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POxy 2509 AND CALLIMACHUS' LA VACRUM 
PALLADIS: alyLtdXoo dtos KoVp7) tEyaCAoto1 

In his excellent commentary on Callimachus' fifth Hymn, A. W. Bulloch has 
discussed the many allusions to earlier literature out of which this poem is made. He 
has, however, missed one: an allusion to Hesiod's Catalogue, which, as I shall show 
here, not only sheds light on one of the poem's most puzzling scenes - Athena's 
consolatio to the nymph Chariclo - but also helps to explain the articulation and 
function of the poem's first, so-called 'mimetic,' section. 

I. 'CALLIMACHUS HESIODICUS' 

In the tivOos of the fifth Hymn (lines 57-133), Callimachus tells a relatively obscure 
tale about how Tiresias came to lose his sight. Athena and her companion Chariclo, 
Tiresias' mother, are bathing on Mt. Helicon. It is midday: the repetition of the hour 
in lines 72ff. calls attention to the mountain's ominous quiet: 

... fEcraaLptiva, 
' 

ELX' Opos adovXa. 

da,FLdoTpal AooVTro, fJEoraaipLval 
' 
eaav wpat, 

7roAAd ' d avxla rr7vo KareLXEV opos. 

TELpealaS 
O' 

ETL tLWVOS daFi KVULV dpTL yeveLat 75 

7TrpKdaWv lEPOV X(pov dVEUarp(cETro 
Stoataas S' aaToTrdv TL TOTrl pdov jAveUE Kpavas, 

aXETALos OVK EOEAWV 8' ELE 7l ra 6E/lrLard.2 

The line-initial placement of Tiresias' name immediately following in 75 represents 
starkly his intrusion into this lepos Xc&pos. We know, before cXErALos, (emphatic 
insofar as it is run over from 77 and followed by a fairly strong stop) tells us, that his 
approach to the spring will be disastrous, and so it is. Four lines later Athena blinds 
Tiresias, and as a result Chariclo, than whom, we have been told, Athena has no 
dearer companion,3 is overcome with grief. 

What is this scene upon which Tiresias intrudes? Athena and Chariclo are in 
Boeotia.4 Strictly speaking, this is not inappropriate: Athena was worshipped from 
very early times in Boeotia,5 and in lines 60-4 Callimachus catalogues some of her 
cult sites there. One of these was the Curalius, a river running below the slopes of 
Helicon.6 Earlier, in what purports to be both a description and a direction of activity 
prior to Athena's Argive Plynteria, the poem's speaker7 reports that the goddess's 

1 
This paper has benefited at various stages from the suggestions and advice of many people. 

Foremost among these has been M. W. Haslam. I would also like to thank E. Asmis, 
A. Henrichs, R. Hunter, R. Janko, C. Schlegel, the editors of this journal, and the paper's 
anonymous referree. 

2 The text I have used throughout is that of R. Pfeiffer, Callimachus II (Oxford, 19852). 3 
57-8; cf. 69, and A. Bulloch, Callimachus: The Fifth Hymn (Cambridge, 1985), hereafter 

'Bulloch', on 57-69. 
4 Lines 60-4, a catalogue of Boeotian settlements in the foothills of Mt. Helicon, where 

Athena often drove her horses (61-2), and often set Chariclo upon her chariot (65). Bulloch (p. 
167) points to Sappho fr. 94.24ff. as a precedent for recollecting places visited together to 
illustrate inseparability in friendship. 5 

See Bulloch, pp. 167ff. for bibliography. Tiresias, of course, is also associated with Thebes. 
6 64; cf. Alcaeus 147 Page, where Athena is also mentioned in connection with Coronia and 

the Curalius, and Bulloch, p. 172 and n. 5. 7 
Because of its ambiguity, and for the sake of convenience, I will refer to this 'insubstantial 

voice' (as N. Hopkinson has so aptly described it, Callimachus, Hymn to Demeter [Cambridge, 
1984], p. 3), simply as 'the speaker'. 
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xoanon is about to be washed in the river Inachus (50). We might have expected the 

myth to take an aetiological turn and to find Athena and Chariclo bathing in the 
Curalius. Instead, like Hesiod's Muses,8 they are bathing in Hippocrene: 6 7rroKa yap 

7rEirAov Avoraieva 7repovas I TTTrcO ETr Kpaval 'EALKwvItS KaAa peot'aa I Acdvro 

(70-3). What is the masculine goddess of the aegis and the lawcourt doing in this 
Hesiodic locus amoenus, dancing and bathing with a nymph?9 Wilamowitz asked the 
relevant questions: 'Passt es sich fur Athena im Walde zu spazieren und in einer 

Quelle zu baden oder ffir die Jagerin Artemis? Hat Athena wie jene einen Chor von 

Gespielen um sich? Und ist der Abklatsch nicht deutlich, wenn Teiresias auf die Jagd 
gehen muss?'l1 The logical conclusion (which many have resisted) is that the 

Athena/Tiresias account is a doublet for a similar story, lost to us but available to 
Callimachus, which featured Artemis and Actaeon. In her consolatio to Chariclo 

(97-130) Athena actually refers to such an account. Actaeon will come upon Artemis' 

bath, she says, under precisely the same conditions as Tiresias has her own. Like 
Tiresias, Actaeon will also be OVK eWAcwv (113, recalling both 78 and 52). His 

punishment, which Athena describes to Chariclo in all its grisly detail, will be severe. 
Chariclo, she sternly concludes, should count her blessings. 

Athena's bath scene may seem out of character. Callimachus, however, did not 
make it up. It is extant before him in Pherecydes,"l whose account Callimachus' 
matches except for one point: Athena's extended consolatio and her reference in it to 
Actaeon's punishment. It is this account that some have ascribed to Callimachus' (or 
to Pherecydes') invention. Others have argued that Callimachus reshaped both 

myths, making Athena, Chariclo and Tiresias hunters as he makes Actaeon see 
Artemis.12 In fact, there is compelling evidence to suggest that Callimachus invented 

nothing here, and that we should take quite literally the speaker's pronouncement in 
line 56, /ivOos 6' OVK Eos, adAA' rTepWv.13 

A case in point is Athena's allusion to Artemis' bath. In all accounts of Actaeon's 
death, the nature of his punishment does not vary: he is transformed into a stag and 
torn apart by his own dogs. The tradition, however, offers conflicting versions of his 
crime. It is not until Euripides' Bacchae that Actaeon vaunts his skill in hunting 
(337-41). In all the extant archaic evidence, he is punished for an attraction to his 
maternal aunt, Semele.14 There is, moreover, good reason to think that there existed 

8 Th. 5-8. 
9 It is an association rarely made in extant sources. Cf. h. Horn. Cer. 424, where Athena and 

Artemis appear with a group of Oceanids in Persephone's account of her own rape. As 
Richardson points out, the line has been suspected on the grounds that Athena and Artemis do 
not belong to the 'original' version, which mentions only the Oceanids (cf. h. Horn. Cer. 5): N. J. 
Richardson, The Homeric Hymn to Demeter (Oxford, 1974), p. 290. The Berlin Orphic papyrus 
(P. Berol. 13044; fr. 49 Kern) does not include the line in its quotation (from memory, it would 
seem) of what is apparently the Homeric Hymn to Demeter, but the author is interested only in 
Oceanids at that point, so 424 would not be relevant (and, as Richardson points out, the papyrus 
does mention Athena and Artemis in its paraphrase (40f.)). 

10 U. von Wilamowitz-Moellendorff, Hellenistische Dichtung in der Zeit des Kallimachos II 
(Berlin, 1924), p. 23. 

n Ps. Apollod. 3.6.7 and Schol. T Od. 10.493 (= F. Jacoby, FGrHist I 3 F 92). 
12 L. R. Lacy, 'Aktaion and a Lost "Bath of Artemis"', JHS 110 (1990), p. 29 n. 26, gives 

a full review of the discussion. 
13 Cf. M. W. Haslam, 'Callimachus' Hymns', Hellenistica Groningana I (Groningen, 1993), 

pp. 123-4. 
14 Again, see Lacy's article (especially p. 26 n. 3) for a full collection of the evidence. 

Actaeon's offence is courting Semele in the Hesiodic Catalogue (P. Mich. inv. 1447, verso, col. 
II. 1-6, which Merkelbach-West include as fr. 217A only in OCT3 [1990]; it is not included in 
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an original version of the account in which Actaeon comes upon Artemis at a spring 
and is overcome by lust for the goddess herself.15 Callimachus does not routinely 
invent mythological accounts. He enjoys too much the effects of combining in 

unexpected contexts the data available to him in the Library.16 Indeed, even Athena's 
remarkable consolatio has a model. 

