playing with the
presence or absence of the lovers, the author maintains the sense of desire and longing even
while the lovers are able speak to one another.

Her first search for the beloved in the city makes the yearning of the woman explicit
(3:1-3):
485 In Arabic tradition, a look from a gazelle can make a man sick even to death (Sumi 2004, 153). The gazelle may
be important to the power of the man’s gaze over the woman as well.

486 Exum 2005, 122-3.
487 See the previous chapter for a discussion of the dove as a symbol of inaccessibility in this verse.
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On my bed in the night I sought him whom my soul loves; I sought him but I did not find him.

I will get up now and go to the city in the streets and the squares; I will seek him whom my soul loves; I sought him
but I did not find him.

The watchmen who go about the city found me - “Did you see him whom my soul loves?”

The absence of the beloved creates dramatic tension within the poem. Many commentators have
understood this passage as a dream sequence.**® Fox points out that the verb tenses in these and
the following verses add to the ambiguity of the passage (are the lovers together or not? what is
the sequence of events?).*” Conversely, Exum sees the verbs in the future tense as quotations of
words that were spoken at the time and therefore adding to the immediacy of a narrative about a
past event.*® Searches for a physically or emotionally unavailable beloveds appear in various
ways in the erotobucolic genre; here the search is made literal as the woman goes out into the
streets to find the beloved.*!

At the end of this search, the woman finds her beloved (3:4), but before long they are
apart again (4:16):
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Wake North wind and come South wind and breathe upon my garden so that its spices may flow out, let my beloved
come to his garden and eat the preferred fruits.

The woman needs to invite her beloved to the garden, suggesting that he has been away.
Nevertheless, in the next verse, the man claims that he has already come to his garden (5:1). As

in the previous passages, the tenses of 4:16-5:1 are varied so that, as Exum puts it, “sexual union

488 Pope 1977, 414-6 discusses this possibility and a variety of others, but argues that this search is ‘real’ and is
related to the searches of Mesopotamian goddesses for their beloveds. Fox 1985, 117-8 also discusses the dream
interpretation but ultimately dismisses it.

489 Fox 1985, 118.

490 Exum 2005, 133-4.

491 Theocritus’ Idylls 2 and 12 also make this search literal.
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is simultaneously anticipated, deferred, and enjoyed.”*? For a brief time they are together again,
enjoying the pleasure of the garden.*”*
Again the possibility that much of SoS takes place in a dream is suggested, for, in the next

verse, the woman is roused from her sleep as the beloved comes to her door (5:2-4):
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I am asleep but my soul is awake - the voice of my beloved pounds - “Open to me my sister, my companion, my
dove, my perfect one; my head is full of dew, my locks with the drops of the night.”

I have taken off my garment; how will I put it on? I have washed my feet: how will I make them dirty?
My beloved stretched his hand through the opening and my viscera were aroused because of him.

Though the woman is reluctant at first, in the end it is she who ends up searching for the man,

once again placing herself in the danger of the streets (5:6-8)
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I arose to open to my beloved and my hands dripped myrrh and my fingers dripped sweet-smelling myrrh on the
handles of the bolt.

I opened to my beloved but my beloved had gone and turned away; my soul flew out when he spoke; I searched for
him but I did not find him; I called him but he did not hear me.

The watchmen marching around the city found me, they struck me, they bruised me; the watchmen of the walls took
my veil from around me.

I have discussed the similarities between this passage and 3:1-5 with regard to the social dangers
above. It is also similar, as Exum has discussed at greatest length, in the tense changes and
constant comings and goings of the lovers.** At times like 5:8, it seems as though the lovers
search in vain. Though erotobucolic works are about attempts to bring opposites together (human
and divine, men and women, young and old), the process is difficult, dangerous, and frequently

fails; SoS hints at the possibility that love will fail without ever indicating that the lovers in this

492 Exum 2005, 162.
493 See the previous chapter for the symbolism of the garden and its contents.
494 Exum 2005, 186-201.
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particular story have failed.

Throughout the rest of chapter 5 the lovers are apart and the woman describes her
beloved to the daughters of Jerusalem (5:8-16). At the beginning of chapter 6, they ask her where
her beloved can be found (6:1):
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Where has your beloved gone, beautiful among women; where has your beloved turned? We will seek him with you.
Earlier in SoS, the woman said that other women were interested in the man (1:3-4). This offer
by the daughters of Jerusalem to help find him after hearing her description of his beauty
reinforces the idea that he is attractive to many. Not only the one woman, but all women long to
see him.*> Lovers in erotobucolic literature often describe the effect of their beloved on others,
and sometimes compliment them by describing their love as irresistibly drawing multiple
suitors.*%

As quickly as they had lost one another, the lovers are back together and the woman says
that he is in his garden at 6:2:
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My beloved has gone down to his garden to the beds of spices to graze in the gardens and to pick lilies.
The despair that was hinted at in 5:2, gives way to another erotic encounter. The abundance of a
garden in bloom is an apt metaphor for what the lovers wish to share, but love, like a garden, will
flourish only in certain conditions and may require careful tending. The lovers of SoS may have
their difficulties, but they always return to the abundance of the garden, suggesting that their love

1S a success.

495 Exum 2005, 209-10 argues that this is a rhetorical question and that the women have already helped the woman
to find her lover by giving her the opportunity to praise him. While it is true that the woman has already found the
beloved, it is not clear whether or not the other women know this until she reveals it in the next verse and so I am
not certain that it is a rhetorical question. In either case, the line can still be seen to reveal their interest in the man.
496 See concluding chapter for examples and comparisons.
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At the beginning of chapter 8, the woman’s words imply that the lovers are apart or, in
any case, remind the audience that it is difficult for them to be together (8:1-2):
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Would that you were considered like my brother, having sucked the breast of my mother; when I found you outside I
would kiss you and still they would not despise me.

I want to lead you and bring you to the house of my mother; she would teach me to give you a drink from the spiced
wine, from the juice of my pomegranate.

Society has kept them apart, but the woman longs to be with the man and to legitimize their
relationship (see above). Erotobucolic poetry often idealizes, but rarely realizes the dream of a
lasting and accepted relationship. In many erofobucolic poems, the lovers may use the promise
of a legitimate relationship to trick a beloved into a temporary liaison.*’” The poem ends without
any certain indication of consummation or marriage, and so it is left to the reader to imagine
whether or not the lovers will have a lasting happy ending.

As I mentioned in my introduction, love poetry tends to be written from the perspective
of lovers who cannot be together for one reason or another. If they were together, then they
would be too busy enjoying one another’s company to speak about it. SoS gives the lovers an
interesting motive for speaking about their love and desire despite their mutual longing. Their
love is not approved by society or the woman’s family, but they are able to escape and be
together at times. During the times that they are apart, they compensate by remembering and
describing the beloved. Memory and “conjuring,” to use Exum’s term, are woven together
throughout the poem along with times that the lovers appear to be together and speaking to one

another directly. Overall, this creates an ambiguous narrative that leaves the reader uncertain of

497 Cf. Theocritus Idyll 2; Archilochus Cologne Epode. See the concluding chapter for more details. The lovers in
SoS strike me as sincere, perhaps because they each voice their desire in similar terms; if one is trying to trick the
other, it is impossible to say which.



192

when events take place and whether or not they are ‘real.” Erotobucolic literature invites
polysemy because it begins with the ambiguity between ‘real’ and metaphorical landscapes.
Divine Love and the Beloved as Divine

As 1 briefly mentioned in the introduction to this chapter, both Judaism and Christianity
have long traditions of reading SoS as an allegory for divine love. In Judaism, the woman has
usually been taken as a symbol of Israel and the man taken as representative of God. In
Christianity, the woman has typically been understood as an allegory for the church and the man
as an allegory for Jesus. There have since ancient times been those from both religions who read
the text literally, but they have been in the minority. Each verse of the text can be interpreted in
various ways based on these allegorical understandings. An in-depth analysis of these
interpretations is outside the scope of my project, but I will discuss some of the major trends.*®

In Judaism, though the interpretation of individual passages varies, the broad allegory of
Israel and God can be found in the Talmud, the Targum, Midrash Rabbah, and some medieval
commentators (notably Saadia, translation 1926; Rashi, translation 1958; and Ibn Ezra,
translation 1874). In the Targum, the allegory is tied to biblical events from Exodus to the
anticipated coming of the Messiah. Some Jewish intellectuals in the medieval period offered an
alternate interpretation with the man and woman representing the active and passive aspects of
the intellect. In the late sixteenth century Don Isaac Abravanel (translation 1995) was the first to
propose that SoS was Solomon’s song about his love of wisdom. Thus, Solomon speaks as
himself and only the bride is allegorical. Since the eighteenth century, many Jewish

interpretations have diverged from the allegorical reading of SoS.

