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GLOSSED IN TRANSLATION 
Two Cinquecento Translations of Theocritus’ First Idyll Compared 
John Van Sickle (New York) 
In memory of Luigi Enrico Rossi 
Meanwhile the rural ditties were not mute, Temper’d to th’oaten flute. 
Milton, Lycidas 
Abstract: The conference title, with its hybrid of Greek and Latin, Hyblaea but avena, occasioned fresh looks at Theocritus in two cinquecento versions ‒ Latin hexameters by Helius Eobanus Hes- sus (1488‒1540) and prose ad verbum in a scholarly edition by Henricus Stephanus (1528 or 1531‒1598). Focus on defining moments in the first Idyll shows that Eobanus does not translate word-for-word but glosses and supplements, drawing from Virgil themes at most implicit in the Greek. For example, Theocritus closed the Idyll with an apostrophe from Daphnis as he died ask- ing Pan to come from Arcadia to Sicily for a pipe. Eobanus renders the plea by echoing Virgil’s second Eclogue: Pan as pipe’s inventor, pipe as valued legacy in poetic tradition, pipe in play about the lips both paideutic and erotic ‒ themes skirted by Theocritus, above all the pipe’s inven- tion and its erotic role in Daphnis’ musical instruction by Pan. 
INTRODUCTION 
In 1530/31, Eobanus Hessus published his Latin verse translation of Theocritus’ poems. This translation was the result of an intensive exchange and collaboration with his colleague at the new Latin school in Nuremberg, Joachim Camerarius, one of the most prominent German hellenists of the time. The progress and ex- change of both is partly documented by Eobanus’ contemporary letters, which were published later by Camerarius.1 
In the dedicatory poem to Erasmus Ebner, Eobanus highlights the great the- matic variety of Theocritus’ poems and compares it to Virgil’s more simple Muse: 
Tam varia Andino non est sua Musa Maroni, 
Materiae cultor simplicis ille fuit. 
1 Cf. Krause 1879: 89‒95; Weise 2018 (with focus on Camerarius’ Greek supplements to Idylls 
24 and 25). 
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78 John Van Sickle 
Et tamen agnoscas hic magni furta Maronis 
Plurima, sed nullo digna pudore legi.2 
The muse of Maro from Andes is not so manifold: He cultivated only simple matter. And nevertheless you could recognise here that the thefts of great Maro Are many, but worthy to be read without any shame. 
This passage is of special interest, as it may point to both his translation and to Virgil’s Eclogues and hint at the paradox, that Virgil stole from Theocritus, yet Eobanus translating Theocritus stole from Virgil. 
While Eobanus thus does not aim at rendering Theocritus word by word nor verse by verse,3 later in the century Henri Estienne tries again a more accurate but less poetic way of translating Theocritus. His translation offers Latin prose for those who are not able to read the Greek original text: 
Quinetiam scripsi Observationes in Virgilianas & Nasonianas Theocriti imitationes: ubi Theocriti locos, licet carmine, penè tamen verbum verbo reddens sum interpretatus, (plus quàm in prooemio illis praefixo promiseram praestans) in gratiam eorum qui quum Graecam linguam non calleant, tamen, quousque sit progressus in imitando seu aemulando Theocrito Virgilius, videre desiderant.4 
I have even written ‘Observations in Virgil’s and Ovid’s imitations of Theocritus’, where I have translated Theocritus’ texts by rendering them almost word by word, although they are in verse, (and thus giving much more than I had promised in the preface) to oblige those who, though not knowing Greek, wish to see how far Virgil advanced in imitating or emulating Theocritus. 
Stephanus even criticizes Hessus’ method directly when he further explains in the Observationes just mentioned: 
Contrà autem malè de illis qui Theocriti verba non intelligunt merentur ii qui ipsamet Virgilii verba, quibus Theocritum imitatus tantùm est, ad Theocriti interpretationem adhibent.5 
On the contrary, badly towards those who do not understand Theocritus’ words behave those who bring to translating Theocritus the very words of Virgil, in which he only imitated The- ocritus. 
The two versions will be compared on the following pages by reviewing some important passages from Idyll 1. 
2 Eobanus 1530/31: A 2v. 3 “Es lag in der Natur solcher metrischer Uebertragungen, dass von einem möglichst getreuen Anschluss an die Worte des Originals, wie sie unsere Uebersetzungskunst verlangt, nicht die Rede sein konnte. Eoban giebt, und das gilt von seinen sämmtlichen Uebersetzungsarbeiten, ohne ängstliche Wortübertragung nur den Sinn und diesen durchweg treffend und in elegan- ter, echt lateinischer Form wieder, sodass sich die Uebersetzung trotz mancher Umschreibun- gen und Zusätze ‒ auf vier griechische Verse kommen fünf bis sechs lateinische ‒ doch fast wie ein Original liest. Den unnachahmlichen Zauber des Originals, der zum nicht geringsten Teile in dem süßen dorisch-sizilischen Dialekte liegt, konnte natürlicherweise Eoban so we- nig wie irgend ein anderer Uebersetzer erreichen.” (Krause 1879: 93f.). 4 Stephanus 1579: *.ii.v‒*.iii.r. 5 Stephanus 1579: Obs. 4. 
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Glossed in Translation 79 
I. OPENING LINES: THE TRANSLATION OF THEOC. 1.1‒3 
Hints of Eobanus’ approach to Theocritean poetics via Virgil may be gleaned from how he handles the first Idyll’s opening, with its famously “programmatic” character,6 including use to significant effect of bucolic diaeresis (//)7 (Theoc. 1.1‒3):8 
Ἁδύ τι τὸ ψιθύρισμα καὶ ἁ πίτυς, // αἰπόλε, τήνα, ἃ ποτὶ ταῖς παγαῖσι μελίσδεται, // ἁδὺ δὲ καὶ τύ συρίσδες∙ μετὰ Πᾶνα τὸ δεύτερον // ἆθλον ἀποισῇ. 