A papyrus fragment which has gone unnoticed in previous analyses of the fifth 
Hymn, POxy 2509 contains 21 hexameters that apparently describe the aftermath of 
Actaeon's death.17 In the first few lines of the fragment a goddess visits Chiron and 
tells him that Zeus and Semele will have a son, Dionysus (1-7).18 Her motive for 

telling him this would seem to be to explain why Chiron's pupil, Actaeon, had to be 
killed by his own dogs.19 That Zeus should be involved in the matter assumes that, 
as in all archaic versions of the story, Actaeon's offence was his attraction to Semele. 
Semele 'rightly' belongs to Zeus, not to Actaeon, who is her nephew.20 The goddess 
goes on to console Chiron first by telling him that the dogs will wander for a time with 
Dionysus and then will return to him (8-11).21 She removes the madness from the 

their Fragmenta Hesiodea), Stes. ap. Paus. 9.2.3 (= Stes. PMG 236), and Acusilaus (FGrHist 2 F 
33 = Apollod. 3.4.4.). 15 Lacy, op. cit. (n. 12), pp. 29-30 and n. 27. Lacy (pp. 31-3) argues that this offence underlies 
Apollod. 3.4.4., where Acusilaus' view is contrasted with the view held by ol 7TrAe'oves, for whom 
Actaeon's offence is OTL r~TV 'ApreTMLV AovoLev,1v eloS. In favour of the early existence of this 
version Lacy also cites Diodorus and pictorial evidence (34-42). Lacy is wrong, I think, to 
assume that Actaeon's wooing of Semele is punishable only in the context of the 
Cadmeid-Dionysiac saga in which Actaeon's attraction, if not betrothal, to his aunt would have 
provided an obstacle to the eventual birth of Dionysus (28-9). Surely Zeus' jealousy would have 
had no need of such reflection, nor is the element of incest as negligible as Lacy asserts. While 
they are not the norm in archaic Greece, such intra-familial marriages are attested. See Lacy p. 
28 n. 16 and R. Janko, 'P.Oxy. 2509: Hesiod's Catalogue on the Death of Actaeon', Phoenix 
38 (1984), p. 301. Janko suggests that the element of incest and the desire to make the 
punishment fit the crime led to later versions involving Artemis (301). It is, however, Tiresias' 
punishment that matches the crime of incestuous sexual relations. On this see R. G. A. Buxton, 
'Blindness and Limits: Sophokles and the Logic of Myth', JHS 100 (1980), pp. 32-5. 

16 Haslam (op. cit. [n. 13], pp. 123-4) sums up the matter well: '...the story self-evidently 
belonged to Actaeon and Artemis before it was transferred to Teiresias and Athena. A nymph- 
attended goddess, bathing in a mountain spring, disturbed by a young hunter: roles custom- 
made for Artemis and Actaeon, and creakingly uncomfortable for Athena and Teiresias. 
Callimachus had authority for both stories. What is original to him is his bringing the two 
together.' 

17 The Oxyrhynchus Papyri 30, E. Lobel (ed.), (1964), pp. 4-7. Subsequent studies of the 
papyrus include A. Casanova, 'II mito di Atteone nel Catalogo Esiodeo', RFIC 97 (1969), pp. 
31-46; T. Renner, 'A Papyrus Dictionary of Metamorphoses', HSCP 82 (1978), pp. 282-7; 
Janko, op. cit. (n. 15). 

18 
EaavIIevwus 8' ~1'e 8t' alOEpo aTpvyE'rot[o 
Xetpwvos 8' iKave p.eya a7rEos- evOa 8' 9va[te 
Xeipcov vr8it' eXtov vV4utz,lv, Ovpiape' aK[oLtwV. 
evOa 8o i AAvpL'r1v E7Trra 7rrTEpo Vra 7rpoar1[voa' 
X[e]ipwcv, ola6a Kal aviros 4 ,ia[K]dpeaa 0oE0[a1v 
cS EUarat 'eElA7sl EptKv8Eoo dyXaos vlds 
Kat 1tos ayLoXoLo, JAwovvaos 7Trovy-qQ[4r]s... 

19 Casanova, op. cit. (n. 17), pp. 38-9. 
20 Corroborating this interpretation is an Attic fifth-century red-figure bell-crater (Beazley, 

ARV2 1045; LIMC 1.1, p. 462; 1.2, p. 357) which shows Actaeon being attacked by dogs. 
Standing by are Zeus, Artemis and a winged female labelled A YZA (i.e. Lyssa, 'Madness'). For 
discussion see Renner, op. cit. (n. 17), pp. 284-5; Lacy, op. cit. (n. 12), pp. 28-9 and n. 17. 

21 
O0 7TOTEc OLaoe K[UvvveaTtv opos KaTa.[.].[...]...[ 

r[Vp]0(ET' EXCV, OTE 8' aVTE 7raTqp dv8[p]c)v TE OE[OWV TE 
av[r]ov ay77L /,t ETa 0>vA[a] Oe6v aletyeveracov, es 

Xcpov wrdaAv av'rt EaEV(rovTraK[.]. .o..[ 
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dogs, who then lament their master, and then she leaves (14-15).22 There is general 
agreement that the goddess must be Athena. She is called alylodXoo JL0S KOVpr7 

p,uy[dAolo in 13, and the standard formulae accord better with her than with Artemis. 
Moreover, unlike Artemis, Athena often acts as her father's courier.23 Lobel 
originally assigned the fragment to the Hesiodic Catalogue of Women, and, with the 
exception of Merkelbach-West, this placement has been accepted.24 It is especially 
attractive after the publication of P. Mich. inv. 1447 verso, col. II. 1-6. This entry, 
from a mythological dictionary copied in the late second or early third century A.D., 
explicitly states that an account of Actaeon's desire for marriage with Semele and his 
subsequent death was included in the Catalogue.25 

If the Oxyrhynchus fragment does belong in the Catalogue, there are several points 
that bear on our understanding of the fifth Hymn. First, the fragment's placement is 
most likely to have been in the Eoea of Cyrene.26 Ipso facto it would have 
recommended itself to Callimachus.27 Of greater interest for our understanding of the 

22 14 is very patchy, and the meaning of its end, ]EciCro Avaaa[, is problematic. Lobel suggests 
for it a supplement based on phrases such as II. 9.377 and 18.31 (EK yap ev, aqewv, cpe'vas 
EETO... ZevS, 7aAAh s 'AO'jv7q) or 19.137 (KaL pev p qpevas EfEAETO Ze t;), and takes it to mean 
that at this moment Actaeon's dogs went mad and that the rending of their master ensued. 
Janko, op. cit. (n. 15), p. 303, argues convincingly that this will not do. Lobel's interpretation 
of 15f., for example (Xco t]ev el 7 Trpts- [ "OAvlujrov da7ro xOovos Ev]pvo8Ei7[s 1] avI'Trv] alycv tEJTa 
[00>vAa OEWd v aiLtyv]ETa[cov), changes the scene too abruptly, and 'the lapse of time assumed, for 
Dionysus to be born, grow up, and hunt with the dogs before eventually being elevated to 
Olympus, is far too great not to have been indicated'. Janko concludes that Casanova's reading 
(op. cit. [n. 17]) of the lines, in which the alyLO'XOLo Jlt6 Ko6pr) L?Ey[aAoLo of 13 is the subject of 
the verbs in both 14 and 15, is preferable: 

~:[dAEro Avaaa[v 
X7 U]E']V ] 7r TpOS6 [OAvt7Trrov a7ro xOOVO E?v]pVo8EL?7[s 
dOav]drwv tL?ETA [q<vAa OEc)v aleLyev]ETa[wo]v 23 So Lobel, op. cit. (n. 17), p. 7; Janko, op. cit. (n. 15), pp. 302-3. 

24 In his review of the editio princeps, West said that 'The author of the Hesiodic Catalogue 
would turn in his grave if he knew that it had been attributed to him' (CR 16 [1966], p. 22), and 
more recently (The Hesiodic Catalogue of Women: Its Nature, Structure, and Origins [Oxford, 
1985], p. 88) he has remarked that he is 'still loth to believe ... that [the Catalogue] is the source 
of the hexameter fragment preserved... in P.Oxy. 2509'. L. Malten, Kyrene (Berlin, 1911), pp. 
18ff., originally suggested that the Catalogue included the Zeus-Semele account; see also 
Casanova, op. cit. (n. 17); Renner, op. cit. (n. 17), pp. 282-5; Janko, op. cit. (n. 15); Philodemus, 
De Pietate 60 Gomperz = Hesiod fr. 346 M.-W. (fr. 346 in 'Fragmenta Dubia'), read by 
A. Henrichs ('Towards a New Edition of Philodemus' Treatise On Piety', GRBS 13 [1972], p. 
67 n. 2) as ]s 'AAKracwvL KCaL [yvv]aiKa[{t}] KaOdarep [ev] 'HoLa[i]sg. 

25 'AKTraLWv 6 'AptTTaLv[o] Kat Avt[rovo6S, TrOV 'ElE-] 
Arqs flep?evos yadrcwv avr[ 
Tro rpOSc TOV fIrTp7TrdTOpo[s t?ET?rEOp-] 
(60'Y E?l[S] EAaciov 8O'K1aLV Stad o[vAXvv] 'Apre[t-] 

8Og Kat 8Lea7rTapdaOq vrTOr6 r)v ?[a]vr[oV] KVVWJV, U4)[s] 
frqawv 'HaLo&os ev rvvacKU)v Ka[r]aA[olyWL. 

For discussion see Renner, op. cit. (n. 17), pp. 282-3; the entry now = Hes. fr. 217A in OCT3 
(see above, n. 12). The dictionary, or at least the core of it, may well have been compiled as early 
as the Hellenistic period (Renner, p. 279, who cites its reference to the obscure stories of the 
Chalcidian Arethusa and the Aethyiae, which suggest the Alexandrians' fondness for recondite 
local legends). 

