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Il calamo della memoria VIII, 173-193

ARIANNA GULLO

Ekphrastic motifs in late antique epitaphs 
from Book 7 of the Greek Anthology

1. Introduction

This chapter focuses on a small group of late antique epitaphs, preserved in 
Book 7 of the Greek Anthology. These poems show the distinctive features of those 
epigrams belonging to the ekphrastic sub-category that is characterised by de-
scriptions of monuments or works of art1. The aim of this chapter is to explore and 
analyse the ekphrastic features of these late antique epitaphs.

Funerary epigrams, whether they are real or fictitious, may easily display ek-
phrastic features, because of the reference to the presupposed monumental con-
text: therefore, they exert a descriptive function2. However, the descriptive aspect 
of funerary epigrams, like that of ekphrastic epigrams, is a very relative concept. 
For usually epigrams mention at most a detail of the work, enough to enable the 
reader to recognise and mentally visualise the monument. The work is basically 
‘described’ by allusion. They are not in the least interested in supplying icono-
graphic information or offering very detailed descriptions, which is the essential 
prerequisite for evoking mental images. The most obvious reason is the traditional 
brevity of epigram. Another explanation could be the desire of reproducing an 
impression of reality, by following the original epigraphic tradition. This lack of 
particular information is the focus of recent reader-response studies influenced by 
the enactivist theory of cognition3, which show a different, and cognitively more 
sensible, view on the imageability of ekphrastic texts. The novelty of these studies 
lies in the idea of readerly visualization as an embodied response on the part of 
the reader, which does not rest on detailed mental images: although we talk about 
‘visualization’, this is very often an experiential process based on the construction 
of scenarios in terms of a range of sensorimotor affordances4.

1 For the blending of these themes see Vérilhac 1978-1982, II, § 170, 390s.
2 However, apart from extremely rare exceptions, real funerary monuments or reliefs 

are not actually ‘described’ by their inscriptions: see Rossi 2001, 19f.
3 See, e.g., Troscianko 2013; Cave 2016.
4 For a successful and convincing application of this theory to the episode of the chariot 

race in Homer’s Iliad 23 see Grethlein - Huitink 2017.
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The distinctive technical elements of ekphrastic epigram5 are precisely paral-
leled in the ‘ekphrastic’ epitaphs of Book 7 of the Greek Anthology: first of all, the 
use of the so-called verba videndi, usually in the imperative or as participle, is 
very frequent6; another characteristic feature is the mention of the material (stone, 
metal, marble) of which the work – the funerary monument or the gravestone – is 
made7. Just as typical is the reference to the artist, usually in the vocative, with a 
proper or common name8; the ‘poietic’ verb that indicates the artistic act seems to 
belong to this subgenre too9: sometimes the words that designate the work itself 
or refer to the artistic technique used are also employed10. The comments on the 

5 A survey of several of the distinctive ekphrastic elements has been conducted by 
Manakidou 1993, 254ff. She provides a very detailed classification, even if sometimes 
questionable, by dividing the elements into various categories: positive judgements on the 
virtuosity of the artist or the work of art in general; the expression of amazement and the 
theme of Lebendigkeit; the technical terms (that I have separated into artists, works and 
artistic verbs); the indication of the material.

6 The reader/passerby is invited to look at the grave or the tombstone: see, e.g., [Simon.] 
AP VII 511,1 = ‘Simon.’ FGE LXXV 1006; Leon. AP VII 422,1 = HE XXII 2092 ὁρῶντες; 
Antip.Sid. AP VII 425,1 = HE XXX 380 λεύσσων; Id. AP VII 427,1 = HE XXXII 396 ἴδω 
and δέδορκα; Anon. AP VII 322,1 ὅρα; Anon. AP VII 330,1 ἐσορᾷς; Anon. AP VII 337,3 
δερκόμενος and 7 ἄθρησον; Leont. AP VII 579,1 = VII Giommoni ὁρᾷς; Agath. AP VII 
589,8 = 10 Viansino δερκόμεθα; Id. AP VII 602,2 = 23 Viansino δέρκομαι and 8 = 23 
Viansino δερκόμενος; Anon. AP VII 695,1 Ὁρᾷς. See also Call. AP VII 522 = 15 Pf. = HE 
XL 1227, where the act of reading and the process of recognition of the dead are implied. 

7 See, e.g., [Simon.] AP VII 344,2 = ‘Simon.’ FGE LXXXIII(a) 1023 τάφῳ λαΐνῳ; Anyt. AP 
VII 649,2 = HE VIII 693 = 8,2 Geoghegan τάφῳ τῷδ’ ἐπὶ μαρμαρίνῳ; Ariston AP VII 457,7-
8 = HE II 792-793 σῆμα / λάινον; Alc.Mess. AP VII 429,2 = HE XVI 97 πέτρος; Antip.Sid. 
AP VII 424,1 = HE XXIX 370 ἐπὶ σταλίτιδι πέτρᾳ; Id. AP VII 427,2 = HE XXXII 397 λίθου; 
Meleag. AP VII 428,19 = HE CXXII 4678 πέτρος; Diod.Tars.? AP VII 700,1-2 = Diod. GPh 
IX 2148-2149 οἰκία [...] / λάινα; Id.? AP VII 701,4 = Diod. GPh X 2157 λάινον [...] τάφον; 
Anon. AP VII 338,1 λιθίνα and 5 λάινα; Anon. AP VII 564,5 χάλκειον [...] τύπον; Anon. AP 
VII 363,1 μετάλλου; Christian 2015, 288ff. See also Agath. AP VII 602,1 = 23 Viansino κηρόν.