498 For a closer look at the allegorical tradition from the ancient to the modern period, see Pope 1977, 89-229.
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Early Christian commentators also vary in their interpretation of specific parts but
generally agree that SoS is an allegory for the love between Christ and the church or Christ and
the individual believer.*” This interpretation continued to dominate until the twelfth century. In
the twelfth century, as the worship of Mary developed, some identified the woman of SoS as the
Virgin Mary; these interpretations tended to describe Mary as similar to other great fertility
goddesses. This interpretation competed with the traditional allegorical interpretation for some
time. Like Jewish intellectuals, some Christian intellectuals ascribed to the understanding that
SoS was about the active and passive aspects of the human mind. Brightman, perhaps following
the Targum, related the SoS to the history of the Church up to the second coming. Others
continued to follow the Targum more closely and interpreted the text according to the history of
Israel. Few varied from these interpretations until the nineteenth century, when Johann Leonhard
von Hug (1813), suggested that SoS described a dream (even when understood as a dream, SoS
is still often interpreted as an allegory about the love between God and Israel or the Church).>®

This tradition of reading the poem as a love affair between the divine and the human ties
SoS to sacred marriage literature from other parts of the Mediterranean.”' In other sacred
marriage texts there is typically a “wedding” between a divinity and a human that brings fertility
to the earth. In most cultures a sacred marriage describes a fertility goddess, such as Inanna,
Ishtar, or Aphrodite taking on a mortal man as consort.*®> Some Greek stories of Zeus’ affairs
with mortal women, such as lo and Europa (Ovid Met. 1.568-746; 2.833-3.2), may also be

understood as sacred marriages since these women give birth to sons that found entire nations of

499 E. g. Origen, an Alexandrian scholar of the early to mid 3rd Century CE; Gregory of Nyssa, Bishop of Nyssa in
the late 4th Century CE; Philo of Carpasia, a 4th Century bishop; Jerome, a christian scholar of the 4th and 5th
Century CE; and Theodoret of Cyrus, a bishop of the mid 5th Century CE.

500 This and the previous paragraph rely primarily on information from Pope 1977, 89-229.

501 This connection has been made by many twentieth century scholars, for example Kramer 1969, Pope 1977,
145-53; Carr 1979; and Nissinen 2008.

502 See Nissinen 2008 for examples from various cultures and time periods.
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people. Allegorical interpretation of SoS is more abstract (i.e., it is not traditionally read as
indicating that this love between God/Jesus and the human causes crops to grow or leads to
human fertility), but the poem incorporates similar images of abundance, fertility, and luxury to
describe the coming together of human and divine partners.

The numerous nature metaphors in SoS were discussed in the previous chapter, but there
are also many metaphors in the SoS that describe the lovers in terms of precious materials. It has
often been noted that these segments make the lovers sound like statues,® especially the

description of the man at (5:10-6):
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My beloved is shining and rosy, conspicuous among thousands.

His head is pure gold; his gathered locks are as black as a raven.

His eyes are like doves washed in milk and set along the rim beside the channels of water.

His cheeks are like a garden of balsam, a tower of spices; his lips are lilies dripping with flowing myrrh.

His hands are rings of gold set with beryls; his body is carved from ivory inlaid with sapphires.

His legs are pillars of marble set upon pedestals of refined gold; his form is like Lebanon, choicest like the cedars.
His mouth is sweetness and he is desirable in every way. This is my beloved and this is my companion, daughters of
Jerusalem.

The woman verbally crafts the image of her lover from ivory, gold, precious stones, valuable
woods, and marble. These are the same materials used in other cultures around the

Mediterranean to create images of the gods.”* Biblical law forbade the creation of such cult

503 Pope 1977, 535 discusses the relationship between the description, particularly the golden head at 5:11, to other
descriptions and findings of cult statues. Exum 2005, 202-3 understands the precious materials as metaphorical
references to the man’s value to the woman instead of to his similarity to statues. I argue that the description would
carry both the implication that he is valuable and that he is similar to a cult-statue, if not truly in his appearance, then
in his importance and suitability for worship. That is to say that even if the woman is practicing the Jewish religion,
she would be tempted to worship the man just as in many instances throughout the Hebrew Bible the Jewish people
were tempted to worship idols from other cultures, see citation below.

504 In Greece and Rome many cult statues were chryselephantine, that is, made from ivory and gold; examples
include the cult statues of Athena Parthenos and Olympian Zeus. Other statues were akrolithic, that is made of wood
and stone, usually marble; the cult image of Apollo Bassitas and the colossal statue of Constantine are examples.
Pope 1977, 538-9 highlights the word meaning “to set” (nk%n), which is related to a term used for the setting of
gems (X71) and remarks on the practice of making statues with eyes of jewel inlay. I agree that this description calls
to mind the eyes of statues more than real eyes. Even where statues survive the eyes have often been removed, but
for a surviving example see the Riace Bronzes. I give examples only from Greece and Rome because I am most
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images,”” but many stories in the Hebrew Bible show that the people were familiar with these
images and even sometimes turned to them. The woman's description of her lover as a statue
implies that his beauty is nearly divine.*® The spices in description are expensive perfumes that
were sometimes used as offerings or to anoint cult statues.>”’

The images of man-made crafts here are interlaced with a few natural metaphors like
those discussed above. Descriptions of the woman also contain both types of metaphors but the
balance is reversed so that she is more associated with nature and the man is more associated
with material wealth. In the Hebrew Bible, God is depicted as the craftsman of the earth and the
creator of the animals. Therefore, when the lovers are described as plants or animals they are
associated not with the handiwork of man but with the craftsmanship of god — an even closer
connection to the divine.

Conclusion

SoS follows the same patterns that I discussed in the first two chapters regarding
Theocritus; it contains natural metaphors for love, social and psychological danger, yearning, and
a connection between love and the divine. In some places there are even more striking parallels
between Theocritus and SoS such as the foxes in the vineyards (the first connection to be widely
recognized), the description of a woman as dark but beautiful, the comparison of a woman to a
lovely horse, and the desire of one lover to sit in the shade of their beloved as a tree. All of these

are elements and images that reappear in erotobucolic literature. I will show in the conclusion

familiar with literature from those areas, but Greek statuary was influenced at various times by Egypt and the East
(e.g., the Orientalizing Period) and so it is likely that cult statues from other parts of the Mediterranean were similar.
Most cult statues made of precious materials were later destroyed and the materials were reused, so surviving
literary descriptions are important for understanding the appearance and construction of ancient cult images.

505 Exodus 20:4.

506 Cf. Anacreontic “paintings” 16, 17; see concluding chapter for more examples and comparisons.

507 Detienne 1977, 5-36.
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that they are to be found not only in Theocritus and SoS, but also in other erotobucolic works

written around the Mediterranean throughout antiquity.
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Conclusion: Wreathing Garlands
Introduction

In the preceding chapters, I hope to have shown that there are enough similar themes in
SoS and the poems of Theocritus to support the theory that they are part of the same genre, which
I have named the erotobucolic. 1 have used SoS and Theocritus to provide a basic definition of
this genre. These chapters have likely raised some questions: for instance, how widespread was
erotobucolic poetry? Though I have limited the discussion to SoS and Theocritus for the sake of
brevity, erotobucolic poetry, like epic, can be found in many cultures. In this chapter, I will show
that the same elements seen in SoS and Theocritus (plant imagery, animal imagery, danger,
yearning, and divinity) can be found also in other Greek, Roman, Egyptian, and Mesopotamian
poetry. Since the similarities that I have discussed thus far are broad, readers may wonder if they
are coincidental rather than part of a distinct genre with its own traditions. Specific examples in
this chapter will show more than a coincidental relationship and will suggest that a poetic
conversation about the nature of love was being carried out across the ancient Mediterranean.

In this chapter, I will consider a few specific types of plant and animal imagery, since to
explore all of the striking parallels connecting the Mediterranean erotobucolic texts would entail
yet another book. As I analyze this imagery, I will speak more theoretically about the themes
rather than cataloging all of the examples. In order to keep this task to a manageable limit, [ am
discussing only a few Greek and Roman authors (primarily Homer, Sappho, Anacreon, Vergil,
Ovid, and Horace). In addition, I will examine those Egyptian and Mesopotamian parallels,
available in English translation, that stand out to me as the most similar. By descrbing at these
examples I hope to show that the erotobucolic elements that I pointed out in earlier chapters are

not limited to Theocritus and SoS. Furthermore, by looking at a greater number of examples, I
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can determine which elements of an image are basic to the genre and which are unique to a
specific culture or poet.

At the end of my conclusion, I will briefly look beyond the Mediterranean to see if
erotobucolic elements appear in other cultures. I will not be able to definitively determine the
scope of the erotobucolic or all of its implications in one monograph. Nevertheless, I believe that
my attempts encourage others to compare texts that would otherwise have been studied
separately and create useful terminology and criteria for talking about this genre.