26 Frs. 214ff. M.-W. So Malten, op. cit. (n. 16); Renner, op. cit. (n. 17), p. 285; Janko, op. 
cit. (n. 15), pp. 209-10. Cyrene is Actaeon's paternal grandmother. For Cyrene's grandchild to 
be treated in her Eoea would be in keeping with the practice of the Catalogue elsewhere (cf. 
Casanova, op. cit. [n. 17], pp. 31ff.; Renner, op. cit. [n. 17], p. 285 n. 13). 

27 In his discussion of the important role of Cyrene in Callimachus' poetry, Pfeiffer (op. cit. 
[n. 1], pp. xxxviii-xxxix) cites among other passages Hymn 2.71ff. It would appear that to the 
many things Callimachus' fifth and sixth Hymns have in common (for which, see Hopkinson, 
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Lav. Pall., however, is the fragment's opening and the scene it apparently describes. 
Athena, if we are justified in so identifying the alyloXolo IL6O KOVprq ?LEy[aAoLo, has 
come to Chiron's cave as her father's executrix. She is there to offer Chiron, a grieving 
father-figure, a consolatio for the loss of Actaeon. But Chiron is not alone. With him 
in his cave is his wife: evOa 6' 'va[LE I XELpwv vrq1S' 'XWov vv/tfC7qv, Ov/iape' aK[OLTLV 

(2-3). She is designated here simply as v77qs, a Naiad, but she has a name: Chariclo. 
In Pindar, Pyth. 4.182, Chariclo also appears with Chiron in his cave (along with 
Philyra), and the passage's scholiast explains: XapLKAJ yvv) Xelpwvos, OvyaT7rp 

'A7roAAwvos i s TLveS HIepov ; 'QKeavov.28 The Scholiast then goes on to say, 6 
Se 'Hatloos Nai&Sa x alt 6ov Xelpwva yiiuat. That both the Oxyrhynchus papyrus 
and the Scholiast call Cheiron's wife NHI? is an objective indicator that the papyrus 
passage is in fact Hesiodic. But is the Scholiast contrasting Chariclo with NHIZ, that 
is, is he supposing that the word as Hesiod used it was a proper noun (in which case 
the papyrus would not be referring to 'Chariclo' at all)? More likely is that the 
Scholiast meant his Hesiod clause as a supplementary detail (Chariclo was a Naiad), 
or he may have misunderstood the Catalogue passage, where, as Lobel points out, 
NHIS is not necessarily, or even probably a name, but an appellative.29 There is every 
reason to suppose that the papyrus fragment is referring to Chiron's wife, Chariclo. 
In this case the situation in the Hesiodic Catalogue bears a striking resemblance to the 
situation in Callimachus' fifth Hymn. There Athena offers to (another) Chariclo as 
part of her consolatio the very punishment for which in the Catalogue she consoles 
Chiron - and Chariclo. 

The allusion sheds light on the passage immediately following Athena's speech. In 
lines 131-3 the speaker emphasizes Athena's special prerogative in relation to Zeus by 
echoing Eum. 827-8 :30 

cog j>aLEVa KaTEvevgE- TO 8' EVTEAES, cL K' 67TVEVJErtL 

HaAAasd, &7tEl P,)uvat Zevs TO6y OvyarEpwv 
O(WKEV' AOavaiat 7raTTpoLa 7Tv'ra Edpea(Oat. 

AcOTpoXool, beginning 134, formally returns the reader to the frame:31 

AwrpoXdoo, pad'r-qp o' ovntgs ETLKTE Oeav, 
aAAa AtOS'g Kopvcad. KopvUaa Jio6 OVK ETlMVEvE 

0bEVS?Ea a OvyaT-qp. (134-6) 

op. cit. [n. 4], pp. 13-17) we should now add reference to a Hesiodic Eoea. In the sixth Hymn 
Callimachus very probably alluded to the Eoea of Mestra (for discussion, see Hopkinson, 
18-26). 28 Schol. Pind. Pyth. 4.182 Drachmann. 

29 Lobel, op. cit. (n. 17), p. 6. When Chariclo is depicted on archaic vases, she is regularly in 
the company of Chiron. For example, on two sixth-century vases, Sophilos' Erskine Dinos 
(London, BM 1971.II-I.I), and Kleitias' 'Franqois Vase' (Florence, Mus. Arch. 4209), she is 
depicted along with Chiron and other divine guests at the wedding of Peleus and Thetis (in both 
cases her inscribed name identifies her). In both representations, Chariclo is accompanied by 
Demeter and Hestia; Chiron either precedes them or follows behind. See LIMC III.1.190 and 
III.2.150-1. 

30 KaL KA-7-as olda ow/aToros /LOvVq OEWoV, 
eV CO KepavvogS EarTLV ca7pay,laLe'vos' 

31 To which cf. Eum. 736-8: 

/Jr1T7rp yap OVTLs ErTLV T7 /L EyeLVaTo, 

r6 o' apaev atvc) rravTa, r7TArv yacliov TVXELV, 
7rTavtL OvptUL, KaprTa 6' eELIL TOvi 7raTpos. 

For Athena's motherless birth cf. also Hes. fr. 343 M.-W.; h. Hymn 28; II. 5.875; Pind. 01. 7.35 
and Z ad. loc. S. Kauer, Die Geburt der Athena im altgriechischen Epos (Wurzburg, 1959), 
discusses the evidence. 
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Athena was born of the very locus of Zeus' performative promising, and like him need 
only nod for her word to be accomplished. Just as she had done in the Hesiodic 
Catalogue, Athena appears here as Zeus' second self, his surrogate. It is a pattern 
repeated throughout Callimachus' narrative. Earlier on, for example, when she 
punishes Tiresias, Athena replicates her father's response in the Hesiodic Melampodia. 
First, by distancing herself from the act, she distances herself from Hera's immediate 
and vindictive response.32 By then emphasizing not the punishment but what Athena 
gives Tiresias in recompense, the speaker may be conforming to generic expectations, 
but he'is also assimilating Athena's response to Zeus', who in Hesiod's account makes 
up for Hera's damage by giving Tiresias the same list of yEpa.33 

Suitable, then, to the Zeus-representing figure in POxy 2509, at the close of the 
hymn Callimachus repeatedly emphasizes Athena's exclusive connection to her 
father. This may seem out of step with the beginning of the myth, where we found 
Athena bathing in the forest with a nymph. But Callimachus is not concerned with 
smoothing out incongruities. He has played out, as it were, the (entirely adventitious) 
points of connection between three disparate traditions: Athena's bath with Chariclo, 
Artemis' bath and Actaeon's intrusion upon it, and Athena's consolatio for the death 
of Actaeon to Chiron and his wife, Chariclo.34 Athena has, after all, bathed in 
Hippocrene, and suitably enough, she later speaks as a - particularly Callimachean 
- Muse: in using Actaeon's projected death as an exemplum in her own defence, she 
is also alerting the reader to the text on which her own consolatio is modelled. The 
close formal parallel between the two passages secures the allusion: in Callimachus 
Athena offers the future death of Actaeon as a consolation for the blinding of 
Tiresias; in POxy 2509, Athena offers the future glory of Dionysus as consolation for 
the death of Actaeon. As I shall show in detail in the following section, we are 
prepared both to make these connections and for the goddess' eventual 'epiphany' in 
137 (EpXEr' 'AOavata vvv drpeKe'), where she appears as she had appeared at 
Chiron's cave, as Zeus' reasonable, masculine daughter, by the poem's first thirty-two 
lines, which portray Athena in particularly masculine form. 

II. THE 'MIMETIC' DESCRIPTION (lines 1-32) 

Like Callimachus' second and sixth Hymns, the fifth Hymn combines what appears 
to be an on-the-spot description of ritual phenomena with an 'epic' narrative that is 
more or less connected to it. In the poem's 'frame' (1-56 and 137-42) the speaker 
purports to involve him- or herself in preparations for an Argive Plynteria.35 

32 Line 82: ai pev ca, 7rat63s $' o6tuxaTa vvf eAaglev. Cf. Bulloch, p. 189, for whom 'Athena 
and the blinding are separate'. Schol. Hom. K 494 (ii. 475 Dindorf) = Hes. fr. 275 M.-W. says 
of Hera's response: ) tlEv "Hpa dpytaOedaa ETrrnpwoav; Schol. Lycophr. 683 (ii. 226 Scheer): 
opytaOElaa 8e r1 "Hpa rTv-AXojaev avrov. 

33 Call. lines 120-30, which relate the same gifts as Zeus is reported to have given in the 
Melampodia (in most accounts, LaVTLK7)V Kal 7rroAvXpo'vtov co 'V, as stated by Schol. Lycophr. 
683 [ii. 226 Scheer]): see M.-W. fr. 275. 