Sweet a thing the whisper, goatherd, and the pine that’s singing near the springs, and sweetly also you are piping: after Pan you’ll take the second prize.9 
Theocritus starts with a pair of herdsmen complimenting each other ‒ a shepherd flattering a goatherd and eliciting reciprocal politesse that bears the poetological implications observed by Richard Hunter, while recalling too a function of lan- guage defined by Roman Jakobson as phatic,10 with each speaker acknowledging, deferring, praising the other. At first glance, though, it may seem strange that Theocritus postpones so long the vocative “goatherd” that frames the phatic ex- change and begins the bucolic drama, until it dawns that the vocative opens the fourth foot, coming after a bucolic diaeresis ‒ a styleme that Theocritus then re- peats in the two ensuing lines: ἁδὺ δέ (1.2), recalling and redoubling the import of the initial ἁδύ τι (1.1); then ἆθλον (1.3), which varies the repeated dental sounds and caps of the phatic drama, citing the goat-god that will figure again in the Idyll’s body and its climax. The redoubled emphasis on sweetness in music and nature thematizes the poetics for “bucolic muses”. The sensuous sound of pine is represented by onomatopoeia (plosive, sibilant, dense with labials and dentals) as whispering and singing, the whole then likened by metaphor to music: μελίσδεται.11 In turn, the music of the goatherd is represented and enacted by the verb συρίσδειν, ‘to pipe’ ‒ a verb formed by metonymy from the noun, syrinx, ‘tube’ or ‘pipe’, which gets its name by metonymy from its functional compo- nents, i.e., ‘conduits’ or ‘ducts’, which may be the hollow stems of certain plants through which passing air makes sound. 
From the verb, συρίσδες, Henri Estienne infers the noun syrinx, and so uses a Latin noun equivalent, fistula, ‘tube, pipe, conduit, duct’, which is, like syrinx, a metapoetic metonym not from material but from the form of the component part. Like Theocritus he opens with “sweetness” but he reduces the vocative from “goatherd” to the mere pronoun tu:12 
6 Hunter 1999: 60f. 7 Bassett 1905: 111–124. 8 The Greek text here and in the rest of the paper follows the edition of Gow (21958). 9 This and the following translations are mine. 10 Hébert 2011. 11 For detailed accounting of the tissue of metaphors and sounds, Hunter 1999: 69–72. 12 Stephanus 1579: 3 [a.ii.r]. 
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Dulcis [est] susurrus, & pinus ô caprarie illa Quae ad fontes canit: dulce autem & tu Fistula canis: post Pana secundum praemium auferes. 
By contrast, Eobanus revised and enhanced the vocative, while emulating ono- matopoeia and matching bucolic diaereses (//):13 
Aepole, dulcis hic est vicinae // spiritus aurae, Dulcis et haec strepitu fontes prope // consita pinus Et tu quod dulci modularis // carmen avena Te facit esse loco dignum post // Pana secundo. 
Goatherd, sweet’s this breath of neighboring breeze, sweet too this pine with rustling planted near the springs. You too, the fact that with sweet oat you song retune, makes you be worthy after Pan of second place. 
With pointed difference from Theocritus, Eobanus moves the vocative, “goat- herd”, that establishes phatic exchange, to the head of the line, thus postponing “sweetness” from first to second place (but we may note the strong repetition of dulcis in the following lines). For the vocative, his Aepole merely transliterates the Greek; but promoting it to first position recalls Virgil, who also differed from the first Idyll by opening his first Eclogue with a phatic vocative ‒ not to be sure an anonymous “goatherd”, but a word that could suggest, not merely a specific type of pastoral work or animal,14 but also a persona dramatis (Verg. ecl. 1.1–5):15 
Meliboeus Tityre, tu patulae recubans sub // tegmine fagi16 silvestrem tenui Musam meditaris avena; nos patriae fines et dulcia // linquimus arva. nos patriam fugimus. Tu, Tityre, // lentus in umbra formosam resonare doces Amaryllida silvas. 
ME: Tityrus, you (if not ‘Old goat’) – lying back beneath a broad beech lid – are working up a wildwood muse with a meager oat. We’re leaving our fatherland’s borders ‒ lands once sweet to plow: we flee our fatherland. You, Tityrus, limber in shade are teaching woods to echo “well formed is Amaryllis”. 
Virgil’s Tityre evokes and amplifies minor Theocritean figures,17 while he emu- lates the form of Theocritean names in his invented figure, Meliboeus, which bears a Lucretian implication.18 Eobanus, by following Virgil’s lead in putting first the phatic vocative, does displace Theocritus’ leading theme, sweetness, which however he repeats three times. Then, for the programmatic verb συρίσδες, 
13 Eobanus 1530/31: A 4r. 14 Van Sickle 2004. 15 The Latin text follows the edition of Mynors. 16 Verg. ecl. 1.1,3,4 also show bucolic diaeresis (//). 17 For Tityrus as transformed by Virgil, Van Sickle 2014f; Van Sickle 2015. Meliboeus as coi- 
ned by Virgil, Van Sickle 2014c. 18 Van Sickle 2014c. 
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he expands. Where Estienne used the colorless and generic phrase fistula canis (‘with pipe you make music’), Eobanus chooses a pair of metonyms, modularis ... avena (‘you retune with oat’), that Virgil deployed in a poetological crux, where he imagined the erotic elegist Cornelius Gallus “retuning” his “verse of Chalcis” with “Sicilian grazer’s oat” so as to explain his role in Virgil’s book ‒ a metapoet- ic declaration much debated and subject to further study below (Verg. ecl. 10.50f.): 
Ibo et Chalcidico quae sunt mihi condita uersu carmina pastoris Siculi modulabor auena. 
I’m going to go and songs of mine – in verse of Chalcis set – retune by means of the Sicilian grazer’s oat. 
Suffice it here to note that Eobanus when he interprets the first Idyll’s close will again refer to Virgil’s versions of Gallus.19 
II. THE CASE OF ARETHUSA: TRANSLATION OF THEOC. 1.115‒119 
Towards the close, Theocritus makes shepherd Thyrsis recount to the nameless goatherd how cowherd Daphnis, in his dying struggle against love, bade goodbye to Sicilian woodland beasts and waters, among them Arethusa, again with marked bucolic diaereses (//) (Theoc. 1.115‒119): 
ὦ λύκοι, ὦ θῶες, ὦ ἀν’ ὤρεα // φωλάδες ἄρκτοι, χαίρεθ’· ὁ βουκόλος ὔμμιν ἐγὼ Δάφνις // οὐκέτ’ ἀν’ ὕλαν, οὐκέτ’ ἀνὰ δρυμώς, οὐκ ἄλσεα. // χαῖρ’, ’Αρέθοισα, καὶ ποταμοὶ τοὶ χεῖτε καλὸν κατὰ // Θύβριδος ὕδωρ. ἄρχετε βουκολικᾶς, Μοῖσαι, πάλιν // ἄρχετ’ ἀοιδᾶς. 
O wolves, o jackals, o bears that lurk in mountain lairs, farewell; for you the cowherd, Daphnis, I’m never more up wood, no more up forests, not groves; farewell, Arethusa, and rivers, you that pour down Thymbris’ water fair. Muses begin, again begin bucolic song. 