Plants and Animals

As Barthes has described, language fails the lover when he or she attempts to describe the
beloved.>® There is no language unique to Eros;*®” love poets face this aporia of erotic language
by borrowing from the language of other topics, such as war (Archilochus, Sappho, Propertius,
Ovid)*'* and scholarship (Callimachus, Catullus, Ovid).>"" Erotobucolic poets mainly borrow their
language from nature, creating erotic metaphors and similes based on the natural world. As I
have argued in previous chapters, the overarching trait of the erotobucolic genre is the extent of
the overlap between love/the lovers and nature that is created when the poet describes the lovers
with metaphors drawn from their setting. My section titles, drawn from modern song lyrics,
show that these metaphors have made a powerful and lasting effect on depictions of love in the
West.

Run Through Your Wicked Garden

508 Barthes 1978, 18-21; Kristeva 1987, 1-2.

509 Kennedy 1993; Rosenmeyer 1999.

510 See Rissman 1983 for a seminal work on erotic war imagery in Sappho. Many books and articles have been
written on militia amoris or the soldiery of love in the Latin elegists (e.g., Baker 1968; Murgatroyd 1975; Stahl
1985; Cahoon 1988; and Gale 1997)

511 There are already hints that the beloved woman is (metaphorically) the text in Callimachus Aetia Fr. 1.9-12,
Propertius writes of a scripta puella at 2.10.8, and Ovid 3.12 closely associates Corinna with the books that describe
her.
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One of the most influential metaphors in erotobucolic poetry is the description of a
beautiful, often cultivated natural setting. In all erotobucolic literature, the garden (or locus
amoenus) appears as the setting for love. I have already discussed the extended passage in SoS
(4:12-5:1) in which the beloved woman is compared to a cultivated garden.’'? The poet used the
garden to describe the beauty, sophistication, pleasant variety, and nourishing effect of the
beloved. Similar passages can be found in Egyptian literature, but the other literatures that I have
studied do not compare women to entire gardens (though, as I will discuss below, they do
compare them to parts of gardens). In Mesopotamian literature, the garden may also be the result
of lovemaking. A brief look at passages from Mesopotamia, Egypt, Homer, Anacreon, and Ovid
will serve to establish the “universals” and variations of the garden motif in ancient erotobucolic
and their implications.

One Egyptian lyric, similar to but more succinct than the SoS passage at 4:12-5-1,
describes a woman: “I am yours like the field/ planted with flowers/ with all sorts of fragrant
plants./ Pleasant is the canal within it, which your hand scooped out.”"* Rather than listing the
contents of the garden, the woman simply lets the audience know that there are many kinds of
plants and that they are fragrant. The man “owns” this garden and has even created the canal, but
it is not locked and so the emphasis on fidelity is absent. Like the field, she is his for now, but she
leaves open the possibility that some day she may belong to another. In another Egyptian lyric, a
woman declares, “I am headed to the ‘Love Garden,’/ my bosom full of persea (branches),/ my

hair laden with balm.”*"* In the second poem, the woman travels to the garden, perhaps

512 See Chapters 1 and 3.
513 P. Harris 500, Group C: No. 18. All translations of Egyptian love poems are from Fox 1985.
514 P. Harris 500, Group A: No. 8.
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suggesting that the man is the garden in this case, though more likely the “Love Garden” is a
metaphor for the two of them together.’"

In a Sumerian poem, King Shulgi (a consort of the goddess) encourages Inanna to go to a
garden with him to make it fertile: “My sister, I would go with you to my garden,/ My fair sister,
I would go with you to my garden,/ My sister, I would go with you to my garden,/ My sister, do
you [fructify?] my garden?”>'® Here, as in the loci amoeni of Theocritus, the garden is primarily a
place where the lovers can go and only subtly a metaphor for their bodies. In another Sumerian
poem that combines narrative with the words of Inanna and Dumuzi, Inanna says to him, “Plow
my vulva man of my heart!” In the following line, the poet describes: “At the king’s lap stood the
rising cedar,/ plants rose high by his side, grains rose high by his side, . . . [and] gardens
flourished luxuriantly by his side.”'” Here, as in some Greek literature, the act of intercourse is
described as plowing (i.e., cultivating nature).

The primary example of a locus amoenus in Greek literature is Hera’s seduction of Zeus

in a magical bed of flowers in Homer’s Iliad (14.346-51):

"H ga ol dryxdg Epapmre Kodvou maig fjv moodmortiy:
Toiol 0’ V7o YBmV dla pvEV veobNAEa moiny,

MOTOV 0 £QorjevTta ide »QOnoV 1O’ VAxLvOOoV

TTURVOV %Ol LOAOKOV, O ATtO x00ovOg 1POo’ EeQve.

™ Evi AeEGoONv, €ml 8¢ vepélnv Ecoavto

1OV xouoeny: otiksval 8 Amémtov €eQaol.

Then the son of Chronus took his wife in his arms

And under them the ground sent forth fresh-budding grass,
Dewy lotus and crocus and hyacinth

Thick and soft, which kept them aloft from the ground.

515 Note that the woman has more freedom to move than human women in most of the erotobucolic poetry of other
literature; she departs without an escort and with no fear of being seen as a social inferior; contrast the woman of
SoS and Simaetha of Theocritus’ Idyll 2, who move about the city but worry about the social implications. The only
other human female in ancient erotobucolic poetry that I’'m aware of moving this freely without negative
consequences is Nausicaa in the Odyssey, a princess from a suspiciously magical land, whose behavior seems
exceptional in comparison to other Homeric women like Penelope, Helen, and Andromache.

516 Kramer 1969, 100.

517 Kramer 1969, 59.
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They lay on it, and they were shrouded in a cloud,
Beautiful and golden, and sparkling dew fell from it.>'8

This garden springs up magically during the lovemaking of the gods, similar to the plants that are
born from the unions of the Sumerian gods. The garden is not a metaphor for the gods, but it is
such an appropriate place for lovemaking that it sprang into existence for the occasion.
Furthermore, the garden is like the gods in that it is beautiful, luminous, and sprung from the
earth.

In a later example, one of the Anacreontic poets writes of enjoying love in an exotic
garden (32.1-6, 13-5):

"Enii poooivoug tegelvoug
&7t AwTivoug te moioug
0t0Qé0ag BEhw mQomiveLy:
0 & "Epwg yrtdva. dfoog
VIEQ AEVOGS TTULTVQML
péOU pot dronoveltw.

gue pahov, mg T Lo,
pugLoov, 06doLg 8¢ nedTa
TOROO0V, ®AAeL O ETaionV:

On tender myrtles

On lotus and grass

Having lain down I want to drink deeply.
And Eros having bound his cloak
Around his neck with papyrus

Will serve me wine.

For me rather, while I still live,
Myrrh, and a head thick
With roses, and call a courtesan.

The Anacreontic garden is not as explicitly linked to the bodies of the lovers as are the gardens of
some other erotobucolic literature, but it contains some of the same fragrant plants and relies on
the same sense that such a spot is appropriate for sexual encounters.

In Roman literature, the works of Vergil and Ovid, especially the Eclogues and

518 All translations of Greek and Latin texts are my own; Greek text is from the TLG.
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Metamorphoses, contain some of the best known examples of the locus amoenus in ancient
literature. For brevity, I will limit myself to one typical example of from each. Eclogue 10, a
poem about the death of Gallus, contains a locus amoenus full of trees, meadows, flowers, and
springs. As Gallus pines away in this beautiful place, he sings about his love for Lycoris. Gallus
cannot have Lycoris, who pursues another (10.22-3). Likewise, he cannot stay in the locus
amoenus as he is called to war (10.44-5), a parallel that suggests the connection between beloved
and landscape seen in other erotobucolic poetry. The Metamorphoses is a poem of epic length,
made up of many vignettes and correspondingly many loci amoeni. One such location is the

grove near the sea in which Peleus rapes Thetis (11.229-236):

myrtea silua subest bicoloribus obsita bacis;
est specus in medio (natura factus an arte
ambiguum, magis arte tamen), . . 5%

A myrtle grove is nearby covered with bicolored fruits;
There is a cave in the middle (made by nature or art
It is uncertain, more likely art however) . . .

The backdrop for the affair contains all of the elements of a Theocritean landscape: trees, water,
shade, and a place for repose. Unlike Theocritean and Vergilian loci amoeni (but in accordance
with Homer, Anacreon, and much of non-Latin erotobucolic), this location becomes the backdrop
for a sexual encounter. Ovid draws attention to the competition between art and nature in
craftsmanship. Though one might expect that this remote grove, the resting place of a goddess,
would be the product of nature, the narrator suggests that it was more likely created by art. The
insistence on art reminds the reader that the mythic grove only exists through Ovid’s description
and is therefore a product of art.