8 See Jul.Aegypt. AP VII 565,1 ζωγράφος.
9 See, e.g., Pers. AP VII 730,2 = HE VII 2884 γραπτός; Leon. AP VII 422,2 = HE XXII 

2093 γλυπτόν; Alc.Mess. AP VII 429,3 = HE XVI 98 λαοτύποις σμιλαις κεκολαμμένον 
and 9 = HE XVI 104 τύποιο; Antip.Sid. AP VII 353,2 = HE XXVII 357 γλυπτήν; Id. AP 
VII 424,2 = HE XXIX 371 γλυπτόν and ἐχάραξε; Id. AP VII 425,10 = HE XXX 389 τεῦξε; 
Id. AP VII 427,2 = HE XXXII 397 τμαθέν; Anon. AP VII 279,2 = FGE LIII 1285 ζωγραφέ-
ων; Tull.Gem. AP VII 73,3 = GPh I 2344 περίγραφε; Alph. AP VII 237,1 = GPh VI 3542 
χάρασσε and 5 = GPh VI 3546 ἔγγραφε; Anon. AP VII 330,3 τεῦξεν; Anon. AP VII 338,3 
τετεύχαται. See also Tull.Gem. AP VII 73,1 = GPh I 2342 θές (2x).

10 See, e.g., [Simon.] AP VII 344,2 = ‘Simon.’ FGE LXXXIII(a) 1023 τάφῳ; Pers. AP VII 
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artistic beauty of the work are no less technical: these are often expressed by com-
pound adjectives with the prefix εὐ-. Usually the topoi are the praise of the ability 
of the artist, the high level of representation reached by art and finally, and indeed 
above all, eulogy of the life-likeness achieved, to the extent that the representation 
seems alive and real11. The custom of praising the work, which belongs to the epi-
graphic tradition, also indirectly honours the person who erected it: this aspect 
was further emphasised when the inscription was read aloud by the passerby12.

In Book 7, besides funerary monuments and tombstones, the subjects are also 
funerary images (carved in relief or painted)13 or statues14. A particular case of 
‘ekphrastic’ epitaphs is represented by the group of sepulchral riddles (AP 7.421-

730,2 = HE VII 2884 τύπος; Leon. AP VII 422,2 = HE XXII 2093 τύμβου; Ariston AP VII 
457,7 = HE II 792 σῆμα; Antip.Sid. AP VII 423,5 = HE XXVIII 366 σταλοῦχος ὅδ’ […] 
τύμβος; Id. AP VII 424,1 = HE XXIX 370 ἐπὶ σταλίτιδι πέτρᾳ; Id. AP VII 425,1 = HE XXX 
380 ἐπὶ σάματι and 10 = HE XXX 389 στάλᾳ; Id. AP VII 426,1 = HE XXXI 390 τάφον; Id. 
AP VII 427,1 = HE XXXII 396 στάλα; Meleag. AP VII 421,2 = HE V 4009 στάλας; Id. AP 
VII 428,1 = HE CXXII 4660 στάλα and 7 = HE CXXII τύμβος; Anon. AP VII 169,1 = FGE 
LXVIII 1360 τύπος; Anon. AP VII 279,3 = FGE LIII 1286 μνῆμα; Tull.Gem. AP VII 73,5 
= GPh I 2346 στάλα; Alph. AP VII 237,5 = GPh VI 3546 σῆμα; Diod.Tars.? AP VII 700,1 
= Diod. GPh IX 2148 οἰκία; Id.? AP VII 701,4 = Diod. GPh X 2157 τάφον; Anon. AP VII 
338,2 στάλα and 3 σᾶμα; Anon. AP VII 564,5 χάλκειον [...] τύπον; Anon. AP VII 330,1 
σορόν and 3 σῆμα; Anon. AP VII 337,1 and 7 τύμβον; Anon. AP VII 363,1 τύμβος; Jul.
Aegypt. AP VII 605,1 σορόν; Agath. AP VII 589,8 = 10 Viansino γραφίδων; Id. AP VII 
602,1 = 23 Viansino τύπον and 8 = 23 Viansino εἰκόνα. See also Antip.Sid. AP VII 425,10 
= HE XXX 389 σύμβολα; Meleag. AP VII 421,2 = HE V 4009 σύμβολον and 12 = HE V 
4019 σύμβολα; Id. AP VII 428,19 = HE CXXII 4678 σύμβολα. For animals carved, painted 
or put on the tombs see Gullo (forthcoming) on Anon. AP VII 62.

11 See, e.g., Anyt. AP VII 649,3-4 = HE VIII 694-695 = 8,3-4 Geoghegan; Anon. AP VII 
279 = FGE LIII 1284; Anon. AP VII 338; Jul.Aegypt. AP VII 565. See also Anon. AP VII 
363,1 ἐυγλύπτοιο; Jul.Aegypt. AP VII 605,1 εὐλάιγγα. 

12 See Skiadas 1972, 81f.; Ecker 1990, 146 n. 437. At any rate, it is self-evident that 
praise of the monument, however much it is written schematically and stylised in 
traditional phrasings, falls in the epigraphic conventions used in Late Antiquity. In late 
antique epigrams characterised by descriptions of buildings, the celebration of the current 
splendour in opposition to the past squalor represents a typical epigraphic pattern (see 
Agosti 2010, 170f.).

13 See, e.g., Pers. AP VII 730 = HE VII 2883; Aemil. AP VII 623 = GPh I 53; Jul.Aegypt. AP 
VII 565; Leont. AP VII 579 = VII Giommoni; Agath. AP VII 589 = 10 Viansino; Id. AP VII 
602 = 23 Viansino. Seemingly images are alluded to in Philet. AP VII 481 = HE II 3028 and 
Paul.Sil. AP VII 606 = 8 Viansino. For the opposition between the (formerly alive) deceased 
and their lifeless images see Vérilhac 1978-1982, I, on Agath. 74,1-4 = AP VII 589, 62.

14 See, e.g., Anyt. AP VII 649 = HE VIII 692 = 8 Geoghegan.
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429), which were originally collected in the Garland of Meleager15: these poems by 
various epigrammatists discuss and explain enigmatic symbols sculpted or paint-
ed on the tombs, and aim at illustrating the most relevant features of the deceased 
and his life. 

The distinctive features outlined above can be found in the ‘ekphrastic’ epi-
taphs of any epoch collected in Book 7, including the late antique ones which I 
shall analyse in this chapter. 