Eobanus’ translation goes as follows:20 
O montana lupi quicunque haec // lustra tenetis (165 = 115) Thoes, & ò altis habitantes // montibus ursi Non ego vos ultra per devia // lustra videbo Per nemora haec Daphnin satis est vixisse. Valete Tuque vale, patriis Arethusa celebrior undis (169 = 117) Et fluvii quicunque sacram sub // Thymbridis undam Influitis vos extrema nunc // voce saluto. 
Dicite bucolicos mea carmina // dicite cantus. (172 = 120) 
19 Van Sickle 2014g: 177–187. 20 Eobanus 1530/31: [A 7r]. 
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82 John Van Sickle 
O wolves, whichever occupy these mountainous haunts, Jackals, and o bears inhabiting lofty mountains, Not I will see you again among these pathless haunts, Among these groves has Daphnis lived enough: farewell. You too farewell, Arethuse, rather famed for homeland waves, And streams whichever under Thymbris’ holy wave Stream on, with this concluding voice I you salute. Declare, my songs, bucolic chants declare. 
Theocritus made the dying cowherd merely bid the nymph good-bye in a language that may hint intimacy through onomatopoeia and tmesis, if not prolepsis: from χαῖρε to καταχεῖτε ὕδωρ καλόν, where the nymph’s name suggested to a scholiast springing waters.21 And the salute to her comes emphasized by placement after a bucolic diaeresis, again echoing the head of a previous line.22 But Eobanus sup- plements, calling the nymph patriis ... celebrior undis. The comparative form in celebrior implies ‘rather, quite’ and the celebrity, even notoriety, gets derived from patriis undis, which translates as ‘fatherland’, not ‘father’, since her mythic father, Nereus,23 seems never to have stimulated the kind of mythoplasmic gossip signaled by celebrior, although both Nereus and Arethusa’s mythic mother, Do- ris,24 figure in Virgil’s Eclogues, as marine metonyms of the sort said to have been avoided by Callimachus.25 
No lurid back story, although thus cued by Eobanus, seduced Henri Estienne, who translated ad verbum (115–119):26 
O lupi, ô lycopantheres, ô in montibus lustra habentes ursi, Valete: bubulcus vobis ego Daphnis non amplius in sylvis, Non amplius in lucis ero, non in nemoribus. vale Arethusa, Et fluuii qui funditis pulchram in Thymbridem aquam. Incipite bucolicum musae charae, incipite carmen. 
The celebrity ‒ hinted by Eobanus, although occluded by Theocritus and thus ig- nored by Estienne ‒ is of course sexual: the story of how the nymph suffered ag- gression from the river Alpheus and sought refuge in Sicily, though in some ver- sions to no avail.27 
Clues to Arethusa’s unsought celebrity were available to Eobanus in both Virgil and Ovid. Virgil made differentiated uses of the story in his successive works. First and with greatest import, in the concluding Eclogue, where he re- sponded directly to the first Idyll, he promoted Arethusa from passing farewell to a climactic role for his entire book. He called on her to enable and complete the 
21 Sch. Theoc. 1.117c: χαριέντως δὲ καὶ Ἐπαφρόδιτός φησιν ἐν τῷ περὶ στοιχείων, ὅτι 
ἀρεθούσας καλοῦσι πάσας κρήνας. 22 As with the echo in 1.2 of 1.1. 23 Hyg. geneal. 8. 24 Cucchiarelli 2012: 485. 25 Hunter 2006: 77–79. 26 Stephanus 1579: 11, 13. 27 Details documented by Cucchiarelli 2012: 483. 
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work; moreover, he located her at home in Arcadia, with only a clue of her flight to Sicily, destined to occur at some later time28 (Verg. ecl. 10.1–7): 
Extremum hunc, Arethusa, mihi concede laborem: pauca meo Gallo, sed quae legat // ipsa Lycoris, carmina sunt dicenda: neget quis // carmina Gallo? Sic tibi, cum fluctus subterlabere Sicanos, Doris amara suam non intermisceat undam; incipe; sollicitos Galli dicamus amores. 
This last chore, Arethusa, concede to me:29 a few for my Gallus – but such as Lycoris herself would pick – songs have to get declared: who’d not give Gallus songs? So that to you, when you’ll slip beneath the Sicanian surge, the bitter Doris doesn’t mingle in her waves, take up: the frantic loves of Gallus let’s declare. 
Although not told here, the cause célèbre is implicit in the theme that she is asked to grant, sollicitos amores.30 As the text has it, her reward for granting Gallus songs of his ‘frantic loves’ would be immunity from unwanted mingling, not sex- ual but only of her fresh water with the salt of her marine mother. 
Now the verb, intermisceat, skirts the sexual mingling that animates the myth and that Virgil will later exploit, first, albeit rather elusively, in the Georgics (georg. 4.343): et tandem positis velox Arethusa sagittis – ‘And Arethusa swift at last, once hunting gear’s set down’. This oracular ablative absolute ‒ “speedy at last once put down her arrows”, inviting epexegetic paraphrase: “speedy when, donning her role as huntress, she is forced herself to run as potential prey” ‒ was construed by Servius to imply virginitate deposita.31 
Only in the Aeneid does Virgil tell the story to the full, shifting focus to her pursuer, although closing with a poignant address to her as victim of rape accom- plished (Aen. 3.694‒696): 
[...] Alpheum fama est huc // Elidis amnem occultas egisse vias subter mare, qui nunc ore, Arethusa, tuo Siculis confunditur undis. 
Alpheus, so they say, the stream from Elis, hither had driven paths beneath the sea concealed, who now, In your mouth’s poured, Arethusa, with Sicilian waves. 
This version presumes that the sexual predator prevailed; indeed ore takes on ominous metaphoric and metonymic resonance, supposing rape and the report by 
28 Bucolic diaeresis here at Verg. ecl. 10.2,3: also omnia siluae (8), nam neque Pindi (11), rupe 
iacentem (14), saxa Lycaei (15). 29 Van Sickle 2014g. 30 Cucchiarelli 2012: 483. 31 Verg. georg. 4.344: tandem positis velox Arethusa sagittis. Serv. georg. 4.344: id est tandem virginitate deposita. Verg. Aen. 3.696 has Alpheus mingled with her in Sicily, where Servius reports the flow of objects from Olympia to the spring in Syracuse. 
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Servius that offal from sacrifice at Olympia along Alpheus’ stream befouled her basin at Syracuse. 