The passages discussed above and those from Theocritus and SoS all have in common

519 All text of Ovid is from Tarrant’s 1945 edition.



203

that a beautiful natural setting is the ideal place for love, or, in the absence of a beloved, for
singing about love. Furthermore, they all expand on the particular plants and features that make a
setting pleasant. Though only Egyptian and Hebrew poetry compare a person to an entire garden,
as we will see, all of the poets discussed draw on the same plants from the setting as metaphors
for the human body. Thus they all represent human love as an inextricable part of nature.
Nevertheless, each culture or poet provides a unique perspective on the relationship
between human love and abundant nature. The poet of SoS uses the idea of a locked garden
belonging to the lover to stress the importance of fidelity. Sumerian poems tend to be sexually
explicit and to show the fertility of nature as a direct result of lovemaking of anthropomorphic
divinities. In the two passages above, the gardens are either made fertile by this process or are
birthed by the goddess after lovemaking.”* Homer and most other Greek erotobucolic describe
sexual intercourse as taking place in the locus amoenus or shortly after a woman is taken from
such a place (Mosch. Eur.), but Theocritus’ shepherds typically reject or are rejected by their
beloveds and so they sing about love rather than participating in it despite their ideal location.
Thus, the focus shifts from the beauty of love to the beauty of poetry.”*' Like Theocritus’
shepherds, Vergil’s are more likely to sing in and about the locus amoenus than to actually make

love in it. Additionally, they are far more likely to sing of politics along with love.? Ovid’s

520 These songs were performed during rituals to improve the fertility of the land (Kramer 1969, 59-66; Nissinen
and Uro 2008, 1-6). Though I am focusing on the fertility aspect of the rite here, I do not mean to deny the political
component of the sacred marriage in legitimating the king. Furthermore, the fact that the king’s reign was
legitimated through a ritual that highlighted his ability to bring fertility to the land shows that fertility was a major
concern of the populace. The explicit nature of the poetry likely exists to ensure the effectiveness of the ritual. A
similar phenomenon exists in ancient prayers and magic tablets, as these are often extremely specific in order to
ensure the gods’ attention and cooperation. For instance, see Greek magic tablets (Faraone and Obbink 1997) and
Cato the Elder’s record of a Roman prayer (Agr. 141).

521 This metapoetic tendency existed in the erotobucolic poetry of other nations and in other Greek poets, as my
discussion below will show, but it was emphasized in the Idylls.

522 The political had been mixed with the erotic and natural in some works of Theocritus (see especially Id. 14-7),
but, while these political moments seem the exception in Theocritus’ Idylls, it is difficult to find an Eclogue that
does not contain references to the political situation in Rome.
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Metamorphoses shifts away from singing and back toward sex or (since this is a story about
transformations) attempted sexual intercourse in the locus amoenus. 1 do not mean to suggest
that there is an evolution of the garden image starting with Sumerian literature and ending in
Ovid, but rather that each poet, drawing on various influences (often unknown to us), worked
with the garden image to create a poem about love and the natural world that resonated with the
people of his or her culture and time period.

Hungry Eyes

An erotobucolic motif that is closely related to the garden is the description of the lover
as an analogue or replacement for food and drink; just as nature and the gardens discussed above
satisfy these needs, the beloved becomes a source of or even a replacement for these necessities.
In many cases, love is compared to alcohol or other intoxicants that, like love, can change a
person’s state of mind in addition to providing nourishment. Alternately, they may be compared
to something sweet, such as honey (a metapoetic reference to the sweetness of the poetry or
song). I have already discussed passages in Theocritus (1.146-8; 7.78-85; 10.36) and SoS (1.2, 4;
2:14; 5.1) that describe the beloved as food or drink, but variations on this theme can be found in
other cultures as well.

In one of the Sumerian sacred marriage poems, the bride says to the groom, “Goodly is
your pleasure, honey-sweet.”? Later in the same poem, she speaks to him of her own sweetness:
“My god, sweet is the drink of the wine-maid./ Like her drink sweet is her vulva, sweet is her
drink,/ Like her lips is her vulva, sweet is her drink.”** Different images are used to describe the

sweetness of the man and the woman, but love is pleasantly sweet for both of them. In the

523 Kramer 1969, 92. Some translations of Sumerian texts are Kramer’s and other are Pritchard’s, they are
differentiated in the footnotes.
524 Kramer 1969, 94.
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description of the woman’s kisses and vulva, the poet combines the pleasure of sweetness with a
hint of intoxication, since her drink is wine.

In an Egyptian lyric, a woman says of her beloved “Your liquor is your lovemaking,”5?
while a young man declares elsewhere, “I’ll kiss her/ her lips are parted-/ I’'m happy without
beer.”"* A woman in yet another Egyptian lyric says, “To hear your voice is pomegranate wine
(to me):/ I draw life from hearing it.”>?” At first glance, it seems strange that the woman compares
his incorporeal voice to a physical substance, wine. However, like wine, a voice can mesmerize.
Furthermore, to a lover, the sound of the beloved’s voice seems like a “basic need.” The
similarity between these passages, two spoken by women and one by a man, show that in
Egyptian lyric, as in other erotobucolic, the effects of love are not gendered. Love nourishes and
intoxicates people of both sexes. These Egyptian passages highlight the intoxication of love and
do not mention its sweetness.

At other times, as in Horace Ode 1.13, only the sweet or pleasant aspect of the mouth is
mentioned (1.13.15-6):

... oscula, quae Venus
quinta parte sui nectaris imbuit.’?

. .. mouth, which Venus
imbued with a fifth part of her own nectar.

525 P. Harris 500, Group A: No. 4C. [ am relying on Fox’s translation of the Egyptian lyrics.
526 Cairo Love Songs, Group A: No. 20G

527 P. Harris 500, Group C: No. 18.

528 All text of Horace is from Wickham’s 1963 edition.
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Her sweet mouth can again suggest kisses and, at the same time, poetry like that of Horace .’
Though Horace wrote in lyric instead of elegiac meters, he may be influenced by the Roman (and
possibly Hellenistic Greek) elegiac tradition that closely associated the beloved woman with the
poetic corpus.>*® Kisses not only nourish the erotic needs of the author, but also provide the
fodder for his poetic material.

All of the passages studied have in common that they add to the nourishing aspect of love
by suggesting that love is either particularly sweet or intoxicating. Since food is associated with
the mouth, poets naturally tend to associate this power of love with kisses. Voices, since they
issue from the mouth, also become associated with the sweet, intoxicating ability of the beloved.
Description of a voice makes sense in performed poetry, since by describing these qualities in a
beloved’s voice, the poet metapoetically suggests his or her own skill in using a voice to seduce
and “feed” the audience. Some authors, such as Theocritus, describe the connection between
sweet mouths and poetry more overtly, but this interpretation is plausible even for the passages
that do not explicitly mention song.

Love your Peaches, Wanna Shake your Tree
A specific image, drawn from the orchard motif, that appears in several erotobucolic

poems is that of the beloved as a tree. The beloved male is usually a fruit tree, often translated as

529 Horace’s extended description of the sweetness has caused some to wonder why her mouth should only be one
fifth (quinta parte) as sweet as Venus’ nectar. Some suggest that it could be related to an ancient debate about the
sweetness of honey as compared to nectar, and others that her mouth is the “quintessence” (i.e., the perfect
embodiment) of sweetness. Macleane and Chase 1866, 260 mention only the honey; Smith 1895, 46 and Shorey and
Laing 1906, 185-6 mention both possibilities. Nisbet and Hubbard 1970 consider these possibilities with still
another — that there is some relationship to Aristotle’s fifth element or to the five parts of love mentioned in early
commentaries. They come down decidedly in favor of the interpretation that Lydia’s kisses are sweeter than honey
but not so sweet as nectar. I suggest a more metapoetic, playful interpretation. Horace’s praenomen is Quintus, the
feminine of which would be Quinta; here I think that Horace is punning on his name. Venus has given Lydia’s mouth
Horatian, poetic sweetness. Perhaps this poetic sweetness even passed to her when she was kissed by the poet
himself. This pun would imply that Lydia’s sweet mouth rightly belongs with Horace, which accords with the theme
of the poem, an attempt to convince Lydia to leave a younger lover and rejoin the poet.

530 For a discussion of the elegiac puella as a metaphor for the author’s writing rather than a real woman, see Wyke
2002.
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‘apple,” though the ancient fruit is often unknown.>*' Beloved females are frequently, described as
palm trees. As I have previously argued regarding the tree motif in Theocritus (12.8-9) and
S0S8(2:3; 7:9), this image blends metaphor with ‘real’ poetic landscape (lovers frequently describe
spending time together in gardens and orchards).

An excerpt from a Sumerian composition about Inanna shows what I read as an explicit
use of the tree to refer to male genitalia: “At the lap of the king, the high-standing cedar . . ./ The
plants stood high by (his) side, the grain stood high by (his) side,/ The garden flourished
luxuriantly by his side.”3? Other plants may be at his side, but the cedar, the tallest of those
plants mentioned, in his lap is sexually suggestive. This passage is preceded by Inanna’s question
as to who will plow her vulva, Dumuzi’s affirmative response, and Inanna bathing in preparation
for a sexual encounter. In this context, the tree is almost certainly a symbol of the phallus. The
tree makes an apt metaphor for the phallus not only because of its height, shape, and strength but
also because it is associated with the fertility of nature.