34 On Callimachus' other uses in this poem of' objets trouves' see Haslam, op. cit. (n. 13), pp. 
123-4. 

35 Of course, we do not know this is a 'frame' until we have read the poem once through. For 
discussion of the 'mimetic' (as opposed to the 'diegetic') aspect of the fifth Hymn, see 
M. Annette Harder, 'Insubstantial Voices: Some Observations on the Hymns of Callimachus', 
CQ 42 (1992), 384-94. Some recent scholars have analysed the 'mimetic' aspects of Callimachus' 
hymns in terms of the conventions of choral and ritual poetry: M. R. Falivene, 'La mimesi in 
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Imperatives, along with first person verbs (3, 14), vocatives (1, 4, 13, 27) repetition 
(e.g. 1-2, 4, 13, 15, 17), asyndeton (e.g. 1-4, 14), use of the deictic article and pronoun 
all refer to the ostensible 'here-and-now of the act of speech'36 (e.g. rdv 7TrrwTrv aprt 

0pvaajaoLvv v Trdv lepdv, 2-3; vvv, 4; KaC vvv, 29). Aetiological explanations of 

aspects of a ritual which is about to begin add to the impression that the speaker is 
present at an actual ritual. No one, however, any longer understands this poem to 
have been performed in such a context.37 Most recent critics would agree with Bulloch 
that 'the very presence of such details betrays precisely the literary nature of our 
text',38 that Callimachus' use of hymnic conventions such as aetiology and second- 
person address to ritual celebrants, conventions generally associated with a poem's 
occasionality and therefore its conventional functioning, is motivated by and 
contributes importantly to the texture of allusions out of which the Lav. Pall. is 
made.39 But what, specifically, are these lines doing in this poem? 

The hymn's first thirty-two lines, articulated and set off from what follows by a 
iseries of imperatives (Certe, 1, 2; aova0e, twice in 4; tr', 13; ti ... OU~EE, 13-17; 
KouoLlaaTE, 29; oLaETE, 31), may be treated as a discrete unit. In them the speaker 
portrays and ostensibly participates in a scene of high expectation and preparation. 
Speaker and audience are eagerly awaiting the arrival of Athena's cult image, which, 
in the language of ritual, is identical with the goddess's epiphany (cf. 3, d OEos 
evTvKoS EpTrev).40 According to the conventions of a 'cletic hymn', or a hymn that 
calls upon a god to appear and attend to the audience's cares, we might expect the 
speaker to ask Athena to emerge from her temple and appear.41 But the imperatives 
in these lines scramble the hymnic conventions by means of which a poet usually 
requests a deity's epiphany. ecLTE (1 and 2), aooa0E, 4; dc 'r' are addressed to Athena's 
attendants and thus recall the hortatory imperatives regularly addressed to celebrants 

Callimaco: Inni II, IV, V e VI', Quad. Urb. 65 (1990), 103-28; R. Hunter, 'Writing the God: 
Form and Meaning in Callimachus, Hymn to Athena', MD 29 (1992), pp. 12-13; M. Fantuzzi, 
'Preistoria di un genere letterario: a proposito degli Inni V e VI di Callimaco', in Tradizione e 
innovazione nella cultura greca da Omero all'eta ellenistica: Scritti in onore di Bruno Gentili 
(Rome, 1993); three papers in Hellenistica Groningana I (Groningen, 1993): C. Calame, 
'Legendary Narration and Poetic Procedure in Callimachus' Hymn to Apollo'; M. Depew, 
'Mimesis and Aetiology in Callimachus' Hymns'; A. Henrichs, 'Gods in Action: The Poetics of 
Divine Performance in the Hymns of Callimachus'. 

36 J. Danielewicz, in' Deixis in Greek Choral Lyric', Quad. Urb. 34 (1990), pp. 7-17, examines 
this phenomenon in Greek choral lyric; for discussion of Callimachus' use of such conventions, 
see Harder, op. cit. (n. 35), pp. 389-90. 

37 See Bulloch, pp. 4ff. and Harder, op. cit. (n. 35), p. 384 n. 2, for the history of this question. 
In his forthcoming Callimachus and his Critics, Alan Cameron revives Cahen's suggestion that 
the hymns could have been performed at ritual celebrations, but 'outside the formal framework 
of the festival itself' (E. Cahen, Callimaque et son oeuvre poetique [Paris, 1929], p. 281). Cameron 
suggests, for example, that they could have been performed in poetic contests. 

38 Bulloch, p. 5 and Harder, op. cit. (n. 35), pp. 387-90, 394. 
39 Bulloch undercuts the force of his statement by quoting with approval in his next sentence 

P. Friedlfnder, whose understanding of the purpose of the fifth hymn's 'mimetic' section is not 
atypical of many more recent readings. Since the Hellenistic period lacked the cultic, political 
and social contexts in which earlier poetry arose and had meaning, ' [s]ie muss erst Gemeinschaft 
um sich zu griinden versuchen, und muss den Lebenszusammenhang, der nicht mehr gegeben ist, 
mit Kunst hervorbringen...'. (' Vorklassisch und Nachklassisch', in W. Jaeger [ed.], Das Problem 
des Klassischen und die Antike [Leipzig and Berlin, 1931], pp. 35f., quoted by Bulloch, p. 5.) 

40 On the important role of 'epiphany' in this hymn, and its connection with Athena's birth, 
see Hunter, op. cit. (n. 35), pp. 11-12. 

41 For examples of such verbs (e.g. Eprre, eAOe, E7rvt'aEo, /adv-10L, uo'AE) and their use see 
J. M. Bremer, 'Greek Hymns', in H. S. Versnel (ed.), Faith, Hope and Worship (Leiden, 1981), 
p. 194. 
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in a ritual hymn.42 But in such circumstances the poet generally commands the 
celebrants to hymn the god, or, alternatively, to be silent.43 It is the god to whom 
imperatives such as tL-TE, ovao3u0 and 7 -E are usually addressed, and indeed, later in 
the fifth hymn the speaker does address these verbs to Athena (eLOL, 33, 43, 
impatiently in 55; crco, 142). In the ambiguity of their application, the imperatives 
that begin the fifth hymn invite us to question the very generic expectations that they 
suggest. For all their vivid spontaneity and apparent involvement in the ritual, the 
poem's first 32 lines systematically do one thing. They select a very narrow range of 
Athena's dpe-ra. Imperatives addressed to the celebrants, aetiological exempla, and 
vivid description combine in these lines to make up a descriptio, that section which, 
within the larger aims and occasion of a particular hymn, elicits the god's attributes. 
The attributes in question are decidedly masculine. 

Lines 1-4 address the celebrants, and in 5-32 the imperatives continue. Most tell 
the AcorpoXoot what not to do. The mythological exempla are also cast in negative 
terms. We are first told that Athena never (OV'roK', 5) cleansed her great arms until 
she had first washed the dust from her horses' flanks (6). Not even when she returned 
from the Gigantomachy did she cleanse the gore from her own body before she had 
first unleashed her horses from her chariot and washed the sweat and grime from 
them. While we might conclude that this is only proper and expected behaviour for 
a horseman (or -woman) and a warrior - one's horses are valuable and must be cared 
for before one thinks of one's own comfort44 - there is some irony here. It is usually 
assumed that the focus of the ceremony is the ritual washing of a sacred image. Yet 
within the context of this exemplum we find an Athena who is not primarily mindful 
of her own cleansing, but of her horses'. 

This fact has led some to conclude that we are being told that the washing of the 
procession's horses was an actual part of the Argive ceremony, that is, that this is a 
straightforward aetiological explanation of part of the Argive ritual.45 Aside from the 

42 So Bulloch, p. 110. 
43 Cf. e.g. 'Paean Erythraeus', CA, p. 136, v. 1 dEiaare; CA, p. 138 v. 2 EV6L[eEiTE; Socrates' 

parody at Ar. Nu. 263-74. The passage that Bulloch cites when he notes that Callimachus is 
recalling ritual invocations (Eur. fr. 773.66ff. [Phaethon 99ff.]) is not from a hymn. 

44 A point noted by R. Renehan, 'Curae Callimacheae', CP 82 (1987), p. 244. 
45 Wilamowitz, op. cit. (n. 10), p. 16; Bulloch, p. 116; E. Norden, Agnostos Theos: 

Untersuchungen zur Formengeschichte religioser Rede (Leipzig, 1913), pp. 143ff.; cf. Hunter, op. 
cit. (n. 35), pp. 13-15 for criticism of literalist interpretations. Commentators cite the Athenian 
Plynteria as the closest parallel to the ritual that the speaker is describing (e.g. Bulloch, pp. 9ff.). 
What has not been taken into account is that the Athenian Plynteria probably did not involve 
the removal and washing of the statue of Athena Polias. As the word indicates, the statue's 
peplos and other garments were washed; the statue itself would not have left the Erechtheum. 
(L. R. Farnell, The Cults of the Greek States [New York, 1977], vol. I, pp. 261f. and 262a, points 
out that the verb 7rrAvvEtv properly refers to washing clothes and not a statue; cf. also 
W. Burkert, 'Buzyge und Palladion: Gewalt und Gericht in altgriechischem Ritual', Zeitschrift 
fur Religions- und Geistesgeschichte 22 [1970], 359 and n. 11; cf. also I. B. Romano, 'Early Greek 
Cult Images and Cult Practices', in R. Hagg, N. Marinatos, G. C. Nordquist (edd.), Early 
Greek Cult Practice, Proceedings of the Fifth International Symposium at the Swedish Institute at 
Athens [Stockholm, 1988].) A fortiori, horses neither drew the image nor were washed with it. 
But there was another Athenian washing ceremony which bears interesting points of resemblance 
to what Callimachus tells us about the Argive ritual. Another statue of Athena - a Palladion - 
was yearly escorted by ephebes to Phaleron, bathed, and brought back to the city by torchlight 
(IG II/III2 1006,11; 1011,10f.) In this ceremony oxen - not horses - accompanied the image, 
and it is thought that they were bathed along with it. The opening scene of Callimachus' hymn 
has described the activity prior to the cleansing of a Palladion (cf. Bulloch, p. 111). In the context 
Athena is described as returning from her triumph over the Giants. If an Athenian ceremony is 
suggested, it is more likely to be the city's cleansing of its Palladion, a statue important to a cult 
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fact that we have no evidence of this practice in the Athenian Plynteria, are we to 
assume that the horses must be cleansed before the image is? Perhaps. But in what 
way is this a relevant detail? In lines 2-3 the speaker reports, Trv 77T7Trrv apTn 