By contrast, then, with fuller versions, Virgil’s reticence in the tenth Eclogue becomes all the more telling: promoting Arethusa from passing mention among Sicilian waters to mediator and muse for the climax of his book, representing her, moreover, as Arcadian, still at home, before her flight to join the Sicilian waters that Daphnis dying would hail: reticence and calculus with poetological implications to be discussed below. 
For his celebrior, Eobanus had even fuller license from Ovid. The full range of Arethusa’s story surfaces in the Metamorphoses with the kind of exuberant license that Estienne would characterize as in paraphrasi luxuriare.32 Ovid coins a name for the nymph that wickedly incorporates her tangled fluvial fate (met. 5.487): Tum caput Eleis Alpheias extulit undis – ‘Then Alpheias raised her head from Elis’ waves’. The coinage functions not as patronymic but rather more potamonymic, or even potamo-eroto-lepso-mign-onymic, thus encapsulating the full tale in which Ovid will luxuriate: how Alpheus chased her, how she fled the chase, but wearied, finally melted down and flowed with Diana’s aid to Sicily. To frame his evocative nonce word, Ovid also echoes another epiphany of Arethusa’s in Virgil (georg. 4.351f.): 
[...] sed ante alias Arethusa sorores prospiciens summa flavum caput // extulit unda 
[...] But before her other sisters Arethusa Looking forth from a wave top raised her auburn head. 
Then Ovid spells out what the tenth Eclogue only adumbrated: Arethusa’s transfer from the Peloponnese to Sicily. Indeed, Ovid makes her beg Ceres not to blame Sicily for the rape of Persephone, evoking with remarkable redundancy her status in Sicily as a refugee (met. 5.493–500): 
nec sum pro patria supplex: huc // hospita veni. Pisa mihi patria est et ab Elide // ducimus ortus, Sicaniam peregrina colo, sed // gratior omni haec mihi terra solo est: hos nunc Arethusa penates, hanc habeo sedem. quam tu, mitissima, serva. mota loco cur sim tantique per // aequoris undas advehar Ortygiam, veniet narratibus hora tempestiva meis. 
Not for my fatherland pleading, here I came as a guest; My fatherland is Pisa, origins we draw from Elis, Though foreign I cherish Sicania, but to me more dear’s This earth than every other soil: Arethusa now These shrines, this seat I hold, which you, most mild, preserve. Why moved from place was I and to Ortygia should Be brought through waves of such great sea the hour will come In season for my accounts. 
32 Stephanus 1579: Obs. 32. 
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This closing metanarrational remark foreshadows the moment later in the book, when Ovid is going to luxuriate in telling of Arethusa’s desperate flight and meltdown by metamorphosis. 
Virgil’s measured versions of Arethusa’s fate together with Ovid’s luxuriance could account for that celebrior in Eobanus. He himself adds a flourish with extrema voce, for which he echoes a dying lover in Eclogue 8 if not the last utterance of dying Dido : 
profeci, extrema moriens tamen // adloquor hora. (ecl. 8.20) 
extremum hoc munus morientis habeto. (ecl. 8.60) 
Haec precor, hanc vocem extremam cum // sanguine fundo. (Aen. 4.621) 
... and still to gods I speak in my last hour. 
... have this last gift of one who dies. 
These I beseech, this last voice with blood I pour. . 
Our assignation with Eobanus precludes pursuing other themes associated with Arethusa at Syracuse and ideological linkage with colonialism.33 
III. PAN AND THE SYRINX: TRANSLATION OF THEOC. 1.123‒129 
We have remarked how Theocritus imagined Daphnis’ apostrophe to Arethusa with no hint of her Arcadian and erotic past. Yet, he resorts to Arcadian myth, still avoiding sexuality, when he goes on to create for Daphnis not merely another passing apostrophe but a final, urgent plea, a kind of last will and testament, “re- turning his pipe to Pan”, as Hunter has described the gesture, leaving the posses- sive pronoun ‘his’ ambivalent, referable to both Daphnis and Pan;34 Theocritus imagines Daphnis proffering Pan the syrinx, if only the god would come to Sicily from Arcadia to get it ‒ all recounted with choice topographical detail but with no clue regarding the pipe’s origin or why it matters as a legacy from the Sicilian cowherd to the goatish Arcadian god35 (Theoc. 1.123–129): 
ὦ Πὰν Πάν, εἴτ’ ἐσσὶ κατ’ ὤρεα // μακρὰ Λυκαίω, εἴτε τύγ’ ἀμφιπολεῖς μέγα Μαίναλον, // ἔνθ’ ἐπὶ νᾶσον τὰν Σικελάν, Ἑλίκας δὲ λίπε ῥίον // αἰπύ τε σᾶμα τῆνο Λυκαονίδαο, τὸ καὶ μακάρεσσιν ἀγητόν. λήγετε βουκολικᾶς, Μοῖσαι, ἴτε // λήγετ’ ἀοιδᾶς. ἔνθ’, ὦναξ, καὶ τάνδε φέρευ πακτοῖο μελίπνουν ἐκ κηρῶ σύριγγα καλὰν36 περὶ // χεῖλος ἑλικτάν. 
33 Monaco 1984; Chwalek 1990. 34 Hunter 1999: 139. 35 With marked diaereses as at the Idyll’s start. 36 Gow prints καλὸν with Fritzsche. 
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O Pan, Pan, whether you’re down Lykaion’s lofty heights or if you range round mighty Maenalus, come to the isle the Sicilian, leave both Helice’s pinnacle and steep marker ‒ that of Lycaon’s son, a marvel for even the blessed. Leave off, Muses, come leave off bucolic song. Come, o master, and bear this pipe sweet-breathed for wax compacted lovely curved around the lip.37 
One might wonder at the details of Arcadian topography and iconography, steep monument of a hero’s son, attributed to the concerns of a cowherd about to die in Sicily, wonder more at the rising urgency of the repeated appeals ‒ ἔνθ’ ... λίπ’ ... ἔνθ’ ὦναξ (“come, ... leave, ... come, o master”) ‒ coming to a head in the intri- cate ekphrasis of pipe and lip in a climactic personal appeal, reading the emended middle voice: φέρευ.38 
In Eobanus’ version, the apostrophe expands from six to nine verses and he replaces the singular σύριγγα with a plural metonym for the intended legacy of a precious musical instrument. He also introduces other features less literal to Theo- critus than resonant of Virgil, features that retroactively point to mythemes that Theocritus left unsaid:39 
O Pan Pan seu longa tenes dumeta Lycaei Seu tu Menalias arces tua // regna frequentas Linque Helices altum qui excurrit in // aequora montem Linque Lycaonidae tandem sublime sepulchrum Quod magnorum etiam mirentur // numina divum Oppositamque veni Siculae telluris in oram 
Claudite bucolicos mea carmina // claudite cantus Pan ades & calamos hos accipe // dulce sonantes Compactosque tibi, quos circum // labra canentis Illita complexu convolvit // cera tenaci. 