Another passage highlights the generative power of the man as apple tree. In one passage
from a Sumerian sacred marriage hymn, the woman primarily describes the man as lettuce.>*
Nevertheless, she also says, “My apple tree that bears fruit up to (its) top.”>** As I mentioned in
Chapter 1 during my discussion of the similar apple tree metaphor of SoS 2:3, the attribution of
fruit-bearing, seemingly the analogue of giving birth, to the male is unusual and may hint at the

divine origins of erotobucolic lovers. In ancient myth, early gods both male and female bear

531 Several possible fruits are suggested by commentaries on SoS and a similar variety of fruits would have been
available in other parts of the ancient Mediterranean (Pope 1977, 37; Fox 1985 107).

532 Prosperity in the Palace, Pritchard 1969, 643.

533 See Detienne 1977, 60-71 for a discussion of the symbolism of lettuce; in most of his sources, lettuce is an
anaphrodisiac and may also be associated with death.
534 The Honey-man, Pritchard 1969, 645.
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children either through a sexual encounter or asexually.>*® Alternately, the apples may suggest not
the man’s offspring, but his procreative organs.”* In keeping with the sexual symmetry of
erotobucolic poetry, women too are commonly described as trees. However, they more
frequently appear as palm trees, perhaps because these had been associated with the cult of
Ishtar/Inanna.* One ancient text describes Ishtar herself as a palm tree,”*® and another is
fragmentary but associates Inanna with the date-palm.>**

One Egyptian lyric, known as The Orchard, livens up the comparison by having the tree

itself speak and describe its similarity to the beloved (Turin Love Song: No. 28):
The persea tree moves his mouth and says:
“My pits resemble her teeth,
my fruit resembles her breasts.”
Later in the same song, the poet again reverses expectations, this time by describing a sycamore
tree like a beautiful young woman (No. 30B):>%
The drops (?) in her mouth -
they’re bees’ honey.

She is beautiful, her leaves [lovely]
[She is (?)] verdant and (?) flourishing (?).

The poet maintains the erotobucolic convention of associating beloved and tree to the point that,
without context, it would be impossible to guess whether a woman or a tree is described. At the
same time, the poet enlivens his or her work by imagining trees that speak and take an active

interest in the lives of the lovers who spend time in the orchard.

535 Hesiod relates that Aphrodite herself was born from sea foam and Ouranus’ genitals, and though Athena was
conceived by Metis, she was born from Zeus’ head (Theogony 190-204, 886-900). For an in-depth discussion of
male pregnancy in Greek literature, see Leitao 2012.

536 With regard to SoS 2:3 and 8:5 Black suggests, playing on an interpretation of 8:5 by Goulder (1986, 7, 18-9),
that the apple tree might stand in for the male genitalia — the trunk would be the shaft and the apples the testicles.
The same interpretation could be argued for this passage.

537 Wittekindt 1925; Teppo 2008.

538 Lambert 1960, 11.18-20.

539 Love in the Gipar, Pritchard 1969, 638.

540 For the sake of space, I am only excerpting the first few lines, as the comparison is 12 lines long.
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In Greek literature, the motif of a woman as a tree first appears in Homer, during
Odysseus’ journey to a paradisal land called Phaeacia (Book 6). The idyllic nature of Phaeacia
lends itself to the inclusion of erotobucolic passages in this epic poem. Odysseus describes
Nausicaa (Od. 6.160-3):
oV Y40 Tw ToLoDTOV {doV fROTOV OpOalpoioLy,
oUT’ GvdQ’ oVTe yuvaina: oéfag W Exel Eil00QOWVTAL.

ANl dM mote Tolov ATOAAwVOG TT0Qd Popd

¢doivinog véov €gvog dveQyouevov évomoor

For I have not seen such a mortal with my eyes,

Neither man nor woman. Awe holds me looking upon [you].

Once in Delos by the altar of Apollo

I observed such a new sapling of a date-palm growing.

Though Odysseus and Nausicaa are not lovers, Odysseus flatters her with the language of love.**!
Just like a lover, he claims that words fail him when he looks upon her, but then he draws upon
nature to find a comparison. The comparison to this tree is made more complimentary by placing
the tree near the altar of Apollo, associating it and therefore the woman with divinity.

A fragment by Sappho compares a woman not to a palm or apple tree, but to an apple
itself (Fr. 105a):
olov tO Yhurhuahov ¢oeb0etar dromt £’ Hodwt,
anQov €1’ axotdtmL, Aehdbovto 8¢ pahodommeg,
oV pav éxdehdBovt’, AhL’ o £d0vavt’ éminecBan
Just like the sweet-apple reddens on the top of the bough,

The top of the very top, and the apple-pickers forgot it,
Rather they did not forget it, but they were not able to reach it.
The gender of the comparison would be unknown since the Greek is neuter to match the apple,

but Himerius reports that these lines were part of an epithalamium or marriage hymn in which

Sappho compared the bride to an apple and the groom to Achilles (Or. 1.16). Presumably, if the

541 Pope 1977, 633 notes this as an example of the tendency to compare women to date-palms. The story of
Nausicaa and Odysseus makes many references to marriage, and though Odysseus knows that he wants to return to
Ithaka, at times Nausicaa and her family hope that she might marry him (Od. 6-7).
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woman is the apple that was inaccessible to most apple-pickers, then her groom is the apple-
picker who was finally able to reach it. Like other erotobucolic comparisons, this image
highlights the compatibility of the lovers; she has kept herself unattainable for most men, but
gives herself to one outstanding man.>*?

The tree need not always be a fruit-bearing tree; in two Greek passages (Id. 12.8-9 and
Anac. 18.8-15), an image of the lover desiring to sit under the beloved/tree appears, but the
pleasure is found in the shade, comfort, and support of the beloved rather than in the taste of
fruit. One of the Anacreontic poets desires to sit in the shade of the famed beloved of Anacreon,

Bathyllus (18.8-15):

TO 08 %AV TOV EQDTWOV,
%©0adin, Tivi oxemdLw;
T0QA TNV onnv BabvAlov
2100{ow: ®ahov 10 d¢vOQov,
amahag O’ €oeloe yaltag
poloxmTdTmL xhadionml:
1000 O 0 iTO vEQDE QoLLEl
yn géovoa [elboig.

How do I escape

The burning heat of loves, heart?
By the shade of Bathyllus

I sit. The tree is beautiful,

And it shakes delicate hair

With the softest little branches.
And right under it flows

A running stream of Persuasion.

Each of these passages suggests the pleasure of the locus amoenus, the heat of the sun, and

shade. The Anacreontic passage adds the presence of running water.>*

542 Campbell (1982, 282) suggests that the simile is elaborated for its own sake, frequently a possibility for similes
in erotobucolic poetry (cf. SoS, Homer, Theocritus). In this case, however, I prefer Himerius’ suggestion that the
continuation of the simile is an elaboration of the relationship between man and woman. It shows that she was not
forgotten or neglected by others, but that she was “out of their reach.”

543 It is perhaps significant that fruit is left out of these two passages that are both about homosexual relationships
(no chance of offspring), but, without more examples or ancient commentary, I hesitate to read too much into the
choice of trees in these passages.
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The desire to interact erotically with a human described as a tree recurs in Ovid’s telling
of Apollo’s love for Daphne, a nymph who rejects him and is changed into a laurel tree. The
passage contains many erotobucolic motifs (locus amoenus, love, divinity, use of simile) and

ends with the god fondling the transformed nymph (Met. 553-6):

hanc quoque Phoebus amat, positaque in stipite dextra,
sentit adhuc trepidare nouo sub cortice pectus,
complexus suis ramos ut membra lacertis,

oscula dat ligno; refugit tamen oscula lignum.

Apollo even loves this [tree] , and with his right hand placed on the trunk,
He senses the breast still trembling under the new bark,

Having embraced her branches as arms with his own arms,

He gives kisses to the wood; still the wood rejects the kisses.

What once was metaphor becomes, in Ovid, a ‘reality’ — the woman has transformed into a tree.
Ovid parodies the tradition by showing what would actually happen if a person were to love a
tree in the way that the traditional metaphors of the beloved as tree suggest.**

Regardless of the tree chosen, the beloved and nature become one in the erotobucolic
passages that describe people as trees (and trees as people!). Like the descriptions of people as
gardens discussed above, one of the primary effects of these passages is to further associate the
lovers with the natural world. Specifically, most of the passages show that both trees and the
beloved provide a lover with pleasure (fruit or kisses/sex) and/or an escape from manual labor
(shade or dalliance).