kpvaaaolE?vav I Tdv iepdv EcadKovaa, and as though prompted by the sound of the 
horses which will presumably draw the wagon bearing Athena's statue, he begins the 
' aetiological exemplum' of lines 5-11. He portrays Athena here as a horsewoman, as 
a warrior, as the goddess who in the fifth book of the Iliad fights alongside Diomedes 
on his chariot (793-863). Here she is described as she returns from the ultimate test 
of her martial ability: her triumph over the giants, JaLKcuV...yayEvEcov.46 The 
masculine characterization continues. In the exemplum of lines 5-12, as warriors do 
in epic, Athena washes, but only after battle.47 Plastic and poetic representations of 
divinities were regularly larger than life and when we are told that Athena washes her 
/LEyaAWS T ... rTaXEL, her great forearms (5), the adjective here, in its military context, 
may denote size. But it can hardly denote feminine beauty.48 As A. Griffiths has 
noted, 'Talk of Athena's "great forearms" here risks making her sound like some 
strapping shot-putter'.49 Athena is up to her elbows in AvOpov (7), bloody filth, and 
has no thought of rinsing it off before her horses have been groomed. The narrator 
has remained absolutely faithful to a particular assemblage of Athena's traditional 
attributes, and in their exclusivity he portrays her as martial, heedless of her 
appearance and, to some extent, of propriety. Even in Homer, realistic though he is, 
heroes do not wash their own horses. The act would compromise their dignity.50 

In any case, this is not how Greek poetry normally describes a woman's bath. Like 
male arming and battle scenes, female as well as male bath and dressing scenes 
traditionally adhere to strict typologies.51 While men typically bathe after battle or 
arduous journeys, women in Greek poetry characteristically bathe in preparation for 
seduction. Unlike the masculine bath, which consists simply of washing, anointing, 
dressing and retiring to a chair,52 feminine bathing and dressing, because of its 

celebrating the rational goddess of war and counsel, who is elsewhere connected with the 
Eumenides of the Areopagus. 

46 Apollod. 1.6. As Bulloch points out (p. 118), in many ancient sources the name Pallas (line 
1) is said to have originated from the Gigantomachia. Palladia were representations of Athena 
in arms; the epithet HIaAAad is used of the goddess particularly as a warrior-goddess (ancient 
etymologies of the word usually derive IHaAAas from battle-activity of some kind). The epithet 
sets the tone for the characterization that follows. 

47 E.g. I//. 10.572-9. Actually, the bathing of heroes in epic occurs more often after journeys 
(e.g. Od. 3.464-9, 4.48-51, 17.87-90) or death (cf. e.g. II. 16.678-83). 

48 Contra, Bulloch, pp. 116-17. For Bulloch lines 13-32 establish Athena as 'a real feminine 
beauty' (46) a goddess to whom Tiresias might well be attracted (cf. especially pp. 19-25). The 
debt this paper owes to Bulloch's commentary is everywhere apparent, but as the following 
argument shows, I disagree with him on this point in particular. 49 A. Griffiths, review of Bulloch, JHS 108 (1988), p. 232. 

50 In line with his reading of this poem as an encomium of Athena, J. Heath, 'The Blessings 
of Epiphany in Callimachus' Bath of Pallas', CA 7 (1988), p. 73, takes Athena's care for her 
horses as a sign of her compassion. That this is a quality conspicuously absent from Athena's 
portrayal in this poem will become clear within the course of this paper. 

51 For the bathing and dressing of males as a typical scene in epic cf. W. Arend, 'Die 
typischen Szenen bei Homer', Problemata 7 (1933), 124ff. Extending Arend's work on Homeric 
type scenes, Sowa has examined feminine bath and dressing scenes in Homer, Hesiod and the 
Homeric hymns: C. A. Sowa, Traditional Themes and the Homeric Hymns (Chicago, 1984). 

52 Od. 17.87-90, which describes Telemachus' return to Ithaca, includes all three elements: 
es 8' daati'vOov9 faSdvreS evveaas Aovaavro. 
TOvS" 

' 
7Trre ovv 8/wLaaL Aoviaav KaL Xptlav Aat'lCt, 

daixi 8' apa XAaivas ovAas gadAov re x rLT rvas, 
EK p' daativO6wv f3dvres E7cr KALatUOkat KaOLov. 90 
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context, is usually quite elaborate. It characteristically takes place behind closed 
doors (e.g. II. 14.169, Hymn Horn. Ven. 60), the goddess or mortal is bathed, anointed 
with ambrosial perfume and adorned in elaborate robes, gold and jewels.53 In Iliad 14 
the 'Aatov dtL3poatov with which Hera anoints herself before seducing Zeus is so 
pervasive that it fills the heavens and wafts down to earth (170-4). Hera, in the same 
scene, and Pandora, in Hesiod's Theogony and Works and Days, put on garments 
made for them by Athena.54 The often complex adornment is, as might be expected, 
an important part of the seduction theme. Given the ostensible occasion, a goddess's 
bath, we might expect Callimachus to describe the scene by appealing to these 
traditional typologies. It is Athena, after all, who cleanses and adorns Penelope in 
preparation for her meeting with Odysseus.55 And it is she who typically provides the 
couture. But the context of seduction inherent in these bath and dressing scenes is here 
conspicuous in its absence. In lines 4-12 Athena's bath is hardly typical of such 
feminine activity. She takes a man's bath. Moreover, in the next scene Callimachus 
extends his differentiation of Athena from such traditional feminine concerns. 

Lines 13-17 reiterate the speaker's command to the women to come out. Once 
again, the speaker urgently and repeatedly tells them what not to bring along: 

cO 'T' 'AxaQaLSes, Kal pt1 tvpa trlS' dAa3daTrpws 
(avpiyywv diaw f0oGyyov vrradovtov), 

t,Ul tivpa AoTrpoXool rTal aAAdaS jur8' dAa3aTrpos 15 
(ov yap' AOavaa XptarTa /pia Ea lKra lAeL) 

olaeTE til8 Ka Ka'TO7TTpOV' aE KaAOv 6otpta Tro rvas. 

Twice he tells them not to bring perfume (13 and 15). Perfumes are important 
components of feminine seduction, but Athena does not like 'mixed unguents' (16).56 
Moreover, she does not need a mirror because her countenance is always fair (17). 
Most critics have taken this statement as a straightforward assertion of Athena's 
beauty.57 But a second 'aetiological exemplum,' introduced by the same words that 
began the first in 7-12 (ovtS' oKa), immediately ironizes the goddess's disregard for 
mirrors. The passage continues with the use of negatives: 

oWu' oKa rav 'ISai $p't e,iKaEev pV, 
or' s o6peLXaAKov /ieyaAa Oeo oVre tlxOVVroS 

E?AEO/Ev eivav es 8aiaLvojLuEvav 20 
o'8' 'Hpa' Ktu7rpis Se Sauvy&a xaAKOv K Aoiaa 

7ToAAaKt rav avrTv S'g PLETErOr]Ke KO/,iav. 

Combined with what we know to have been the outcome of the Kpt[at, we can only 
conclude that in that instance Athena's countenance - and Hera's - must have not 
been fair enough. There is a precedent for the command in 17 (oae-re tLr7&E 
KaTrorTpOV). In front of Paris, Athena needed no mirror or reflecting water to check 

53 E.g. h. Hom. Ven. 61-5 (Aphrodite is bathed Aatcp I\ a/LporTc, clothed and decked with 
gold); I//. 14.170-214 (Hera bathes with ambrosia, perfumes and clothes herself with a robe made 
by Athena and with Aphrodite's girdle); Od. 18.192-4 (Athena cleanses Penelope's face KdAAEL 
afJLpoaoU). 54 Theog. 573-5, Op. 72; Athena teaches Pandora needlework and weaving at Op. 63-4. 

55 Od. 18.190-6. Odysseus bathes in typical masculine fashion, but is then beautified by 
Athena before his 'seduction' of Nausicaa (Od. 6.229-35) and Penelope (Od. 23.156-63). 

56 On the Greek perception of scented oils as effeminate cf. Bulloch, pp. 124-5; Athena's 
preference here is decidedly masculine. 

57 E.g. Bulloch, pp. 126-7; Heath, op. cit. (n. 50), p. 74. 
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her hair, as we are told Aphrodite busily did, twice (21-2). But then of course, 
Aphrodite won the contest. No sooner, then, have we been told of Athena, 'Your 
countenance is always fair' (17), than we are reminded by the reference to the Kpt'uL 
of a time when Athena's proferred attractions were neither feminine nor sufficient to 
win her the contest.58 Athena's purported feminine beauty is at this point called into 
question. 