Eobanus makes bucolic diaeresis in seven of the nine lines and he replaces the instrumental ‘pipe’ with the material ‘reeds’ that figure nowhere in Theocritus (though note the finger hurt while cutting a reed pipe, Theoc. 8.23f.). Moreover, he further supplements, as he did with Arethusa, by drawing language from Virgil hinting at mythic content that remained occluded in Theocritus: 
Pan ades, & calamos hos accipe // dulce sonantes compactosque tibi, quos circum // labra canentis Illita complexu convolvit // cera tenaci. 
Pan be near, & accept these sweetly sounding reeds Compacted by you, which around the singer’s lips wax smeared on entwines with its tenacious hug. 
37 Hunter 1999: 102. 38 “Pan is said to have taught Daphnis music (Serv. ecl. 5.20) and is perhaps bequeathed his 
syrinx for that reason” (Gow 1952: 27 ad Theoc. 1.128). 39 Eobanus 1530/31: [A 7v]. 
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Eobanus here adopts language that in Virgil related the pipe to erotic play, not only the pitch to a beloved but the emphasis on pipe and lip. He translates ἔνθ’ ὦναξ with Pan ades, which links this plea with the second Eclogue’s pitch by Corydon to the handsome Alexis, urging the boy to leave their master’s urban domicile and come down to humble herdsman’s huts (ecl. 2.45): Huc ades, o formose puer ‒ ‘Out here come, well formed boy’. 
And Corydon’s emphasis on pipe and lip also features in Eobanus: that the lover and beloved might make music together, like Pan ‒ the god who invented the pipe by joining reeds with wax, whereas the pipe is a precious possession and inheritance (ecl. 2.32‒38):40 
mecum una in silvis imitabere Pana canendo. Pan primum calamos cera coniungere pluris instituit, Pan curat ovis oviumque magistros; nec te paeniteat calamo trivisse labellum: haec eadem ut sciret, quid non faciebat Amyntas? est mihi disparibus septem compacta cicutis fistula, Damoetas dono mihi quam dedit olim, et dixit moriens, ‘Te nunc habet ista secundum.’ 
Along with me in woods you’ll mimic Pan in singing (Pan first to join together several reeds with wax arranged. Pan cares for sheep and for sheep’s masters) nor should it shame you with a reed to rub your little lip. To get to know these same things, what did Amyntas not do? I’ve got ‒ compact of seven unequal hemlock stalks ‒ a pipe, which as a gift Damoetas gave me once while dying and declared: “Now this one has you next.” Declared Damoetas. Foolish with envy Amyntas stared. 
By echoing Corydon’s musical courtship of Alexis, and the plea for displacement to come to a lover, Eobanus brings to mind the prominence of the pipe for the desired relationship: Corydon offering to teach the boy to imitate Pan, where the diminutive labellum eroticizes Virgil’s proffered contact between piper’s lip and pipe is a hint that Eobanus expands into circum labra canentis – ‘around the play- er’s lips’. Likewise, Eobanus adapts Virgil’s compacta to make explicit the myth of Pan’s role as inventor, compactos tibi, where the dative expresses agency un- less we suppose that Eobanus meant a new variant of the pipe’s invention ‒ Daphnis making a pipe for Pan. 
When Eobanus represents Daphnis as urging Pan to accept the gift, he uses language that recalls another metapoetic drama in the Eclogues: when Virgil ima- gines a scene on Helicon when Linus confers the tradition of Hesiod on Cornelius Gallus (ecl. 6.69–73):41 
dixerit: “Hos tibi dant calamos, en // accipe, Musae, Ascraeo quos ante seni; quibus // ille solebat 
40 Cf. Verg. ecl. 8.24: Panaque, qui primus calamos non // passus inertis. ‒ ‘And Pan, who first 
didn’t suffer artlessness in reeds.’ 41 Van Sickle 2015. 
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cantando rigidas deducere // montibus ornos. [...]” 
Declared: “To you these reeds (look, take them up) the Muses give, that they to Ascra’s oldster gave before, with which enchanting he would draw stiff ashes down from hills. [...]” 
Taking a cue from Eobanus’ picks of language and relating Idyll to Eclogue, a further link emerges ‒ the dying gift of a pipe: Daphnis to Pan, like the dying Damoetas to Corydon.42 
Estienne, of course, sticks more closely to Theocritus, rendering the singular ‘pipe’ ‒ σύριγγα ‒ with the equivalent Latin metonym fistulam:43 
O Pan Pan, sive es in monte alto Lycaei, Sive tu obambulas magnum Maenalum, veni in insulam Siculam, Helices autem linque promontorium, altúmque sepulcrum Illud Lycaonidae, quod & [diis] beatis admirabile. 
Desinite bucolicum musae, agite, desinite carmen. Veni, ô rex, & hanc fer bene compacta dulce sonantem Ex cera fistulam pulchram circa labrum revolutam. 
Obambulas neatly emulates ἀμφιπολεῖς; but more prosaically veni, ô rex serves for ἔνθ’ ὦναξ without the resonance of Corydon’s erotic huc ades. ‘Promontory’ does clarify topography, ‘runs out onto plains (sc. sea faces)’. As for the pipe’s charm, μελίπνουν, both our translators take it as “sweet sounding” rather than “breathing sweetly [from the wax]”, as Hunter renders the other traditional gloss.44 
Regarding Theocritus’ convoluted ekphrasis of pipe and lip, our translators differ from modern interpreters: thus Gow, “Χεῖλος is acc. of respect and means the lip of the instrument: it does not seem to have that meaning elsewhere except in Σ here, but it is used of the edges of various other orifices, and as στόμα and γλῶσσα are used of musical intruments (e.g. Theophr. H.P. 4.11.4) the figure of speech cannot be considered inappropriate.”45 It is this Greek accusative that Hunter renders, “well bound-around [as to] the lip”.46 
Yet, both Eobanus and Estienne render the ekphrasis with circum labra canentis or circa labrum, meaning piper’s lips or lip, not the metaphoric transfer from human lip to pipe by which Gow would exclude erotic implication. Our translators, however, by insisting on the contact between player’s lip and pipe are closer to Virgil’s calamo trivisse labellum, in which some readers have sensed an erotic innuendo in the imagined friction. 