2.  Anonymous ‘ekphrastic’ epitaphs 

In this section of my chapter I will focus on a group of anonymous epitaphs, 
which, except for Anon. AP VII 363, were originally collected in the epigraphic 
sylloge put together by the μαγίστωρ Gregory of Campsa in the ninth century16, 
and ultimately reached the Greek Anthology. Gregory of Campsa was in touch 
with Constantine Cephalas when Cephalas was teacher at the school of the Nea 
Ekklesia, opened in 880 in Constantinople. Scholars generally agree in assigning 
these poems to Late Antiquity, but their precise dating is difficult: however, their 
lemmata provide at least information on their provenance. 

Let us start from Anon. AP VII 33817, the epitaph18 of Pericles of Magnesia (ac-
cording to the lemma in P19, which indicates it as the place of burial). The untimely 
dead was a good hunter20:

Ἅδε τοι, Ἀρχίου υἱὲ Περίκλεες, ἁ λιθίνα ’γὼ 
ἕστακα στάλα μνᾶμα κυναγεσίας, 

πάντα δέ τοι περὶ σᾶμα τετεύχαται, ἵπποι, ἄκοντες, 
αἱ κύνες, αἱ στάλικες, δίκτυ’ ὑπὲρ σταλίκων, 

αἰαῖ, λάινα πάντα· περιτροχάουσι δὲ θῆρες·   5
αὐτὸς δ’ εἰκοσέτας νήγρετον ὕπνον ἔχεις. 

15 For the idea that the ‘speaking’ signs carved are alive and real, as though they were 
addressing the reader/passerby, see, in particular, Antip.Sid. AP VII 423,1-4 = HE XXVIII 
362-365; Id. AP VII 424,7-10 = HE XXIX 376-379; Id. AP VII 425,1 = HE XXX 380 λεύσ-
σων; Id. AP VII 425,3-8 = HE XXX 382-387; Id. AP VII 426,1-2 = HE XXXI 390-391.

16 See Cameron 1993, 110f.; Lauxtermann 2003, 72ff. and 90f. 
17 The texts of the Greek epigrams are those of Beckby 1967-1968, II. All translations 

are my own.
18 GVI 1433.
19 Heidelb. Pal. Gr. 23, mid-tenth century.
20 For epitaphs of hunters see Gullo (forthcoming) on Isid.Aeg. AP VII 156 = GPh I 3881.



EKPHRASTIC MOTIFS IN LATE ANTIQUE EPITAPHS FROM BOOK 7 OF THE GREEK ANTHOLOGY

- 177 -

I, this stone stele, am erected for you,
Pericles, son of Archias, as a record of your hunting. 

All images are carved around your tomb: horses, javelins, 
dogs, stakes and the nets on them. 

Alas!, they are all of stone; the beasts run about free, 
but you, at twenty years old only, sleep the unwaking sleep of death.

For topic and style I would assume that, rather than late antique, this is an epigram 
from the early Imperial age. The work (l. 2 στάλα and l. 3 σᾶμα) and the material of 
which the work is made (l. 1 λιθίνα and l. 5 λάινα) are specified. The ‘poietic’ verb 
also appears (l. 3 τετεύχαται).

The artistic image of the wild beasts (l. 5 θῆρες), represented alive, as though 
they were running about the tomb (l. 5 περιτροχάουσι)21, is opposed to the stillness 
of death: the likeness of the stone or the painting to the living being represented is a 
common ekphrastic theme. It is used to praise the ability of the artist and the realism 
of his works, which appear so realistic to the extent of seeming ‘alive’22. However, 
there is ambiguity on purpose here, in accordance with the epigrammatic game: for 
one may infer that the phrasing περιτροχάουσι δὲ θῆρες23 (l. 5) rather refers to actual 
wild animals, which can finally run about free, because they do not fear the hunter 
anymore24 (conventional epigrammatic motif: see ll. 5-6)25. It is evidently the pointe 

21 The compound verb περιτροχάω («run about», see περιτρέχω) occurs, always in the 
same metrical position, in Call. Del. 28 (see Mineur 1984 ad loc., 76); Arat. 815 (see Kidd 
1997 ad loc., 457); Nonn. D. V 448 (hunting dogs); Paul.Sil. S.Soph. 876 περιτροχάουσι δὲ 
κύκλοι. It also occurs in Nonn. D. XXXVII 155. The adjective περίτροχος and the adverb 
ἐπιτροχάδην are already attested in Homer (respectively Il. XXIII 455 and Il. III 213; Od. 
XVIII 26), like perhaps the verb τροχάω too, which could be already present in Od. XV 
451 (manuscripts are divided between ἅμα τροχόωντα and ἁματροχόωντα though): it is 
afterwards used in Hellenistic poetry; see also τροχάζω; συντροχάζω occurs, for example, 
in Meleag. AP VII 417,4 = HE II 3987 (the verb is characteristic of prose: see LSJ, s.v., and 
the form *συντροχάω). Apollonius Rhodius has ἐπιτροχάει (IV 1266, with Livrea 1973 
ad loc., 358, even though I would put into perspective the idea that it is an Apollonian 
formation; 1606).

22 For a particularly effective artistic representation of animals see Apul. met. V 3-4 
(Psyche arrives at Cupid’s palace): parietes omnes argenteo caelamine conteguntur, bestiis 
et id genus pecudibus occurentibus ob os introeuntium. Mirus prorsum homo, immo semi-
deus vel certe deus, qui magnae artis suptilitate tantum efferavit argentum.

23 See Antip.Sid. AP VII 426,1 = HE XXXI 390 Εἰπέ, λέον, φθιμένοιο τίνος τάφον 
ἀμφιβέβηκας.

24 Note also the pun περὶ σᾶμα (l. 3) ~ περιτροχάουσι (l. 5), which undoubtedly contributes 
to increasing the ambiguity.

25 The idea that wild beasts are not afraid anymore and become bolder after the death of 
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of the poem. However, the former interpretation is likely the most suitable to the 
context: the verb περιτροχάουσι here refers to the images of the wild animals carved 
on the tomb, not to real-life animals in the flesh. A very interesting comparison is of-
fered by Posidipp. APl 275 = HE XIX 3154 = 142 A.-B., where the statue of the Καιρός 
is described busy running non-stop: at l. 3 the expression ἀεὶ τροχάω is found. 