The contrast with Aphrodite continues, and through it Athena comes to seem 
distinctly non-feminine. Aphrodite takes up her mirror again and again, meticulously 
fixing the same lock of hair, not once, but 7TOAAaKL ... &S, 'frequently twice' (22, 
Bulloch's translation). Athena does something twice too: she runs twice 60 times 
around the stadium, and in this she is compared to the Dioscuri, the twin warriors, 
who are epitomes of horsemanship, athletic and martial ability (23-5).59 The is- 
Ecr7KovTa ... 8tavAws (23) makes a pointed contrast with Aphrodite's activity in 21-2: 

KvTrpLs 8e &avyea xaAKOV EAoaoa I rroAAaKl rav av'rav 8s eLETETrOKE KOdtav.60 This 
is the point of the numerical comparison.6' In line 21 Aphrodite had been dissociated 
from Athena and Hera (KvITrpts 8e). a 8e in 23 now explicitly dissociates Athena from 
Aphrodite. This is, of course, a traditional contrast;62 by making it Callimachus 
brings into focus his catalogue of Athena's distinctly masculine attributes. 

In her preparation to seduce Zeus, Hera anoints herself with ambrosial oil; 
Aphrodite in the Homeric Hymn to Aphrodite is also anointed with fragrant oil. 
Athena, like the Dioscuri, but not like a goddess, applies plain olive oil to her skin, 
which is flushed with exercise: 

58 For Bulloch this statement creates 'the establishment of Athena early on in this section as 
a strong competitor in the Contest' (p. 127). A similar contrast between these two goddesses is 
made in Soph. fr. 361 (ap. Athen. Deipn. 15.687c), where Aphrodite attracts Paris trvpy 
aAd,tLqopEV77. Athena, on the other hand, can only offer 4povY7aLs and vovs. Also of interest is the 
beginning of the h. Horn. Ven. (7-33), in which the poet characterizes Aphrodite by comparing 
her to other goddesses (Athena, Artemis and Hestia). In a contrast not unlike the one 
Callimachus is making, cf. II. 5.428-30 (Zeus to Aphrodite): ov rot, -rEKVOV EtOV, 88orTat 

7roAEpl'ta pya, I dAA/a atv y' llepo'evT'a l?ETEPXEo Epya ydp.Loto, I TraTa 8' "Aprlt Oou KaL 
'AO'rvr TrcvTra /EA?EL. 59 

For their athleticism, cf. Pind. N. 10.51, Theocr. Id. 22.24, Paus. 2.34.10, 5.8.4; for their 
horsemanship, Alcm. 9, h. Horn. 33.18, Eur. Hel. 1495; cf. also Theocr. 22.24.; Bethe in RE, 
'Dioskuren', 1092-4. 

60 As pointed out by F. Altheim, Epochen der r6omischen Geschichte, vol. II (Frankfurt, 1935), 
p. 133. 

61 In order to counter the irony that mention of the KptOrt introduces, Bulloch (pp. 131-40) 
interprets the comparison with Castor and Polydeuces as an allusion to Theocr. 18.22-32, in 
which a chorus of young girls sing an epithalamium for Helen and Menelaus. Bulloch sees 
Theocritus' description of Helen as po8opxpws 'EAeva (31) as the focus of the allusion: 'Athena 
at her moment of beauty suggests the incomparable Helen' (p. 138). Bulloch is correct in seeing 
in the Callimachean passage a connection to the Theocritean, but two points need to be made. 
First, Callimachus specifically compares Athena to two male Spartans. Secondly, Theocritus 
describes Helen's complexion in the way Greek poetry traditionally describes feminine beauty, 
that is, not only in terms of her blush but in terms of the whiteness of her skin (26-7). Athena's 
face, on the other hand, is simply flushed after exercise: cL KuCpat, Tr 8' EpEvOoS dvESpatle. If the 
Callimachean passage recalls the Theocritean, it is to define Athena in terms of attributes she 
lacks, and if Callimachus is alluding to Theocritus' epithalamium (an allusion which would be, 
as Renehan has noted [op. cit., n. 44, p. 247], inappropriate in a description of the virgin warrior 
goddess), Helen must take her place beside Aphrodite and Hera, not with Athena. Perhaps we 
should note that in the Theocritean passage Helen is described as singing of Artemis and Athena 
(35-7). In addition to differentiating Athena from Helen, Callimachus may be suggesting what 
he is about to do in his own song. 

62 E.g. the description of Athena at h. Hom. Ven. 8-15 (at line 8 she is called Kop-qv T' 

aiytoxoto Jtos). For other sources see Bulloch, p. 127, n. 1. 
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rp4baro LAtra jaAoiaa 25 
XP[l,ara, ras tStas EKyova 4vraAdus, 

w Kcopat, ro} 
' 

EpeuOos davEopatLe, rpcoi'ov olav 
7 pAdoov o; al38oas KOKKOS EXEL Xpot'v. 

TLrL Kal vVv apaev rT KO/LLaaarTE icLVOV EAalov, 
JL KdarTwp, CLt Kal XpieTra 'HpaKAh'rlS 30 

fuL7rrpda.tLw in 25 implies that this is a characteristic activity. The olive is, after all, 
Athena's tree (26, EKyova vTraAltds), and her choice here, like so much else in this 
poem, is exemplarily appropriate. But the oil is further qualified as apaev... hAaLov, 
masculine olive oil (30). This is surely not the sort of oil goddesses typically use to 
anoint themselves, but it is what Castor and Heracles, two archetypical examples of 
masculinity, use (29-30).63 While plain olive oil may indeed have been used to anoint 
Athena's xoanon, we may conclude that this section, while ostensibly offering an 
aetiological account of the ceremony's particulars, also continues the masculine 
descriptio of Athena. 

Hera also lost the contest on Ida, and when we are told in 21 that she also did not 
use a mirror before Paris made his choice, it might seem that Hera and Athena are 
being linked together and jointly contrasted to Aphrodite. The assimilation would not 
be unexpected.64 Bulloch cites lines 31-2 as further evidence for it: 

OtacTE KaL KTEva Ol 7TayxpVoreOV, CS' cr7TO xaLTav 

r7TE67Tat, At7rapov a.auaa,lEva 7TAOKatLov. 

Pointing out that only in Homer does 7rEKElV, rrEKeaOal mean 'to comb' (elsewhere 
it usually means 'to cut'), Bulloch argues that by using the specifically Homeric 
meaning, Callimachus is reminding his audience of II. 14.175-7: 

Tr ' p ye Xpoda KaAov dAEutalEv7 1t E xairat 
7reaap.evr- XEPUL 7TrAoKadtovs TrrTAE?e qaetvovs 
KaAovs dl.Apoatovs (K Kpdaro' dOavdroLo. 

The collection and metrical arrangement of xa[rav (C) = xatras (H) and 7regqrat 
(C) = 7re6alEvr7q (H) establish the contextual comparison. As we have seen, Hera's 
toilette in this episode is typical of female bath and dressing scenes. Her aim, of 
course, is to seduce Zeus. Bulloch concludes that this allusion to Homer adds to the 
section's portrayal of Athena as a particularly feminine goddess: 'Allusion to the 
Homeric episode gives a witty bite to the final instructions to the celebrants, a final 
reminder, after the play with the Judgement of Paris, that Athena can be as potently 
seductive as Homeric Hera once was.'65 The argument is that Athena had been 
assimilated to Hera in 18-21, where the association was formed by the failure of both 
goddesses to attract Paris. Bulloch is correct in seeing an allusion to the Homeric 
scene. But his analysis, I think, is misleading. 

It is, of course, in II. 14.178-9 that Hera puts on the robe that Athena has given 
her. It is significant that the very important sphere of Athena's divine power that 
inspires specifically feminine Epya, such as weaving garments, is never alluded to here. 
It is a strange omission in a section manifestly about Athena's identity. Athena, of 
course, would never wear an adlJtpdpoov eavov, but it is striking that this poem never 

63 Renehan, op. cit. (n. 44), p. 247, makes a similar point about the comparison, but I would 
take his observation one step further and note that the contrast made by t1 I/AETEO/KE in 22 sets 
up Athena's assimilation to these legendary men's men (the apaeva rEKVa /Jos-, as Theocritus 
calls the Dioscuri (Id. 22.4). 

64 Cf. e.g. the parody of gods in council at the beginning of the third book of Apollonius' 
Argonautica (25ff.). 

65 P. 142. 
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alludes to this well-known sphere of the goddess's technical expertise, but only, 
indirectly, to her more masculine technological skills.66 While the statue may, at this 
stage of the ceremony, be without clothing, we know that in the Athenian ceremony 
the laundering of Athena's peplos was a very important part of the ritual. And yet 
Callimachus does not mention this paradigmatic symbol of Athena's skill and beauty. 