Moreover, in the Eclogue’s thematic set ‒ Pan’s invention, pipes of reed and hemlock (Pan primum, calamos, fistula compacta cicutis) ‒ Virgil draws from 
42 Van Sickle 2014a. 43 Stephanus 1579: 13. 44 Hunter 1999: 101. 45 Gow 21952: 28. 46 Hunter 1999: 101f. 
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Lucretius’ two pastoral vignettes. Lucretius represented though skeptically Pan’s piping that pours out the ‘wildwood muse’, which Virgil echoed in his first Eclogue (Lucr. 4.586‒589):47 
[...] quom Pan pinea semiferi capitis velamina quassans unco saepe labro calamos percurrit hiantis, fistula silvestrem ne cesset fundere musam. 
When Pan shaking the piney veils of his half-wild head with curved lip often runs across the gaping reeds so pipe may never cease to pour out wildwood muse. 
But Lucretius also imagined early music taught by nature to man (Lucr. 5.1387f.): 
zephyri cava per calamorum sibila primum agrestis docuere cavas inflare cicutas. 
Zephyr’s sibilants over hollow reed stalks first Taught country folk to puff in hollowed hemlock stalks. 
Lucretius, to be sure, had debunked the myth of Pan piping, but the sensual em- phasis on lip and eager reeds joins with calamo trivisse labellum and circum labra canentis in evoking the myth of Pan as a music teacher for Daphnis, which Gow reports from Servius’ commentary (ecl. 5.20).48 That musical paideusis was por- trayed as erotic in monumental sculpture, testify examples at least in Paris, Flor- ence, and Naples. Erotic paideusis also marks the relationships among herdsmen that are singled out as a recurrent feature in bucolic poetry by Thomas Hubbard, who displays the sculptural group on his book’s jacket, without relating it to Daphnis’ apostrophe to Pan.49 In fine, the myth of erotic and musical paideusis must lie behind the imagined last will and testament, the urgent apostrophe to Pan ‒ ἔνθ’, ὦναξ, καὶ τάνδε φέρευ ... σύριγγα ‒ despite Hunter’s claim that “there would be no reason why Daphnis would say such a thing to Pan”.50 Indeed the complex weave of pipe and lip with love invites interpretation as a metonymic ensemble, marked by physical contiguity (as by Jakobson) and intimate familiari- ty, as argued by Nagy.51 
47 Our present project need not focus on the metapoetic irony, that Virgil thus recalls an ekphra- sis of pastoral myth that debunks it as invented by humans to solace their loneliness, thus bringing a typically Virgilian ambivalence into his new bucolic venture, which he then pro- grams with a new myth from Rome – an oracle metapoetic for tradition with growth (ecl. 1.45): pascite ut ante boves, pueri, submittite – ‘Graze cattle as before, boy; bring up bulls’: see, e.g., Damon 1961: 281–286. 48 Gow 21952: 27 ad Theoc. 1.128. 49 Hubbard 1998: 34, 40, 43, 64, 89. 50 Hunter 1999: 102. 51 Nagy 2015: 0 & 2–4. 
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IV. TRANSLATION OF THEOC. 6.3‒4 
As a final sampler from our cinquecento versions of Theocritus, a less histrionic figuration of Daphnis occurs in the sixth Idyll, which lures Eobanus into a particu- larly revealing turn. Initially, Theocritus as all-seeing narrator provides a generic typology of posture, place, time and music (Theoc. 6.3f.): 
[...] ἐπὶ κράναν δέ τιν’ ἄμφω ἑσδόμενοι θέρεος μέσῳ ἄματι // τοιάδ’ ἄειδον 
[...] and both beside some spring sitting a summer’s mid-day started singing some such things. 
This Eobanus embroiders in choice detail and tops with a striking metapoetic metonym that again strays far from Theocritus:52 
Iamque dies medias aestiva reduxerat horas Consedere alacrem iucundi // fontis ad undam Instructi pariles in mutua // carmina avenas. 
And now the summer day had drawn back middle hours. They sat together by the lively wave of a jocund spring equipped on par as to oats for exchanging songs. 
Where Eobanus introduces a perfect, consēdēre, that may echo situational language in Eclogues 3 and 5,53 the more parsimonious Estienne deploys a present participle ‒ sedentes ‒ for ἑζόμενοι and he preserves the imperfect tense:54 
[...] ad fontem autem quendam ambo Sedentes aestate, meridie talia canebant. 
[...] Beside some spring moreover both Sitting at summer midday began singing such [songs]. 
Against the literal and laconic version, Eobanus stands out, especially for his final metonym: he locates the adjective pariles at the position ‒ caesura closing the first hemistich ‒ that anticipates, in usual hexameter structure, the word at verse end: avenas. Yet, the idea of even, equal, tubes in a pipe matches ill with the Italic ver- sion, documented by Gow,55 of pan-pipes put together with tubes of unequal lengths, as supposed, for instance, by Virgil, disparibus compacta (ecl. 2.36). Also, parity among singers could be a generic ideal, as in Virgil’s version of his neo-Arcadian singers (ecl. 7.5): 
ambo florentes aetatibus, // Arcades ambo, et cantare pares, et respondere parati. 
52 Eobanus 1530/31: C 3v. 53 See Verg. ecl. 3.55: Dicite, quandoquidem in molli consedimus herba; 5.1‒3: Cur non, Mopse, boni quoniam conuenimus ambo / tu calamos inflare leuis, ego dicere uersus, / hic corylis mixtas inter consedimus ulmos? 54 Stephanus 1579: 57. 55 Gow 21952: 27, 129. 
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Both flowering in their times of life, Arcadians both, a pair well matched to chant and ready to echo back. 
Above all, avenas provokes multiple queries: accusative case more Graecorum, which is a styleme signaled by Gow and Hunter for Idyll one’s pipe-ekphrasis; but the accusative avenas is a Greek styleme imposed for a Latin metonym where the Greek original mentioned no instrument at all. In regard to Eobanus, his instructi pariles ... avenas allows the inference that he too, like the imperial pastoralists catalogued by Smith,56 used oats as a synonym for pipe, with perhaps an echo of Ovid, who used avena in the plural for his account of Mercury, herding goats and charming the cowherd Argus57 (met. 1.674‒676): 
[...] tantummodo // virga retenta est: hac agit ut pastor per devia // rura capellas, dum venit, adductas et structis // cantat avenis. 
... [Mercury] merely retained his staff: as pastor with it drives through pathless country goats ‒ just pilfered while he comes ‒ and charms with oats just joined. 