Anon. AP VII 363, which Peek 1955 considers a real inscription (GVI 1777), is 
an epitaph in hexameters for Zenodotus, enrolled in the Roman army as one of the 
equites singulares Augusti (l. 5 ἱππεὺς μὲν γὰρ ἔην βασιλήιος)26: 

† Τετμενάνης ὅδε τύμβος ἐυγλύπτοιο μετάλλου 
ἥρωος μεγάλου νέκυος κατὰ σῶμα καλύπτει, 
Ζηνοδότου· ψυχὴ δὲ κατ’ οὐρανόν, ᾗχί περ Ὀρφεύς, 
ᾗχι Πλάτων, ἱερὸν θεοδέγμονα θῶκον ἐφεῦρεν. 
ἱππεὺς μὲν γὰρ ἔην βασιλήιος ἄλκιμος οὗτος,   5
κύδιμος, ἀρτιεπής, θεοείκελος· ἐν δ’ ἄρα μύθοις 
Σωκράτεος μίμημα παρ’ Αὐσονίοισιν ἐτύχθη. 
παισὶ δὲ καλλείψας πατρώιον αἴσιον ὄλβον, 
ὠμογέρων τέθνηκε, λιπὼν ἀπερείσιον ἄλγος 
εὐγενέεσσι φίλοισι καὶ ἄστεϊ καὶ πολιήταις.   10

† … † This tomb of polished metal 
conceals the body of a great hero,
Zenodotus: his soul reached the sacred seat 
in heaven, where Orpheus and Plato are. 
He was knight in the service of the Emperor, brave, 
renowned, eloquent, godlike; in his speech he looked 
like a copy of Socrates among the Italians. 

their enemy, the hunter, is a common epigrammatic topos: see Mnasalc. AP VII 171 = 12 Se-
elbach = HE VIII 2631; Anon. AP VII 546,5-6 = FGE XLVI 1256-1257; Agath. AP VII 578,5-6 
= 72 Viansino. In votive epigrams the theme is slightly varied: the hunter cannot threaten his 
victims anymore because he offered the tools of the trade, his weapons, to the deity (see Call. 
AP VI 121 = 62 Pf. = HE LXI 1321; see also Jul.Aegypt. AP VI 26,3-4). More broadly, the theme 
probably comes from Soph. Phil. 951-960 and 1146-1162: the protagonist’s sorrow and shame 
of having become by now the prey of those beasts that he used to terrify and hunt are here em-
phasised. The converse theme is found in the epitaph for the dog Lycas, ascribed to Simonides 
(‘Simon.’ FGE LXIX 982) by its source (Poll. V 48), but more or less unanimously considered 
the work of Simias of Rhodes: the dog, even dead, keeps on scaring the other animals, in an 
(ironic) analogy with Cerberus and other characters such as Timon the misanthrope, the iam-
bic poets Hipponax and Archilochus or the philosopher Heraclitus, protagonists of several 
funerary epigrams collected in Book 7 and centered on their antisocial behaviour.

26 See Gullo (forthcoming) ad loc.
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He left to his children his father’s just fortune, 
he died while still a vigorous old man, leaving infinite sorrow 
to his noble friends, city and citizens.

The epigram is clearly late, as one may argue from the reference to late antique 
Neoplatonism (ll. 3-4)27, style and diction (numerous coumpounds, which are 
mostly rare and attested in Nonnian school poetry). Moreover, it is sufficient to 
look at the clausula of each line to notice that the anonymous author of AP VII 363 
follows the ‘new’ rules of the Nonnian hexameter, as for the accentuation deter-
mined by the end syllable of the line. I would then propose to date it between the 
fourth and the fifth century CE. 

In the first line the name of the work is present (τύμβος). Thus, for example, 
the material of which the work is made is specified (l. 1 μετάλλου). Nor is the 
traditional praise of the beauty of the work of art omitted (l. 1 εὐγλύπτοιο)28. The 
word μέταλλον, which originally indicates properly the «quarry» or «mine», here 
probably means «marble» or «bronze» (see LSJ, s.v., II.: «mineral»; «metal»): the 
adjective εὔγλυπτος29 («polished») fits both these two latter meanings; however, 
even because of the corruption at the beginning of the first line, it is not possible 
to identify the material of which Zenodotus’ tomb was made. 

Anon. AP VII 330 is an inscription30 for a family tomb as yet unoccupied31:

Τὴν σορόν, ἣν ἐσορᾷς, ζῶν Μάξιμος αὐτὸς ἑαυτῷ
θῆκεν, ὅπως ναίῃ παυσάμενος βιότου·

27 For l. 7 Σωκράτεος μίμημα παρ’ Αὐσονίοισιν ἐτύχθη see Christod. 96 οἷα Ζεὺς νέος 
ἄλλος ἐν Αὐσονίοισιν (Caesar; for similar phrasings see Gullo [forthcoming] on Anon. 
AP VII 691,1 Ἄλκηστις νέη); SEG LXI 1058, ll. 2-3 (prose epitaph of Kyrion, Nicomedia, 
third-fourth century CE or later) Κυρίων͜, Ἡσιόδου ζηλωτὰ κὲ Ἀρχιλόχου ὀρεκτά, τ͜ῆς τ͜ε 
Μ͜ενανδρίου πλη͜σίον / ⟨εὐ⟩επίη͜ς κὲ Ξενοφον͜τίου, with Agosti 2016, 138ff.

28 For the syntagm εὐγλύπτοιο μετάλλου see Anon. AP I 98,3 ἀμετρήτοιο μετάλλου (in 
the same metrical position).

29 For the compound εὔγλυπτος see Nonn. D. XVIII 85 (δόρυ); Christod. 1 (βωμός): in 
both passages the word occurs in the same metrical position as AP VII 363,3; it curiously 
re-appears in Constantine of Rhodes: see LBG, s.v. See also the form εὐγλυφής in Damoch. 
AP VI 63,4 = I Giommoni (κάλαμοι), with Giommoni 2017 ad loc., 201; IG XIV 2003,4 
= SEG XXX 1197 (Artena, Rome, second-third century CE), where it qualifies ἄεθλα (for 
εὔγλυφος see LBG, s.v.). For other compounds in -γλυπτος see Buck - Petersen 1945, s.v., 
505; for those in -γλυφος (more numerous) see ibid., s.v., 407f.