Within this tradition, there is latitude for cultures or authors to put their own ‘spin’ on the
beloved as tree motif. As before, the Sumerian passages are the most overtly sexual. The passage
about Inanna even continues to describe reproduction in a way that suggests the fertility of

humans and nature. The Egyptian lyrics, or at least the author of The Orchard, use tree

544 Anacreontic 60 briefly tells the story of Daphne and Apollo as well. It contains a similar moment in which
Apollo plucks the leaves off of the trees in place of sex, but the poet does not carry on the metaphor for as long. I am
inclined to read Ovid as a parody, but opinions vary on the valence of his work. See especially Richlin 1992, 158-79.
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metaphors more playfully, showing that the metaphor works just as well when reversed so that
the tree becomes the tenor and the person the vehicle. Homer foregrounds the impossibility to
aptly describe the “beloved” and the recourse to the most wondrous things in nature - so unique
as to recall the divine - in order to capture the effect of the beloved. Sappho likewise highlights
the remarkable nature of the beloved. The Anacreontic, like Theocritus, focuses on the basic
pleasures to be offered by the beloved, and mutual love that relieves the pain of Eros. Ovid
makes the overlap between woman and tree literal and complete, showing that the metaphor
becomes laughable when the lines between man and nature are completely erased rather than
blurred.
Slow your Mustang Down

Women in erotobucolic poetry, especially those just coming into sexual maturity, are
frequently compared to horses.”* As my previous discussions of Theocritus (/d. 2.48-51,
18.29-31) and SoS (1.9) mention, horses were a luxury in the ancient Mediterranean. Their speed
made them useful in sport and war, but they were rarely used in daily travel because they require
more pasture and are able to carry less than donkeys or camels. Their luxury status and use in
battle meant that they were often wore expensive armor and trappings. Thus, they were
considered beautiful and desirable (not in an erotic way, per se, but just as the desire for food can
be metaphorically transferred to lust, so can the desire for luxury goods). Furthermore, a horse
must be tamed before it can be safely ridden or used to pull a chariot, and in societies that
considered men dominant, this could be taken up as a simile for the sexual “taming” of young

girl that transitioned her into full womanhood.

545 It may seem strange to a modern, western audience that horses were primarily used to describe women, since we
more often consider horses virile (stud, stallion). It is impossible to know with certainty why erotobucolic poets
chose to feminize horses, but I think it likely that they did not usually want to characterize men as tame; the primary
animals used as analogs to men are gazelles and wolves, both wild creatures.



213

I was unable to find any translations of surviving Mesopotamian texts that compared a
woman to a horse in an erotic context, but one Ugaritic text has been translated that describes a
horse goddess.** Pope mentions this text in his discussion of SoS 1:9 but does not argue for
influence from this text or an identification of the woman in SoS with the mare goddess.>*” While
neither direct influence nor identification is likely, the presence of an early mare goddess may
have affected the development of erotic horse imagery used to describe women in erotobucolic
literature.

Egyptian literature separates itself from the general trend of horse imagery in other
erotobucolic by using horses to describe virile men.>*® A woman in one lyric says to her lover,
“Hasten to see your sister, like a horse (dashing) [onto a battle]field.”>* In another poem, Three

Wishes, a woman expands the comparison of man to horse:

If only you would come (to your sister swiftly,)
like a royal horse,

the choicest of a thousand among all the steeds,
the foremost of the stables.

As his provender so his (stride) —
for his master knows his pace.

If he hears the sound of the whip
he cannot (be restrained).

There is no captain among the foreign troops(?)

who can overtake him .5

Like the horse images in erotobucolic poetry from other cultures, these passages portray the
desirability and luxury of the beloved, but unlike surviving erotobucolic from other cultures, they
highlight the strength, speed, and indomitable nature of the war-horse.

Perhaps the most famous erotic comparison of a woman to a horse in ancient Greek

546 Ugaritica 5.7.

547 Pope 1977, 340-1.

548 Theocritus 2.48-51 does compare Delphis to a horse, but as I discussed in Chapter 1, the image is feminizing.
Vergil loosely translating Idyll 2 in Eclogue 8 changes the metaphor so that instead of a mare, Daphnis (replacing
the name Delphis) becomes a lovelorn heifer looking for a steer (8.85-9).

549 P. Harris 500, Group A: No. 2.

550 P. Chester Beatty I, Group B: No. 39.
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literature is Anacreon’s Thracian Filly poem. The short poem focuses on the narrators desire to
tame a young woman (417):

dAe Oonunin, Tt O pe AoEov dupoot PAémovoa

vnAémg Ppeliyelg, doxelg 0¢ L’ ovdev eidéval codpov;

{001 TOL, AADG PEV AV TOL TOV XaMVOV EPPBaioLu,

Nviog 8’ €xwv otpédolpl 0° audl Téopata dQOHoL:

vV 8¢ Aetudvag te Pooxrear roUdd te orETOOo Tailels,

OeELoV yap immomeignv ox Exels EmepufdTny.

Thracian filly, why indeed looking askance with your eyes

Do you stubbornly flee me? Do you think that I have no wisdom?

Know this, I would throw the bit on you well,

And, holding the reins, I would turn you about the boundaries of the track.

Now may you feed on meadows and play at nimble leaps,
For you do not have a skillful horse-tamer mounted (on you).

The beauty and desirability of the “Thracian filly” is only contained in the subtext of the poem.
Other than her glance and her playful leaps, the narrator mentions nothing of her attractions. The
audience knows that the horse metaphor is intended as a compliment to her beauty only because
of the narrator’s desire to tame her.

Anacreon’s Thracian Filly was very influential on the Roman use of horse metaphors in
erotobucolic settings; Horace alludes to this poem twice in the Odes and Ovid briefly refers to
taming women like horses in the Ars Amatoria (1.1, 12).In Ode 1.23, Horace reworks the image
so that the girl, Chloe, is compared to a skittish fawn, whom the narrator pursues, though he
claims that his intent is not destructive (see discussion below).”! Later, in Ode 3.11 he includes a

brief description of Lyde as a horse (3.11.9-11):

quae uelut latis equa trima campis
ludit exultim metuitque tangi,
nuptiarum expers et adhuc proteruo
cruda marito.

Who just like a three-year-old mare plays in broad fields
Skittishly and fears to be touched,

551 Nisbet and Hubbard 1970 compare these two poems.
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Inexperienced of marriages and still unready
For a reckless husband.

Similar to the Anacreontic poem, the Horatian metaphors describe the attitude of the woman
rather than her appearance. The sexual allure is in the thought of “taming” such a woman just on
the verge of sexual maturity.

The essence of the horse metaphor throughout erotobucolic literature is the
overwhelming sexual allure of the woman or man who is compared to a horse. According to
cultural and/or authorial preferences, this desire may be evoked by the beautiful trappings of
horses (SoS 1.9, Theoc. Id. 18), their speed and stamina (Egyptian lyric), or the burgeoning
sexuality of the beloved (Anacr. 417, Horace 3.11). Typically the horse is looked upon as a tame
or soon to be tamed creature and therefore associated with the feminine. The Egyptian lyric (P.
Chester Beatty I, Group B: No. 39), however, shows that the speed of the horse and its ability to
travel could make it appropriate as a comparison for a man running to see his beloved.
Nevertheless, while mentioning that the horse in the metaphor has a master, the woman points
out that he cannot be restrained — perhaps showing some anxiety on the part of the author about
using a tame animal in a complimentary simile for a man.

Run Like a Gazelle

The role of the gazelle or deer in ancient erotobucolic is either as an analogue to men,
i.e., those who are free to travel or as a description of a frightened woman, i.e., the prey. Like the
horse, the gazelle was considered a beautiful and graceful animal. Comparisons to gazelles and
wild deer, thus, compliment the appearance, athleticism, and freedom of men (Cf. SoS 1:9).
Furthermore, in extant examples they are typically compared to the adult gazelle as it roams free
through the wilderness; only once, in Egyptian literature, is the gazelle in the metaphor pursued

by a hunter. In contrast, the frightened deer, usually a fawn, is used to parallel the trembling,
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hesitant woman who has been or will be sexually initiated.>

Gazelles and deer do not appear in any of the extant metaphors or similes from ancient
Sumerian or Ugaritic texts that I was able to access in translation. These poems do, however, use
bulls in a similar way to express the mobility and potency of male deities. “Bull” is a regular
epithet of El, the father of the gods.> In a Sumerian sacred marriage poem titled Dumuzi and
Inanna: Prayer for Water and Bread, Inanna says to Dumuzi, “Oh wild bull, ‘eye’ of the land,/ I
would fulfill all its needs.” The meaning of this passage is obscure, but the response from
Dumuzi: “Oh lady, your breast is your field,/ Inanna, your breast is your field,/ Your wide field
which ‘pours out’ plants,” suggests that there are sexual undertones.’>* Though the imagery of
bulls here focuses more on power and sexual potency than gazelles and deer in other
erotobucolic poetry, their wildness (i.e., freedom) is still an important aspect when comparing
them to men.

In an Egyptian poem titled Three Wishes, after the description of the male beloved as a

horse (see above), the woman compares him to a gazelle:

If only you would come to (your) sister swiftly,
like a gazelle bounding over the desert,

whose legs are shaky, whose body is weary,
for fear has entered his body.