When Eobanus thus added Virgilian ‘oats’ to his Theocritean poetics, his usage shared that of Baptista Mantuanus (1447–1516), whom Eobanus honored as alter Maro (“another Maro, scilicet Virgil”)58 and was a Virgilian emulator if not rival already established in German schools (Adulescentia 3.168‒176):59 
Nec tamen omnino coelum tibi defuit: omne carmen et argutis quicquid modulamur avenis doctus eras. Nisi te mors immatura tulisset, dignus eras ederis, dignus Parnaside lauro; nec melius cecinit pugnas ac tristia bella, hordea et agrorum cultus et pascua noster Tityrus, a magno tantum dilectus Alexi. 
Yet not in all did heaven fail you: trained you were in all of song and in whatever we modulate with high-pitched oats: if death hadn’t borne you untimely off, you were worthy of ivy, worthy Parnassus’ bays; no better of battles and gloomy wars, of barley-corns And agricultural arts and pasturage did our Tityrus sing ‒ alone so far the elect of great Alexis. 
56 Smith 1970: 509. 57 Lipka 2001. 58 Rustica quem Siculi delectat Musa Poetae, / Cui placet ex nostris pastor uterque Maro / Sive quid ulterius, vates Germane, requiris, / Me quoque fer Latii ruris habere locum. / Primus Teutonico pavi pecus orbe Latinum / Sive ea fama aliquid, sive ea fama nihil. ‒ Whomever the muse of the Sicilian poet delights, / for whomever of ours pleases both pastor Maro / or if something further, German bard, you seek, / me also allow to own some plot of Latin land, / I first in Teutonic range herded Latin flock, / whether that fame is something, or that fame is naught. 59 Severi 2010. 
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In selecting terms from Virgil’s own metapoetic language, argutis quidquid modulamur avenis, Mantuan anticipates Eobanus. Both pick the verb modulari and intensify Virgil’s peculiar and problematic avena, so that Eobanus and Man- tuan both are belwethers for the later nostrums of pastoral poetics, where “oaten reeds” come to privilege Latin pastoral and overshadow Greek bucolic in metapo- etic memory of tradition. 
APPENDIX 
When Eobanus chose to interpret συρίσδες with modularis and avena, he glossed and supplemented by means of terms that Virgil had emphasized at three defining moments in the Eclogues. Eobanus, in short, brought together language with poetological valence for both Theocritean bucolic and Virgilian pastoral. 
For the first Idyll, hence for the poetics of Theocritean bucolic, συρίσδες (“you make pipe music”) both defines and exemplifies. By complimenting Pan, it opens the thematic ring that closes with σύριγγα καλάν (“handsome musical pipe”) offered by Daphnis as he dies to Pan. The verb’s etymology from the noun σῦριγξ prompted Estienne to understand it to mean something like “making music with a σῦριγξ, i.e. instrument composed of a tube, hollow, or pipe,” hence his Lat- in, fistula canis. Instead of fistula, however, Eobanus drew on Virgil, who in both his first and last Eclogues used avena (“oat”) as if a metonym not from the form of the components ‒ hollow tubes ‒ but from a natural material ‒ oats.60 
Virgil thereby posed a crux, since oats, in ordinary life were brittle and weedy, invasive, neither fed to horses, spread in stalls, or used for musical instru- ments. In the practical world, oat straws could apparently get utilized to quench thirst: potumque calamis avenae trahit.61 Yet, when Servius writes that avena was a regular instrument for country music,62 he may merely reflect the influence of Virgil’s pick, which must explain the facts reported by Peter L. Smith, after a thorough census of exemplars and opinions, that “the syrinx is the ubiquitous in- strument of imperial pastoral poetry; and avena or avenae are indiscriminate syn- onyms for fistula, calami, and the like. The choice of term is governed almost entirely by the metrical demands of the dactylic hexameter.”63 In other words, 
60 “OAT or OATS, βρόμος or βόρμος, ὁ (a kind of oats. Theophr.). αἰγίλωψ, ωπος, and poet. οπος (wild-oats, avena sterilis). * This cereal seems not to have been cultivated by the Greeks, among whom the usual food of horses was κριθή (barley). Oatmeal, χόνδροι, οἱ (g. t. groats or grits).” (Arnold/Browne 51875: 417). 61 “He draws drink through reeds of oat” (Plin. nat. 6.188.3), where “reeds” stand by metonymy 
for tube, pipe, drinking straw. 62 Serv. ecl. 1.2 (tenui avena): culmo, stipula, unde rustici plerumque cantare consuerunt (‘stalk [sc. reed, calamo], straw, from which rustics often used to get music’). Indeed, Servius cites an example from Virgil that undercuts his claim: alibi stridenti miserum stipula disperdere carmen (ecl. 3.27: ‘elsewhere, didn’t you use to strew your wretched song in sleazy streets with shrieking straw?’). 63 Smith 1970: 509. 
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meter more than material usage and utility, indeed despite natural unsuitability, would have given Virgil “good reason” to choose avena in metapoetic metonymy to inaugurate his bucolic venture. Yet, Smith began by opening, “unless the Latin language was strangely imprecise, Vergil must have had good reason to choose this conspicuous word.”64 Thus, his recourse to metrical determinism leaves much to be desired. 
If meter were supposed to dictate Virgil’s choice of avena for his book’s inaugural poetics, meter could not account for his repetition of avena in the metapoetic drama near the book’s close from which Eobanus drew his modularis and avena to gloss the programmatic συρίσδες of the first Idyll (ecl. 10.50f.): 
Ibo et Chalcidico quae sunt mihi condita uersu carmina pastoris Siculi modulabor auena. 
In short, the repetition implies that Virgil viewed avena as a kind of distinctive mark, a new and Latin instrument for his book’s version of a Greek genre.65 Moreover, Virgil joins the retrospective and emphatic avena with another telling internal echo, since modulabor points back to a passage dense with poetological valence towards the middle of the book and its most expansive phase (ecl. 5.13‒15, Mopsus speaking): 
Immo haec in uiridi nuper quae cortice fagi carmina descripsi et modulans alterna notaui, experiar: tu deinde iubeto ut certet Amyntas. 
Indeed these songs, which I just now wrote out on verdant bark of beech and marked retuning shifts, I’m going to try out: you then bid that Amyntas challenge. 