30 GVI 274 = Merkelbach-Stauber, SGO III 16/34/30.
31 For this typology of epitaphs, which is originally epigraphic, see Gullo (forthcoming) 

on Anon. AP VII 228 = HE XLIV 3846.
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σύν τε γυναικὶ Καληποδίῃ τεῦξεν τόδε σῆμα,
ὡς ἵνα τὴν στοργὴν κἠν φθιμένοισιν ἔχοι.

The coffin that you see was set here by Maximus
during his life for himself to dwell in it after death. 

He erected this monument for his wife Calepodia as well, 
so that even among the dead he might have her love.

The lemma in the Palatine manuscript, written by C, indicates that it is an inscription 
found at Dorylaion, Phrygia. The phrasing ὡς ἵνα (l. 4), introducing a final clause, 
is a redundant pleonasm: this hardly accurate stylistic trait betrays the inscription-
al nature of the poem. As for the ekphrastic features, the mention of the work is 
present (l. 1 σορόν and l. 3 σῆμα). In addition, the ‘poietic’ verb (l. 3 τεῦξεν) appears. 
It is worth drawing the attention to l. 1 and, particularly, to the relative clause ἣν 
ἐσορᾷς, which falls in the distinctive element of the presence of the verb ‘to see’: 
for parallels see, e.g., Merkelbach-Stauber, SGO I 01/19/37,29-30 (Didyma, 286-293 
CE) αὐτός μοι καὶ κόσμον, ὃν εἰσοράᾳς, κάμε τεύχων / κεῖνος ὁ καὶ πάσης Ἀσίδος 
ἀνθύπατος; Merkelbach-Stauber, SGO I 03/02/36 (Ephesus, Imperial age) τοῦτον 
ὃν εἰσοράᾳς τύπον ὄρθιον, Ἀντωνείνου / Δωρόθεος πτελέῃ θήκατο κρυπτομένον.

Anon. AP VII 33732, which comes from Megara according to the lemma, cel-
ebrates the rather conventional qualities of Harmonia, nobility, gentle character 
and virtue (l. 6)33:

Μή με θοῶς, κύδιστε, παρέρχεο τύμβον, ὁδῖτα, 
σοῖσιν ἀκοιμήτοις ποσσί, κελευθοπόρε· 

δερκόμενος δ’ ἐρέεινε, τίς ἢ πόθεν; Ἁρμονίαν γὰρ 
γνώσεαι, ἧς γενεὴ λάμπεται ἐν Μεγάροις· 

πάντα γάρ, ὅσσα βροτοῖσι φέρει κλέος, ἦεν ἰδέσθαι,  5
εὐγενίην ἐρατήν, ἤθεα, σωφροσύνην. 

τοίης τύμβον ἄθρησον· ἐς οὐρανίας γὰρ ἀταρποὺς 
ψυχὴ παπταίνει σῶμ’ ἀποδυσαμένη. 

Noblest wayfarer, do not pass too quickly 
by this tomb with your tireless feet; 

look on it and ask who and from where the dead is. You will 
know that here lies Harmonia, whose family shines forth in Megara. 

For in her all the things which bring fame to mortals could be observed, 
a loveable nobility, a gentle character and virtue. 

32 GVI 1310.
33 See Gullo (forthcoming) ad loc.
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Observe the tomb of such a woman: her soul, 
deprived of the body, gazes at the heavenly paths.

The poem closes on a possible Christian echo, although the theme of the separa-
tion of body and soul is already attested in Homer34. The kind of work ‘described’ 
is specified at l. 1 (τύμβον). The verba videndi are massively present and variosuly 
employed: see l. 3 δερκόμενος; l. 5 ἰδέσθαι; l. 7 ἄθρησον; l. 8 παπταίνει; in particu-
lar, δερκόμενος and ἄθρησον, in the participle and imperative respectively, supply 
remarkable ekphrastic traits to the epigram.

3. Epigrams originally collected in the Cycle of Agathias

In AP VII 565, by the sixth-century CE epigrammatist Julian the Egyptian, the 
life-likeness of the dead’s representation renews her beloved ones’ sorrow, when 
they look at her portrait:

Αὐτὴν Θειοδότην ὁ ζωγράφος. αἴθε δὲ τέχνης
ἤμβροτε καὶ λήθην δῶκεν ὀδυρομένοις.

The painter portrayed Theodote just as she was. If only his art
had failed him and he had given forgetfulness to those who

[mourn for her!

Hence, the artist is blamed, because his work is considered too effective in the de-
ceased’s representation. Here a typical ekphrastic topos is reversed: for usually, in the 
ekphrastic epigrams, the artist is blamed for the scarce adherence of the artwork to 
reality, like in Paul.Sil. APl 77,1-2 = 27 Viansino; Id. APl 277 = 29 Viansino; Anon. 
APl 78 = Paul.Sil. 28 Viansino; Anon. APl 352,1-2. On the contrary, when the work 
of art reproduces the subject very well or even, in some cases, outdoes nature, the 
artist is highly praised. In Julian’s poem the desire for forgetfulness is likewise par-
adoxical, because it contrasts with the institutional aim of the funerary monument, 
which should guarantee the eternal record of the dead. At l. 1 the common name of 
the artist appear (ὁ ζωγράφος). In the same line, the phrasing consisting of αὐτός (in 
the accusative) + the name of the dead / personified allegory that is portrayed (in the 
accusative as well) + ὁ ζωγράφος, is typical of the ekphrastic epigrams: see Zenob. 
AP IX 711,1 Αὐτὴν Γραμματικὴν ὁ ζωγράφος; Anon. APl 326,1 Αὐτὸν Πυθαγόραν 
ὁ ζωγράφος (in both cases the phrasing occurs in the same metrical position as in 

34 See Gullo (forthcoming) on Anon. AP VII 61,1-2 = ‘Speus.’ FGE I(a) 1046-1047.
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AP VII 565,1). For the idea by which grief is renewed through looking at the dead’s 
representation one could compare an inscription from Amorgos of the mid-fifth 
century BCE (CEG 153), where the statue of a young girl, Bitte, stands in place of her 
as μητρὶ δακρυτὸν ἄχος, and an early Hellenistic epigram by Perses (AP VII 730 = 
HE VII 2883), on a representation of Mnasylla and her husband Aristoteles mourn-
ing over their daughter Neotima who died in childbirth35.