A hunter, dog with him, pursues him,
but they can’t even see his dust.5

Fox notes this as a parallel to SoS 2:8-9, but observes that the presence of the hunter changes the
valence of the poem; instead of approaching the beloved of his own free will, this lover seems to

be driven by fear.>* I would add that, though the fear and pursuit may cause the reader to

552 I hesitate to write “assaulted”’because the woman in most cases grudgingly consents.
553 See especially the Baal and Anat poems from Ugaritic myth (Pritchard 1969, 129-142).
554 Pritchard 1969, 642.

555 P. Chester Beatty I, Group B: No. 40.

556 Fox 1985, 112.
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question the motives and freedom of the beloved, the poet through the voice of the woman adds
that the gazelle/beloved is far ahead of the hunter. This detail allays the readers suspicion that the
man is prey and therefore weak, since, even when tired, he can easily outrun his pursuers.
Furthermore, if he has left his predators far behind, he need no longer run, implying that he
chooses to continue running toward the woman rather than happening upon her while running
out of fear.

Not many erotic deer metaphors survive in the extant poems of the Greek authors that I
have chosen as most famously erotobucolic *” However, Archilochus, an early Greek lyric poet,
whose surviving poetry covers a range of topics in a variety of meters, uses such a metaphor in
one poem. This fragment is the most erotobucolic of Archilochus’ surviving work, containing
lovers who both speak, a locus amoenus (28-30), an animal metaphor (31), and a plant metaphor
(35). This poem, known as the Cologne Epode, contains a comparison of the young girl to a deer
(196A.31):%8
OelpaTL TOVOoOPEVV TG MOoTE VEPQOV elhounv

I seized her, [she was] yielding to fear thus like a fawn

The frightened young woman yields not only to fear, but to the advances of the man. Like a fawn
trapped by a predator, it is too late for the young woman to get away. The analogy of a baby
animal reveals the woman’s youth and virginity. However, the subtle comparison of her sexual
initiation to the death of the fawn (though we are not told that the fawn is hunted, we know that it

is frightened) does not bode well for the young woman.

557 Homer does include a simile in the Odyssey that compares Odysseus to a lion and the young women with
Nausicaa as frightened deer (Od. 6.130-4). It would work as an example, but the Anacreon example is in a more
overtly erotic passage and contains an actual sexual encounter. In the example from the Odyssey, though the girls
fear that Odysseus is a sexual predator, it turns out that he is not interested in sex.

558 I have mentioned this poem as one that shows the danger of the locus amoenus in previous chapters. I am using
West’s edition.
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In Ode 1.23, Horace may have been influenced by the Cologne Epode as well as
Anacreon’s Thracian Filly. Horace extends the comparison between the young woman and the
fawn to run for the first eight lines of the poem. She fears the narrator, seeks her mother, and
flees through the mountain paths (1-8). In the final four lines, the narrator insists that he is not a
predator and tries to persuade her to intimacy by saying that she is ripe for a man and ready to
leave her mother (9-12). The narrator’s choice of a fawn as a metaphor belies his claim that his
intentions are innocent. He may not be “like a harsh tiger or Gaetulian lion” (tigris ut aspera
Gaetulusue leo 9-10), but his final exhortation that she seek out a man (for sex) reveals that he is
a “predator.”

Deer and gazelle metaphors are used in two ways in erotobucolic literature. In Hebrew
and Egyptian literature, gazelles primarily appear as an analog to male speed and ability to
travel. The men are eager to see the women and so they rush to them across the land as quickly
and gracefully as the gazelles that women, ideally stationary, see at a distance, hopping across
the mountains. In Greek and Roman poetry, fawns metaphorically describe the frightened woman
who is about to be initiated into sexual maturity, particularly if the woman is uncertain about this
course of action. In both types of gazelle/deer metaphor, the beloved is described in a way that
accords with their social standing and freedom to travel or to make their own choices. The adult
male gazelle is free to come and go as he pleases, but the female fawn trembles and gives in to
the desires of an older man.

The two kinds of gazelle/deer metaphors break down along cultural lines (Egyptian/
Hebrew male gazelle, Greek/Roman female fawn), with the bull fulfilling a similar role to these

animals in extant Sumerian or Ugaritic literature.>® I hypothesize that these differences have to

559 As always, new findings could change our understanding of these works.
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do with the uses of each animal in the time period and location in which each appears. If not in
the time that they were written down, then in the time that they were orally composed, the
Ugaritic and Sumerian authors knew of or could imagine wild bulls. By the time that other works
were being composed or written, the cattle of those areas had been thoroughly domesticated,
making them an inappropriate comparison for the free men.*® In ancient Egypt and
Mesopotamia, there were wild gazelles roaming over mountains and plains. The metaphors used
by these cultures reflect the familiar sight of the running gazelle’s speed and grace. SoS contains
some metaphors that fall between the two typical erotobucolic metaphors. The woman’s breasts
are twice described as gazelle fawns (4:5, 7:4). Like the examples for men, the gazelles are
unafraid. However, they are stationary, grazing on lilies. Like the Greek and Roman examples,
the gazelles are still fawns and are used in a metaphor for the woman. Greece had no gazelle
population, but did have red deer, a species that is adapted to woodland dwelling. Though they
are fast, their speed may make less of an impression as they both run and hide in the forest.
These deer, especially the young, were likely most often seen by men who had gone to the forest
specifically to hunt them.**' The Greek and Roman metaphors reflect their experience with deer
as prey — quick, graceful, and skittish, but eventually to be overcome.
Hungry like the Wolf

Wolves, foxes, and jackals were among the most dangerous predators for the flocks and

crops of the ancient Mediterranean (Cf. Idyll 14 and SoS§ 2:15). As I have discussed, consumption

560 Brewer et. al. 1994; Mclnerney 2010. In Greek myth, bulls are sometimes erotic (Zeus and Europa, Pasiphae),
but these are special, divine bulls who behave like wild animals even though in most Greek literature, bulls and
cows are domestic. Vergil’s Georgics contain an amorous bull that cannot be restrained in love, much like the royal
Egyptian horse above (Georg. 3.209-28; P. Chester Beatty I, Group B: No. 39). Furthermore, Vergil’s works contain
frequent questioning of how free men are under the empire, perhaps making the bull a particularly appropriate image
(and a good parallel to the Latin love poets, like Propertius, who refused to be restrained by Augustan marriage
laws).

561 Women were encouraged to stay home in ancient Greek society and, even when out of the home, would have
had little reason to visit the dangerous forests. Even male life as described in ancient Greek and Roman literature
takes place mostly in civic centers and cultivated fields rather than the wild forests.
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easily becomes a metaphor for sex, and predation likewise easily transfers to illicit, unwanted, or
excessive sexual desire. Since wolves and foxes were always “stealing” the flocks and crops,
erotobucolic poetry frequently uses them as similes for men who “steal” another man’s (female)
beloved. Furthermore, their perceived greed for taking these things was considered analogous to
the sexual greed of a lascivious man,>* with the result that these men are sometimes described as
wolves or jackals.

The fox (or jackal) plays an important but somewhat obscure role in a Sumerian poem
known as Enki and Ninhursag: A Paradise Myth>% In this poem, Enki impregnates a few
generations of women beginning with an earth mother goddess named Ninhursag. However, after
Ninhursag bears a variety of plants sprouted from Enki’s semen, Enki eats them; she becomes
angry and vows not to look upon him anymore. At this point the fox, possibly an animal sacred
to Enlil (to whose temple Enki goes when sick), offers to bring the Ninhursag back to Enki. A
recent article by Dickson on this poem hypothesizes that the fox is a parallel to Enki himself,
since they are both trickster figures and both “wo0” Ninhursag.** The most relevant lines for the
fox’s association with sex describe his preparations as he sets out to fetch Ninhursag: “The fox,
as one [oile]d his skin,/ As one, loosened his. . ./ As one, painted his face” (225-7). The fox
beautifies himself for his visit to Ninhursag. After he sucessfully brings her back to Enlil’s
temple, gods known as the Anunnaki strip her, and she makes love to Enki again. Thus the fox is
closely associated not only with their reunion but also with sexual activity. His parallel with
Enki, who has just had sex with Ninhursag, then his daughter, granddaughter, and great-

granddaughter suggests that the sexual activity of Enki/the fox is excessive.

562 In the extant erotobucolic examples, lascivious wolves and foxes, when they have an overt tenor, almost always
describe men.

563 Pritchard 1969, 37-41.

564 Dickson 2007.
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In an Egyptian lyric, a woman playfully describes her lover as a wolf cub: “My heart is
not yet done with your lovemaking,/ my little wolf cub!”** In the rest of the poem, the woman
explains that she will not give up her lover even if she is beaten, implying someone would like
for her to leave him. In this case, the wolf cub is portrayed positively by a female partner who is
herself lascivious. Their relationship is both illicit and characterized by lovemaking. Another
woman speaking in Egyptian lyric says, “He is the love-wolf, . . . eating(?) (in the?) cave.”>%
Thus the wolves of Egyptian lyric are presented positively by the women who love them.
However, as the former passage shows, they are likely frowned upon by society (those who
would beat the girl to get her to leave the wolf cub).