The speaker here, Mopsus,66 was drawn, as Servius reports, from a Latin version by Cornelius Gallus of Euphorion, who had composed a short epos about vatic competition in a grove of Apollo.67 Said contest Mopsus won, defeating the Ho- meric prophet Calchas, who died of shame. That story of a new prophet prevail- ing over a Homeric bard, could be read with poetological valence, as representing the victory of a concise etiological epyllion over older and grander Homeric epic. From the account of competition and victory, Virgil draws color for his version of Mopsus. He represents Mopsus as ambitious and combative, “you then bid that Amyntas challenge”. This certet reflects not only the contest in Euphorion but the context in Virgil’s book, for certet reprises the boastful fourth Eclogue, where the vatic narrator himself could project tua dicere facta and foresee victory by out- matching Orpheus, Linus, Calliope, Apollo, even Pan, even in Arcadia, where Theocritus imagined the god at home. Moreover, Virgil made the fifth Eclogue’s prologue poetological in other respects: he opened it with a character, Menalcas,68 
64 Smith 1970: 498. 65 Van Sickle 2004. 66 Van Sickle 2014e. 67 For the epos by Euphorion, hence Gallus: Coleman 1977: 289; Clausen 1994: 306. 68 Van Sickle 2014d. 
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familiar as a youth in Eclogues 2 and 3 but now (three Eclogues along) configured as an oldster, content with conventional themes. Against them Virgil represents Mopsus urging novelty that is characterized as written freshly inscribed on green beech bark: this reference to beech itself implies development in the book, for it caps a series that builds in increments from Tityrus’ single broad beech (ecl. 1.1: patulae sub tegmine fagi) to Corydon’s gangling grove (ecl. 2.3: densas umbrosa cacumina fagos), to the aged trees (ecl. 3.12: veteres fagos) and emblematic cups (ecl. 3.36f.: pocula ... fagina) of Eclogue 3. Also Virgil identifies Mopsus as a goatherd who raises the location for song from the shade of Tityrus and Corydon or glade of Eclogue 3 to a grotto like that lost to the exiled goatherd Meliboeus.69 To these signs of book development, the figure of ambitious and innovative Mopsus adds its intertext from outside, consolidating the book’s push beyond Sicelides Musae to maiora (ecl. 4.1) by drawing from Euphorion via Gallus,70 inscribing new song on the bark of beech that Virgil has made emblematic for the first half of the Liber Bucolicon ‒ new song that turns out to consist of a lament for the dead Daphnis, thus a sequel to Daphnis’ death in the first Idyll. 
Hence Eobanus, by glossing the first Idyll’s συρίσδες with modularis and a- vena, connects with the poetological fabric of Virgil’s book; nor does his intuition end here. His translation of the first Idyll’s end, where Theocritus imagined Daph- nis’ dying apostrophe to Pan, also echoes the poetological drama in the sixth Ec- logue where Virgil, after adopting Mopsus from Gallus-Euphorion, went on to imagine Gallus getting divine authority to rise from his erotic elegies to translate the etiological epos, with “reeds” descended from Hesiod not Homer ‒ authority granted in a scene that Eobanus would recall and stitch into his translation of Daphnis’ plea to Pan71 (Theoc. 1.128f.): 
ἔνθ’, ὦναξ, καὶ τάνδε φέρευ πακτοῖο μελίπνουν ἐκ κηρῶ σύριγγα καλὰν περὶ χεῖλος ἑλικτάν. 
Come, o master, and bear this pipe sweet-breathed for wax compacted lovely curved around the lip.72 
Which Eobanus interprets: 
Pan ades, & calamos hos accipe dulce sonantes Compactosque tibi, quos circum labra canentis Illita complexu convolvit // cera tenaci. 
Pan be near, & accept these sweetly sounding reeds Compacted by you, which around the player’s lips Wax smeared on entwines with its tenacious hug. 
He thus adds an echo of Linus authorizing Gallus for etiological epos in the tradition of Hesiod (ecl. 6.69‒73): 
69 Van Sickle 2014c. 70 Van Sickle 2014d. 71 Van Sickle 2015. 72 Hunter 1999: 102. 
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dixerit: “Hos tibi dant calamos, en // accipe, Musae, Ascraeo quos ante seni; quibus // ille solebat cantando rigidas deducere // montibus ornos. His tibi Grynei nemoris dicatur origo, ne quis sit lucus quo se plus // iactet Apollo.” 
[He] declared: “To you these reeds (look, take them up) the Muses give, that they to Ascra’s oldster gave before, with which enchanting he would draw stiff ashes down from hills: with these by you let Grynia’s grove’s rise get declared, so there’s no glade where more Apollo flaunts himself.” 
The metapoetic fabric in Virgil’s book, brought to attention by Eobanus, culminates in that moment from the tenth Eclogue, from which he drew his gloss for συρίσδες (ecl. 10.50f.): Ibo et Chalcidico quae sunt mihi condita uersu / carmina pastoris Siculi modulabor auena. 
The phrase “Sicilian grazer’s oat” in itself makes no literal sense: a Sicilian Greek, Theocritus, Dorian to boot, cannot literally be supposed to have possessed an instrument represented by a tenuous Latin metonym, ‘oat’. But the hybrid of Greek with Latin, like Hyblaea avena in Calp. ecl. 4.63,73 does point back and weave together Virgil’s own mingling in his book of Theocritean elements with the Latin and Roman thrust exemplified from the start by the anomalous avena:74 the blend works as a metapoetic metonym. 
In like vein, he blends the avena standing for his Latin and Roman bucolic venture with modulabor for his specific appropriations of the poetry of Gallus, whom he represents as about to “retune” his “songs set down in verse of Chalkis” by means of the “Sicilian grazer’s oat.” This means, in other words, that Virgil, having exploited Gallus’ etiological epos, is about to appropriate Gallus’ erotic elegies, which serve Virgil as a substitute for the dying Daphnis.75 
With modulabor avena Virgil reconfigures Gallus, elegist, poet of the Amores, as a Daphnis figure, a bucolic singer in fatal engagement with love. Vir- gil has thus topped his previous versions of Theocritean Daphnis by replacing them quite: he makes his amorous Gallus supplant the first Idyll’s dying bucolic hero. He thus completes his responses to the first Idyll, since in the fifth Eclogue, he had provided sequels to Daphnis’ death, with hymns lamenting death and cele- brating apotheosis. In short, Virgil completes his book by bidding to replace the first Idyll: it is no accident that here he transfers the scene to Arcadia, representing Pan as right there at hand, not needing to be called to come; and above all repre- senting Arethusa still at home, before her flight to Sicily, where Daphnis bade her farewell. With regard to genre, Virgil thus puts his new Arcadian pastoral before Sicilian bucolic, hence the dualism of Hyblaea avena in a tradition doubly bucolic and pastoral. 
73 For this combination see esp. Beron in this volume. 74 Van Sickle 2000. 75 Van Sickle 2014b. 
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