Let us consider another epigram by Julian the Egyptian, AP VII 605:

Σοὶ σορὸν εὐλάιγγα, Ῥοδοῖ, καὶ τύμβον ἐγείρει 
ῥύσιά τε ψυχῆς δῶρα πένησι νέμει 

ἀντ’ εὐεργεσίης γλυκερὸς πόσις, ὅττι θανοῦσα 
ὠκύμορος κείνῳ δῶκας ἐλευθερίην. 

Your sweet husband raises a coffin made of precious stone and a tomb 
for you, Rhodo, and distributes presents to poor people to save

[your soul,
in exchange for the good you did to him: for by dying 

early you gave him his freedom.

In this poem a husband celebrates his newly found freedom as a widower by 
erecting a magnificent tomb for his former wife Rhodo, thanking her for dying so 
early: it is clearly a satirical epigram, which exploits a very old theme (the pains 
of marriage), first attested in iambic poetry and very common in comedy. More-
over, the second line interestingly shows a clear clue, if not of the poet’s, at least 
of the dead’s Christianity (and possibly of her husband’s too). More broadly, this 
satirical poem may mock Justinian’s puritan self-representation and programme 
of reforms advancing moral behavior, which particularly affects Agathias’ epi-
grams, as well as the strict legislation concerning divorce  over the years 542-566 
CE36. Reference to both the name of the work and its beauty is made in the first 
line (σορὸν εὐλάιγγα): in particular, the comment on the preciousness and mag-
nificence of the coffin is made in the form of a rare compound adjective character-
ised by the prefix εὐ- (l. 1 εὐλάιγγα)37. 

35 The parents are dead, and the representation is for their tomb.
36 McCail 1968, 78; see also McCail 1969, 95f.; Garland 2011, 153f.
37 The compound («made of precious stone») is a Nonnian neologism based upon λᾶιγξ, 

which occurs twice in Homer (Od. V 433; VI 95: see LfgrE, II, s.v. λάϊγγες, c. 1617f.). It is 
frequent in the Dionysiaca - see Agosti 2003a on Nonn. P. V 35 ἐν εὐλάιγγι δὲ νηῷ, 376, 
and Franchi 2013 on Nonn. P. VI 181 εὐλάιγγος ἔσω νηοῖο, 471 (in Nonn. P. XIX 217 the 
adjective is applied to τύμβος) -, and indicates the finess of luxury materials, stone or marble.
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Peek 1955 considers AP VII 579 = VII Giommoni, by the sixth-century CE 
poet Leontius Scholasticus, to be an inscription38: 

Πέτρου ὁρᾷς ῥητῆρος ἀεὶ γελόωσαν ὀπωπήν, 
ἐξόχου εἰν ἀγοραῖς, ἐξόχου ἐν φιλίῃ. 

ἐν δὲ Διωνύσου θηεύμενος ὤλετο μοῦνος, 
ὑψόθεν ἐκ τέγεος σὺν πλεόνεσσι πεσών, 

βαιὸν ἐπιζήσας, ὅσον ἤρκεσε. τοῦτον ἔγωγε 5
ἄγριον οὐ καλέω, τὸν δὲ φύσει θάνατον. 

You see the ever-smiling face of Peter the rhetor, 
excellent in speech, excellent in friendship. 

While looking at a performance in the theatre,
although he fell from the roof with others, he was 

the only one who died, after surviving a short time, but enough. 
I do not call this death violent, but natural.

It concerns an image which should be a memorial to Peter39, praised by Leontius 
as a brilliant friend and as a lawyer40: his death was seemingly due to a fall from 
above during a performance at the theatre. The accident, perhaps caused by the 
collapse of the facility, involved many other people, all survived though: for Peter 
was the only one who died. The incipit of the poem is the same of Leont. APl 37 = 
XV Giommoni, on an image in honour of Peter Barsymes, honorary consul in 542 
and praefectus praetorio Orientis in 543-546 and 556-562 or 556-56541. 

The reference to the smiling face of the dead (l. 1 ἀεὶ γελόωσαν ὀπωπήν), whether it 
is a sculpture or a portrait, is a conventional motif, especially in sixth-century CE 
epigrams42: see, e.g., GVI 1794,1-2 = GG 251 = 38 Vérilhac (Cassino, first-second 
century CE) ἔχει δ’ ἡδεῖαν ὀπωπὴν / ἔνδον τῶν μορφῶν. Like in Leontius’ poem, 
the verb ‘to see’ (l. 1 ὁρᾷς) is routinely used in inscriptions to draw the attention 

38 GVI 821.
39 See PLRE III/B s.v. Petrus (11), 1002. See also Giommoni 2017, 157ff.
40 In the sixth century CE the word ῥήτωρ likely means lawyer: see Gullo (forthcoming) 

on Agath. AP VII 552,4 = 8 Viansino ῥήτορος, with further bibliography and parallels. For 
the bipartite structure of the pentameter (l. 2), which presents the two hemiepe as exactly 
parallel, see Gullo (forthcoming) on Etrusc. AP VII 381,4 = GPh I 2293.