As in Theocritus’s Idyll 14 and possibly SoS, Horace presents the wolf not as one of the
lovers, but as a threatening rival. In Ode 1.22 he reveals the power of his love for Lalage
(1.22.9-12):

Namgque me silua lupus in Sabina,
dum meam canto Lalagem et ultra
terminum curis uagor expeditis,
fugit inermem.

For a wolf in the sabine forests,
when I sing about my Lalage and beyond

The boundaries I wander with cares unloosed,
flees me though unarmed.

In the erotic, musical context, escape from the wolf is more than escape from a wild beast.”” The
wolf is also a rival for Lalage’s affections whom Horace has frightened away with his love song.

Wolves appear again in Ode 1.33 as part of Horace’s description of a love triangle (1.33.6-9):

565 P. Harris 500, Group A: No. 4. Fox 1985, 11 compares the wolf in this verse to the foxes in SoS 2:15 and
Theocritus Idylls 1 and 5, but a closer parallel can be found in Idyll 14, where a girl named Cynisca (little-dog) takes
a man named Lucas (Wolf) as a lover (see Chapter 1 for more detailed discussion).

566 Source V: Miscellanea: No. 49.

567 Of course on a literal level, it is also an escape from a wild beast and even this musical escape from the savage
animal has literary parallels in stories of Orpheus and more specifically, as Nisbet and Hubbard mention, an epigram
about a priest of Cybele who frightened away a lion with his tambourine (1970, 262; Dioscorides 6.220).
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... Cyrus in asperam

declinat Pholoen: sed prius Apulis
iungentur capreae lupis

quam turpi Pholoe peccet adultero.

Cyrus inclines toward

harsh Pholoe: but she-goats

would sooner mate with Apulian wolves

than Pholoe would sin in disgraceful adultery.

Wolves are a part of a figurative expression of an impossible situation (40U vatov/adunaton in
Greek) that is said to be more likely than Pholoe committing adultery. Horace has chosen apt
animals to include in the adunaton, both goats and wolves were infamously libidinous in ancient
literature .>®® Furthermore, looking at the adunaton as an analogy (i.e., Pholoe refuses an illicit
relationship with the rival just like goats refuse an unnatural relationship with wolves), then the
wolves parallel the place of Cyrus, a man who would like to be an adulterous love — just like the
other wolf men of erotobucolic literature.

Throughout erotobucolic poetry metaphors for foxes, wolves, and jackals regularly
describe men whose sexual desire is considered transgressive by the speaker of the poem.>®
Portrayal of the wolf or fox depends more on the focalization of the poem than on the culture. If
the poem is focalized through the viewpoint of the woman who loves the wolf, as in Egyptian
literature or the parts of Theocritus’ Idyll 14 that express Cynisca’s feelings, then the wolf will be
portrayed as desirable, if lascivious. If the poem is focalized through the viewpoint of a male
lover, then the wolf is described negatively as a threat to the woman’s integrity and the love
relationship. The woman may celebrate and join in his transgressive sexuality, but she runs the

risk that society will reject her for this behavior.

568 For more on the sexual proclivities of poetic goats, see Chapter 1 on Theocritus.

569 Later, in Longus’ bucolic (I would argue erotobucolic) novel Daphnis and Chloe, this trope is slightly shifted so
that the “wolf” is a woman. Her name Lycanion (little she-wolf) and her role as sexual instructor to Daphnis (though
she is married to another man) associate her with this tradition.
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Conclusions

In my Introduction, I outlined the elements of the erotobucolic genre and the body
chapters show how these elements appear in SoS and the Idylls. The primary aspect of the genre
discussed here is that all of the examined texts show nature and the beloved as overlapping,
almost united images. My discussion of specific images above also reveals that nature and the
lovers become superimposed upon one another. The variety of languages, authors, and formats
seen in the poems that I have discussed reveal that erotobucolic poetry does not have a set meter
like many other Greek and Roman genres. Nevertheless, the author often draws attention to the
music of the poem either by directly referencing song, drawing attention to the voices of the
lovers, or including a refrain.>”

Throughout the erotobucolic poems, society does not approve of the lover’s relationships,
so they typically spend time together at midday, under the shade of trees and away from
civilization. This provides a reason for the lovers to talk about their desire, since they are rarely
able to be together. It also explains the reason that they meet in glades and gardens (trysting
spots) rather than in locations within the city. Lovers may dream of but rarely find ways to spend
the entire night together. Night time is dangerous for traveling outdoors, and indoors the
disapproving family members are nearby and might catch the lovers.

My chapters on Theocritus, when contrasted to those on SoS and the Conclusion, reveals
that Greek erotobucolic is markedly competitive. The only non-Greek erotobucolic poems that is
similarly competitive are some of the poems in the Eclogues that rework Theocritus. The
competitions of the herdsmen highlight the anxiety over rival lovers in a way not seen in other

erotobucolic poetry. They stage their erotic anxiety in song competitions; the rival musician

570 Many of the Idylis are frames for songs of shepherds or other characters (e.g., 1,2, 3, 5), and both SoS 2:14 and
8:13 express the desire of one lover to hear the other’s voice.
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becomes a stand in for the rival lover.>”! Idyll 5 hints at this with the sexual tension between
singers and their bragging contest about their beloveds.

The chapters on SoS, in contrast to Theocritus and the Conclusion, show that Hebrew
erotobucolic (if we can assume that SoS is representative) is disjointed and dreamlike. Unlike the
other erotobucolic poems discussed, it does not provide a straightforward narrative of events.
There are unexpected jumps in time and place that are unique to SoS. For instance, the lovers
frequently seem to be apart, then suddenly together again, as though a period of time has elapsed;
after the shift, the speaker is often in a new location (e.g., 1:11-2, 3:5-6, 5:1-2). None of the other
poems under discussion change the time or the scene without a narrative explanation.

After reading the Theocritus chapters and the Conclusion it becomes apparent that Greek
and Roman erofobucolic have a darker tone: unwilling or uncertain women may be raped, love is
not usually returned, and the vague threats found in other erofobucolic poems sometimes become
reality. For instance, wishes to die end in actual suicide (I/dyll 1; Ecl. 5) and nature threatens to
overwhelm the lovers (Idylls 7, 13). In Roman poetry, war threatens to take away the loci
amoeni from their rightful owners (Ecl. 1,9).

The Roman erotobucolic poems seen in the conclusion are more overtly political than
those of other cultures. Sumerian and Ugaritic may fulfill a political function in legitimizing the
king, but they do not refer to this internally.””> Theocritus began to combine the political and the
erotobucolic, but it is done briefly and only in a small number of his poems (Idylls 14-17). Vergil,
Ovid, and Horace frequently find ways to reference Augustus, other politicians, and the recent
land confiscations in Italy.

From just a brief look at the poetry of other cultures discussed in the Conclusion it

571 The image of rival lovers on the cup in a singing competition in /dyll 1 implies this connection (1.32-8).
572 Lapinkivi 2008.



225

becomes clear that Sumerian erotobucolic poems are more sexually explicit. They use direct
language for genitalia, rather than the natural metaphors used in the other poems. As I stated
above, this likely relates to their function and a desire to make sure that the gods understand the
intent of the ritual. Egyptian erotobucolic, like SoS, is typically optimistic. Though both
Egyptian lyric poems and SoS$ hint at dangers, lovers usually end up happy and together or at
least certain that they will be together soon.

The Conclusion also examines closely related natural images that appear in all or most
Mediterranean erotobucolic poetry and that may be rethought or repurposed to suit the aesthetics
of a particular culture or author. These include similar images of gardens, love as food, beloveds
as trees, lovers as horses or gazelles, and rivals or lovers as wolves. Other images that appear in
multiple poems but that did not fit into the structure of the conclusion include the dark but
beautiful theme and the blazon that describes a beloved such that they seem to be describing a
cult-statue. The similarities between the manners in which these metaphors are deployed in
different cultures and authors are too great for their appearance to be a coincidence. The authors
must have been familiar with works that were part of the erotobucolic tradition, whether they
were some of the Sumerian or Egyptian poems discussed here or other poems that have not
survived.

Where Do We Go from Here?

Limits on time, space, and my knowledge of languages have confined this discussion in a
number of ways. Future studies could expand on this work by reviewing more authors in the
same cultures, authors from different cultures, some of the translated texts in the original
language, and/or works from more recent time periods. By considering cultures outside of the

Mediterranean, one could begin to argue for the relative universality of this way of speaking
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about love. My work has focused only on works that are part of the Western tradition; a
comparison to works from Eastern cultures would be an interesting next step. Some work has
already been done comparing SoS to the poetry of the Tamil in India.’”® In part because I have
used many translated texts, I have not spent as much time looking at similarities of language as
would be possible when dealing with original texts. The Greek and Roman works often known as
bucolic have influenced many works in the Western canon over time. Looking at these with the

elements of erotobucolic in mind might reveal new readings.

573 Pope 1995, unicorn.
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