If, then, Athena is assimilated to Hera in this particular Homeric context of Hera's 
seduction and trickery it may be that the comparison points up more differences than 
similarities. The dissimilarity comes in the train of Athena's characterization as a 
warrior goddess interested more in her horses than in her own bath, for whom 
perfumes and mirrors hold no attraction, and who is compared in athletic ability to 
the Dioscuri and to Heracles. By line 33, when the narrator finally applies the 
imperative EsetO in its properly cultic sense to Athena (EL0', 'AOava'a, recalling 
AcorpoXoX t ... L'7TE ... I ̂ 6rTE, 1-2), we see these lines for what they are - a 'negative 
attributive section'.67 While ostensibly describing Athena's statue and directing its 
ceremonial care, the poem's first 32 lines, set off from what follows by their address 
to her AcWrpoXgoL, catalogue a highly constrained set of Athena's attributes. They do 
this in the same way Athena will later characterize herself: by showing what she is not. 
In these lines Callimachus thoroughly dissociates the goddess from traditionally 
feminine activities and cares.68 

Why then have critics of this poem consistently assumed that Athena is portrayed 
here as a feminine goddess? If this is a hymn, Athena must be praised. Therefore, she 
must be beautiful. Moreover, her punishment of Tiresias should be just. Tiresias 
must, therefore, have lusted after her.69 And when, indeed, is the catching of nude 
nymphs not erotic? The delightful answer is, Callimachus suggests, in this attested 
account. Athena fits neither into this setting nor into the conventions it suggests. 
Tiresias is not attracted to her as Actaeon might be attracted to Artemis. The unity 
or the 'meaning' of the Lav. Pall. results neither from the fulfilment of generic 
expectations about the encomiastic rEAog of a traditional hymn nor from the 

66 Such as bridle making, lines 9-12. For Athena XaAtvrtLs cf., e.g., h. Horn. Ven. 12-13; Hes. 
Op. 429-31; Pind. 01. 13.65; Paus. 2.4.1 or Eur. Tro. 9-14 (cf. Od. 8.492-5), where Athena 
inspires the skill necessary for making the Trojan Horse. 

67 The term was suggested to me by R. Janko. 
68 As Bulloch points out (p. 45), the speaker now addresses Athena herself in the 'du-Stil' 

typical of cult hymns, and the following portion of the poem (33-56) resembles a conventional 
'epicletic' section. In fact, the section elaborates the characterization established in the first 32 
lines. Two couplets (33-4 and 43-4), each addressed to Athena and each beginning etO' 
'AOavata, surround the poem's third aetiological exemplum. The presence in the procession of 
Diomedes' shield is 'explained' by a mythological exemplum (35-42): the practice was taught 
to the Argives by Eumedes, who, banished from his own country, took the Palladion and fled 
with it to Mt. Kreios, where he placed it on the rocks that are now eponymously called Pallatids. 
Eumedes is Athena's KEXapLaftevos lpEvs; he is in a relation of Xdpts to the goddess. It is 
therefore striking that the content of the passage's capping couplet emphasizes not Athena's 
protection to those who deserve it, but instead her power to destroy. In 43 she is called 
,7rpaE7rTToAt, 'sacker of cities'. This is a rare epithet, and it contrasts markedly with its more 
common antonym, Epva7TorroAt, which is often applied to Athena (e.g. II. 6.305; cf. Bulloch on 
v. 43). In line with the poem's earlier description of her, in the same verse Athena is also called 
Xpva?o07Tr7A7, 'golden-helmed', an epithet which is used otherwise only of Ares (cf. Bulloch, p. 
153 and n. 3 for citations). Athena 'delights in the crash of horses and of shields' (44), and her 
inclination to protect those who are in a right relationship to her is juxtaposed with an equal 
proclivity to destroy. In this context the warnings in 45-52 (tx /dITTrrErE, rivEr', oaer?, OpacdEo) 
do not resemble the neutral prohibitions connected in the first 32 lines with the ceremony. Their 
distinctly ominous ring influences our reading of the myth. 

69 Cf. Bulloch, p. 132. 
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conventional expectations suggested by the bath scene on Helicon, but from the 
skilful and completely unexpected juxtaposition of a number of traditional accounts 
- Artemis' bath and Actaeon's subsequent punishment; Athena's bath and Tiresias' 
subsequent punishment (Pher.); Athena's consolation of Chiron and Chariclo for the 
loss of Actaeon (Cat.). Callimachus has invented nothing. He has brought together 
traditions whose relations to one another are enticing just because they are 
adventitious. That this piquant combination is Callimachus' primary interest is 
suggested by the fact that he does nothing to diminish the incongruity of Athena's 
Heliconian bath. In fact, he goes out of his way to emphasize how poorly suited she 
is to a scene obviously meant for Artemis and Actaeon. Athena's femininity is not 
compromised in lines 1-32 so much as it is obliterated. Callimachus portrays Athena 
as a wholly masculine goddess, and he does so at some risk to the encomiastic function 
of the poem as a whole, a function that wanes as his allusive play waxes. What has 
influenced Callimachus' portrayal are allusions later in the poem to Hesiod which 
suggest Athena's singular relation to her father, a relation which is made explicit in 
the poem's final lines. 

III. ATHENA AND CHARICLO: Ka-raOvLLLtoti ErTapa 

But of course the first time we read the poem from beginning to end, we read its myth 
in the terms established by its description of the goddess. It remains now to return to 
the mythological narrative and briefly to examine there any other effects of Athena's 
characterization as the aytLo'XOO zlo' KOV'p7q ieydAoto. 

In what is extant of his account, Pherecydes seems to have been interested in two 
things: the blinding itself and Athena's recompense to Tiresias. Callimachus, on the 
other hand, rather surprisingly focuses on the relationship between Athena and 
Chariclo: 7raTies, 'AOavat'a vvtxav tj`av Ev rroKa OJ9fatJs I ... (57). As the collocation 
'AOavata vvtitav emphasizes, Athena loves Chariclo exceedingly well (rovAv' rt Kal 

7TEpL 84S /['Aaro Trv ETapdv, 58). The goddess, we are told, often set Chariclo upon 
her chariot, and dances among her nymphs never took place unless Chariclo led 
them: 

rToAAa'Ks a SaaL,cwv VLV EcU ETrTE9aaTao 8tpcw, 
o08' oapot vvcL(dv ovSE xopouraatai 

d8?Eat TEAeOeaKOV, OK' oVX adyero XaptKACu 
aAA' ETt KaLt 'r4vav 5aKpva 7roAA' EtLeve, 

KaiTrep 'AOavatat KaTraOvfJttov Eauav ETrapav. (65-9) 

The extended description of their friendship (57-69) ends abruptly and ominously 
with lines 68-9. In spite of her intimacy with Athena, many tears await Chariclo. The 
reason for this is signalled by the way in which Chariclo is first announced in the 
myth, that is, as taarepa TeLpea'ao (59). Her own name is not given until line 67. 
From the very beginning of the myth Callimachus focuses on two elements that are 
present but undeveloped in Pherecydes' account, Athena's close relationship with 
Chariclo and Chariclo's relationship with her son. 

In contrast, Tiresias' role in the narrative is relatively small. Arriving alone (tJc,vos, 
75) and thus outside the bond that unites Athena and Chariclo, he intrudes upon 
Athena's bath, sees what he should not, and is promptly blinded. The qLtALa which can 
exist between gods and mortals is in the nature of the case unequal, and the 'fact' of 
Athena's punishment is perfectly in line with traditional Greek theology.70 Yet only 
a few lines earlier the text has emphasized that the friendship between Athena and 

70 Cf. e.g. Zeus' aloof response to human suffering at 11. 2.419. 
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Chariclo is of a sort that should ensure Chariclo's well-being. Athena's question in 
80-1 ('TLs aE, TOv 6(fOaAXpts OVKET' a7TOlotadfevov, I l EvrqpeI8a, xaAeTrarv o6ov 

dyaye Satpcov;') is surely rhetorical as well as comfortless. What can Tiresias 
possibly say in reply? In fact, he is stunned and speechless: Ec'aTarKr ' aioyyos, 
EKoAAaaav yap &aviat I ycvara Kal vav oaev E&XEv ca,axavva (83-4). The silence offers 
Chariclo a chance to reply: a vuv4pa 8' fo'aae, beginning the next couplet, intrudes 
into Tiresias' silence as he earlier had intruded upon theirs. As Bulloch points out,71 
the article redirects our attention to Chariclo: 'but Chariclo cried out'. Except silently 
to receive his mother's address in 87-9, Tiresias will be absent from the rest of the 
poem, and the narrative will focus on Chariclo's reaction to the blinding and then on 
Athena's reaction to Chariclo. 

Chariclo's speech (85-92) is an impassioned accusation. Her first words are sharp 
and incredulous: 'r/ JOt ro6v Kcbpov pePasa | r7To'va; T0roairat, 8al.toveS, oTrE [L'Aat; I 
oL.LaTrd p ot rT rat8os d'ELAEo.' (85-7). The placement of o'iHara at the beginning 
of its metrical and syntactical unit emphasizes Chariclo's disbelief: 'You've taken my 
son's eyes!' Following a pattern established from the poem's beginning, in which a 
passage is articulated more or less by changes of addressee, Chariclo continues and 

pathetically complains of the imbalance between offence and punishment. Implicit 
throughout is the relationship with Athena which should have prevented Tiresias' 
blinding: 

(1) rEKvov aAaorE, 87 
MeL?E 'AOavaias rTnrOea KLat Aayovas, 

aAA' OvK dEAtov rrdaAv o#beat. 

co ?,? SetAadv, 
(2) t opos, t3 'EALKC;v OVKEI tLOt 7TaplTE,7 90 

7 eEydaA vT' da' oAyv cErpadao' 8opKas oAEaoas 
Kat 7TpoKas ov 7roAAas Od?Ea 7rat8o6 XetXs'. 