41 On the epigram and the dedicatee see lastly Giommoni 2017, 172ff.
42 See McCail 1969, 91; Baldwin 1979, 6 = 1984, 372. Cameron - Cameron 1966, 16 

think it is an allusion to the fact that in the sources Peter is called πραύς (‘gentle’): actually 
this is just typical phrasing of late antique funerary eulogy in epitaphs for illustrious men 
such as officials and the like (see Robert 1948, 15 n. 7 and 16).
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of the passerby on the statue or the image of the deceased adorning the funer-
ary monument: see GVI 627,1 = Samama 175 (epitaph of a physician, Thasus, 
second-third century CE) Ἀντίοχον Σωτῆραν ὁρᾶτε, ὃς ἐνθάδε κεῖμε; Robert, 
Hell. IV 22-23 B 1 ἀρχὸν ὁρᾷς Θεόδωρον (epigram carved on the base of one of 
the statues erected in honour of Theodorus, proconsul of Achaia, 379-395 CE); 
Merkelbach-Stauber, SGO I 03/02/32,1-2 (inscription for the base of the statue 
for Scholastikia, who donated money for renovating a bath, Ephesus, end of the 
fourth century CE) † τύπον γυναικὸς εὐσεβοῦς λίαν σοφῆς / Σχολαστικίας μοι 
τοῦτο‹ν› ὦ ξένε βλέπεις; Merkelbach-Stauber, SGO I 03/02/11,1 (epigram for the 
monument base of the proconsul Flavius Anthemius Isidorus, Ephesus, ca. 430 
CE) † ὄρχαμον Ἰσιόδωρον ὁρᾷς Φαρίης ἀπὸ γαίης; Merkelbach-Stauber, SGO I 
02/14/05,1 (inscription for the monument base of the praefectus praetorio Con-
stantine, Laodicea, 457 CE) Κωνσταντῖνον ὁρᾷς ὕπατον καὶ ὕπαρχον ἀγητόν43. 

At first glance, the same pattern might be shown in the following epigram by 
Paul the Silentiary (AP 7.606 = 8 Viansino)44:

Πρηΰς, ἐλευθερίην ἐπιειμένος, ἡδὺς ἰδέσθαι, 
ἐν βιότῳ προλιπὼν υἱέα γηροκόμον, 

τύμβον ἔχει Θεόδωρος ἐπ’ ἐλπίδι κρέσσονι μοίρης, 
ὄλβιος ἐν καμάτοις, ὄλβιος ἐν θανάτῳ. 

Kind, clothed in free spirit, sweet of aspect, 
leaving alive a son who looked after his old age, 

Theodorus has a burial, in hope of a better fate, 
happy in his labour and happy in his death.

The deceased, Theodorus45, may be identified with the dead to whom Julian the 
Egyptian dedicates AP VII 593-59446: Julian’s Theodorus is a grammarian and 
school teacher, who will be remembered forever not for his material, sepulchral 
monument, but for his written work. However, there is no evidence to confirm 
this hypothesised identification. Paul’s epitaph is inspired by conventional Chris-
tian sentiments: the hope of a better fate (l. 3) is nothing but the hope for salvation 
and life after death, attained to by the virtuous conduct of former earhtly life. 
However, here the expression ἡδὺς ἰδέσθαι cannot refer to the artistic image of the 

43 For the corresponding Latin formulae see aspicis and aspice (Citroni 1975 on Mart. 
I 24,1 Aspicis, 83f.).

44 GVI 485.
45 See PLRE III/B s.v. Theodorus (53), 1261.
46 Cameron - Cameron 1966, 13; Schulte 1990, 77.
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dead: for it is clearly alluding to the gentle character of Theodorus, reflected in his 
loveable facial expression and aspect.  

A case in which the use of the verb ‘to see’ certainly indicates the presence of a 
representation is Anon. AP VII 695, which was undoubtedly inscribed originally:

Ὁρᾷς πρόσωπον Κασσίας τῆς σώφρονος. 
εἰ καὶ τέθνηκε, ταῖς ἀρεταῖς γνωρίζεται 
ψυχῆς τὸ κάλλος μᾶλλον ἢ τοῦ σώματος. 

You see the face of virtuous Cassia. 
Even if she is dead, the beauty of her soul rather 
than of her body is recognisable by her virtues.

The verb ‘to see’ (l. 1 Ὁρᾷς) is put in a very emphatic position, at the very beginning 
of the poem. It refers to the image of the dead’s face in the funerary monument 
or gravestone, whether carved or painted. The dead, a woman named Cassia, is 
praised for her σωφροσύνη, a rather usual compliment for women in literary and 
epigraphic epitaphs of any age47. A nun with the same name lived in the ninth cen-
tury48. However, this epitaph looks much earlier: for the lines are not pure dodeca-
syllables, but iambic trimeters; word accentuation and metrical ictus mostly do not 
coincide, and the second line has twelve syllables. Peek 1955 assigns the poem49 to 
the Garland of Philip, which seems hardly possible: I would situate the poem in the 
late antique period. The dead protagonist remains unknown throughout.

Let us consider one more similar example, Agath. AP VII 602 = 23 Viansino = 
37 Vérilhac, an epitaph for the young Eustathius, who died twenty-four days after 
having reached his fifteenth year50. Seemingly, the poem refers to an ‘encausto’ 
painting adorning Eustathius’ funerary monument:

Εὐστάθιε, γλυκερὸν μὲν ἔχεις τύπον, ἀλλά σε κηρὸν 
δέρκομαι, οὐδ’ ἔτι σοι κεῖνο τὸ λαρὸν ἔπος 

ἕζεται ἐν στομάτεσσι· τεὴ δ’ εὐάνθεμος ἥβη, 
αἰαῖ, μαψιδίη νῦν χθονός ἐστι κόνις. 

47 See Gullo (forthcoming) on Anon. AP VII 331,4 σωφροσύνης. For the (not ironic) 
theme by which the beauty of the soul is superior to that of the body see Gullo (forthcom-
ing) on Jul.Aegypt. AP VII 599.

48 See Krumbacher 1891, 322; Impellizzeri, 294ff. and 447f.; ODB, II, s.v. Kassia, 1109f.
49 GVI 617.
50 See PLRE III/A s.v. Eustathius (5), 470f.; see also Cameron - Cameron 1966, 10; Cameron 

1977, 46f.; McCail 1969, 91 n. 21.
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πέμπτου καὶ δεκάτου γὰρ ἐπιψαύσας ἐνιαυτοῦ 5
τετράκις ἓξ μούνους ἔδρακες ἠελίους· 

οὐδὲ τεοῦ πάππου θρόνος ἤρκεσεν, οὐ γενετῆρος 
ὄλβος. πᾶς δὲ τεὴν εἰκόνα δερκόμενος 

τὴν ἄδικον Μοῖραν καταμέμφεται, οὕνεκα τοίην, 
 ἆ μέγα νηλειής, ἔσβεσεν ἀγλαΐην.  10

Eustathius, you have a sweet image, but I see 
you in wax, and no longer does your pleasant speech 

sit in your mouth. Alas, your blooming youth
is now vain dust of earth. 