In (1) Chariclo, full of grief and incredulity, addresses her son: 'Wretched child, 
you saw Athena's breast and loins, but you shall not see the sun again. '73 The offence 
was small, the punishment great. In 91 Chariclo baldly restates her complaint: 
/eyd'A' dvr' A' oywv ~Erpd6ao. In chiastic order, 91-2 ('You lost some deer / and a few 
roe, and it's my son's eyes you have') recast 88-9: the offence was small, the 
punishment great.74 Lines 93-5 intensify the narrative's portrayal of Chariclo's 
emotional distress by assimilating her to a nightingale, the traditional poetic symbol 
for a lamenting mother:75 

a p,v <Kd,'> a,uLorT?patit (iAov 7rept TraiSa Aa/olaa 
1JdTr1p LzEV yoepav ot%ov da80ovt8a)V 

aye flapbv KAacotcra. 

In 95 izadr7p underscores the source of Chariclo's reaction. Like Priam's appeal to 
Achilles in II. 24.477ff., Chariclo's entreaty and the narrator's capping description of 
her suffering invoke pathos because they appeal to the love and concern that a parent 

71 P. 194. 
72 Pfeiffer (following Wilamowitz) and Bulloch print Xc in all three instances (lines 89-90), but 

the latter two are surely vocatives, since the mountain is directly addressed (,raptrT, 90; 
4rtpdaao, 91). 

73 The repetition of Aayodva from 6 above, where it was used of Athena's horses, suggests that 
the sight Tiresias saw was not one to inspire lust; contra, G. 0. Hutchinson, Hellenistic Poetry 
(Oxford, 1990), p. 35; Hunter, op. cit., n. 35, p. 25. 

74 88-9: offence/punishment ~ 91: punishment/offence ~ 91-2: offence/punishment. 
7 See Bulloch, pp. 205-7 for citations; the passage also evokes Soph. Aj. 625ff., where Ajax's 

mother laments her son, whose misfortune also depends on Athena. 

424 MARY DEPEW 



feels for his or her child.76 Callimachus develops this response. It would appear that 
in Pherecydes' account, Chariclo responded simply by demanding that Athena restore 
Tiresias' sight.77 Though it would have been natural enough given the relationship 
between Athena and Chariclo, there is no such request in Callimachus' narrative, 
which emphasizes instead the maternal feelings that are the source of Chariclo's 

suffering. 
This attention to Chariclo's response calls for and receives an equally developed 

reply from Athena. But how can this Athena, the masculine goddess whom no mother 
bore (134), and for whom maternal affection must be quite foreign, respond to such 
an appeal? The answer is that she cannot. In line 95, at the close of Chariclo's lament 
and at the same metrical position at which it began in 85, the speaker says that Athena 

pitied her companion (Jye flapv KAaitto a [sc. ixar'rlp, 94], 0ea 8' Aeerjaev 'Era'pav). 
This statement is usually taken at face value, and, indeed, in its rhetorical articulation, 
Athena's reply to her companion is a letter-perfect consolatio. Nonetheless, by 
remaining faithful to its earlier description of the goddess, the narrative ironizes 
Athena's response - her Xapts - to Chariclo. 

'I didn't blind your son,' Athena says in response to Chariclo's first complaint 
(85-6): ov ya&p 'A0avaalt yAvKepov rreAEt oytLtLaTa 7rat8wt v I daprTdev (99-100). Tiresias 
has simply suffered under the Cronian constraint of cause and effect: Kpo'vtot 8' se 

Aeyowvt vo'Jot (100). Athena's flat denial of the deed is an effective defence tactic,78 
and her supporting 'citation' of what she presents as though it were the very law in 
question (os KE TlV' dOava'Tcv, oKca trx7 Oeos avOros eAqTat, I adOpar)t, iLtaOdJ0 TrO-ov 
l8EV LpEydaAw, 101-2) would be effective in a court of law. But both responses miss 
entirely the emotional demands of Chariclo's speech. There is nothing in this scene 
that is not fully in line with Athena's traditional attributes. She is not a goddess 
known for her sympathy. But insofar as the text has foregrounded the particularly 
close relationship between Athena and Chariclo, the reader may be justifiably 
surprised at the goddess's response. 

Athena begins her next point as she had her first: la yvavat (103; cf. 97) ro liev ov 
rTaAtvdyperov avOt yevotro I Epyov, TTE? Motpdv cL58' E7TeV1E? Aiva.79 Formally, lines 

76 This passage expresses an even stronger appeal to the 'audience's' emotions than its 
Homeric predecessor: a mother's love for her child was widely recognized in Greece as the most 
powerful of affective bonds. Cf. e.g. Arist. EN 1159a27-33; Lys. 31.22; Xen. Mem. 2.2.13. For 
discussion see M. W. Blundell, Helping Friends and Harming Enemies (Cambridge, 1989), pp. 
40ff. Heinze first suggested that since the elegiac metre had some traditional association with 
lament, its use here may be explained by this focus in the narrative (R. Heinze, 'Ovids elegische 
Erzahlung', Sitzungsberichte der Sdchsischen Akademie der Wissenschaften zu Leipzig, Phil.- 
Hist. Klasse 71, no. 7 [1919], p. 95). For elegy's use in threnody cf. D. L. Page, Greek Poetry and 
Life (Oxford, 1936), pp. 206-30; A. E. Harvey, 'The Classification of Greek Lyric Poetry', CQ 
n.s. 5 (1955), 168-72. There is reason to question the existence of an earlier genre of elegiac 
threnody, and Bulloch does so, but his rejection of this account of the poem's metre by arguing 
that the narrative ends in a positive solution with the goddess's gifts of compensation is too 
optimistic (33f.). For the widening generic range of the elegiac couplet in the late classical period, 
see Hutchinson, op. cit. (n. 73), pp. 15-17. Hunter (op. cit., n. 35, pp. 18-22) explores how 
Callimachus exploits here the associations of the elegiac metre with the threnoi of Attic tragedy. 

77 XaptKAov5 8e SEOILEv71rs a7roKaraar7}yaat rraALv ras opaaers, Ps. Apollod. 3.6.7. 
78 Cf. Quint. 7.4.13f. (= Hermagoras' defence category of LErcrraaT-aa). I can see no reason 

to agree with Heath, op. cit. (n. 50), p. 78, who sees Athena's efforts here to distance herself from 
the deed as an indication that she feels there is something unjust in what she has done. Her denial 
is simply what would be in another context (and one very familiar to her) part of an effective 
defence. 

79 For the sentiment in a 7rapa1,vO,rtlKoS Aoyos, cf. D. A. Russell and N. G. Wilson (edd.), 
Menander Rhetor (Oxford, 1981), p. 413. 
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107-18 answer Chariclo's astonished question, rotLaTraL o, aaLeLovS, CFrT L'Aat (86-7). 
But the example Athena chooses with which to compare her own response is anything 
but comforting. Athena compares her generosity with Artemis' treatment of Actaeon, 
who will come upon her bath, Athena stresses, under precisely the same conditions 
as Tiresias has her own: like Tiresias, Actaeon will be oVK ieOAcov (113, recalling 78 
and 52). Nonetheless, as a result of his punishment his parents, Athena says, will burn 
countless offerings could they but see their son blinded. The anaphora trrodaa... I 
rroaaa... 17 raia (107-9) gives force to Athena's point while it exaggerates the 

absurdity of the comparison. The oxymoronic collection rvuAov 138eaL ending verse 
109 has a similar effect. Athena continues: even though Actaeon, unlike Tiresias, is 
Artemis' avvpopos (110), when he intrudes upon her bath, he will meet with a death 
which is described in all its grisly detail. After his dogs are finished with him, his 
mother will only have his bones left to collect (daAA' avrat rov Trptv avaKra KveVS I 
TrovraKt, etL7rv1aYevvrT' ra 8' o' viWoS oarTa L,tdr'p I AEXEetat 8pvu)s T rdvrasg r7TEp- 

Xop,va, 114-16). Actaeon's mother will then call Chariclo the most happy of women 
(oAAiaUrav, 117) to have received her child back from the mountains (only!) blinded. 
Commentators have responded to Athena's choice of exemplum either by wondering 
at its lack of taste or by trying against all odds to defend it as part of a successful 
consolatio. Neither Athena's response to Chariclo nor her masculine characterization 
in the poem's first section make any sense - until we recognize her consolatio for what 
it is: a self-conscious and richly allusive copy of Athena's Hesiodic consolatio. 

By its structural articulation as well as by its purported aim - Athena's epiphany 
(which 'occurs' in line 137) - the Lav. Pall. asserts its identity as a hymn. And yet by 
remaining faithful to the description of Athena that it develops in its first 32 lines, in 
the myth it ironizes the xapts, or reciprocal relation between the divine and the 
human that is so essential to the aims of a traditional hymn. Questions about 
Athena's morality such as those raised relatively straightforwardly in Sophocles' 
Ajax, or, indeed, questions about the success of its praise of Athena, are simply not 
central to the aims of this poem. In the Lavacrum Palladis Callimachus has combined 
a number of allusions, some of the most surprising of them to Hesiod, to produce a 
coherent, if ironic and archly artificial instance of the hymnic genre. 

University of Iowa MARY DEPEW 
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