For after having just reached your fifteenth year 
you saw only six suns for four times. 

Neither your grandfather’s throne kept off death, nor
your father’s wealth. Everyone, looking on your image,

blame unjust Moira, because, ah!
very pitiless, she quenched such beauty.

Like in Leontius’ poem on Peter’s image (AP VII 579 = VII Giommoni), whose 
face is described as ever-smiling, Eustathius’ τύπος is γλυκερός. Τhe verbum vi-
dendi δέρκομαι occurs twice (ll. 2 and 8). In addition, there is also reference to 
the material of which the work is made (l. 1 κηρόν) and to the kind of work (l. 1 
τύπον; l. 8 εἰκόνα). 

In these last cases showing the presence of the verba videndi (AP VII 579 = 
VII Giommoni; Agath. AP VII 602 = 23 Viansino; Anon. AP VII 695), the verb 
has the dead’s proper name or a physical characteristic as object. Here, another 
ekphrastic feature has to be always understood, the life-likeness of the work of art 
(and, thence, the traditional praises of the artist’s skill): for ‘seeing the dead’ (or 
his smile), carved in stone or painted, implies that one is looking on a very realistic 
representation, as though the deceased were alive. The only thing missing in the 
work of art is the ability to speak (Agath. AP VII 602,2-3 = 23 Viansino).

Our last example is Agath. AP VII 589 = 10 Viansino = 74 Vérilhac, an epitaph 
for Eustorgius, a student of law presumably from Antioch:

Μηδὲν ἀπαγγείλειας ἐς Ἀντιόχειαν, ὁδῖτα, 
μὴ πάλιν οἰμώξῃ χεύματα Κασταλίης, 

οὕνεκεν ἐξαπίνης Εὐστόργιος ἔλλιπε μοῦσαν 
θεσμῶν τ’ Αὐσονίων ἐλπίδα μαψιδίην, 

ἑβδόματον δέκατόν τε λαχὼν ἔτος· ἐς δὲ κονίην 5
ἠμείφθη κενεὴν εὔσταχυς ἡλικίη. 

καὶ τὸν μὲν κατέχει χθόνιος τάφος, ἀντὶ δ’ ἐκείνου 
οὔνομα καὶ γραφίδων χρώματα δερκόμεθα. 
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Do not announce, traveller, to Antioch, 
so that the Castalian stream do not mourn again, 

how Eustorgius suddenly left the arts 
and the unattained hope of Roman law

at the age of seventeen. His flourishing youth
was changed to empty dust. 

A tomb beneath the earth has him, and instead of him 
we see his name and the colours of his portrait.

Like McCail 1969, 91 n. 21 observed, here Agathias refers to a funerary portrait: the 
mention of the χρώματα (l. 8), the pigments, cannot be anything but a reference to 
a painting. Moreover, the genitive γραφίδων in the same line confirms it is a paint-
ing. Therefore, both the work and the technique are specified. The use of the verb 
‘to see’ (the work of art) routinely appears (l. 8 δερκόμεθα). Cameron 1970, 22, be-
lieves that the epigram is a real inscription, which celebrates by traditional conven-
tions young Eustorgius. For l. 2 we can compare, e.g., [Mosch.] Epitaph.Bion. 70-75 
τοῦτό τοι, ὦ ποταμῶν λιγυρώτατε, δεύτερον ἄλγος, / τοῦτο, Μέλη, νέον ἄλγος [...] 
/ [...] / [...] / [...] νῦν πάλιν ἄλλον / υἱέα δακρύεις καινῷ δ’ ἐπὶ πένθεϊ τάκῃ. Castalia, 
a spring by Daphnae (= Harbiye), a neighborhood in south-western Antioch, Syria, 
was close to a famous temple of Apollo, built by Seleucus I: according to the legend, 
the spring had prophetic powers (see Amm. XXII 12,8; Vérilhac 1978-1982, I, 111 
and n. 1; Agosti 2003b, 549f.); it is less famous than the homonymous, well-known 
one in Delphi. In our context, the idea by which the spring Castalia in Antioch 
may renew its grief (πάλιν) because of Eustorgius’ death is, first of all, connected 
with the image of Nature taking part in mourning51. It may be explained this way: 
the spring Castalia in Delphi originates from the mythological suicide of a woman, 
Castalia, harassed by Apollo; she fled away from him by throwing herself into the 
spring (see Lact. on Stat. Theb. I 697-698). On the basis of this learned allusion, the 
spring Castalia of Agathias’poem, whether it is the one in Antioch or the one in 
Delphi, pours tears by definition, if the ‘younger sister’ can identify with the older 
one for magic sympathy. It is not necessary to think about a confusion, on the part 
of Agathias, between the two springs. 

The closure of the poem (ll. 7-8 ἀντὶ δ’ ἐκείνου / οὔνομα καὶ γραφίδων χρώματα 
δερκόμεθα) recalls with lexical points of contact to Call. AP VII 271,3-4 = 17 Pf. = 
HE XLV 1247-1248 ἀντὶ δ’ ἐκείνου / οὔνομα καὶ κενεὸν σῆμα παρερχόμεθα: see in 
particular ll. 7-8 ἀντὶ δ’ ἐκείνου / οὔνομα ~ Call. AP VII 271,3-4 = 17 Pf. = HE XLV 
1247-1248 ἀντὶ δ’ ἐκείνου / οὔνομα; Agathias reworks the typical opposition of 

51 See Gullo (forthcoming) on Anon. AP VII 10,7-8 = FGE XXXI 1172-1173 ἐπωδύραντο 
δὲ πέτραι / καὶ δρύες.
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the epitaphs for shipwrecked men between the unburied body and the cenotaph; 
instead, he opposes the tomb and the name of the dead with his portrait, the only 
things of Eustorgius that survive52. However, a new interpretation of this opposi-
tion in Callimachus’ epigram had already been offered by Antipater of Sidon in 
AP VII 467,7-8 = HE LIV 538-539 ἀντὶ δὲ σεῖο / στάλα καὶ κωφὰ λείπεται ἄμμι 
κόνις (on Artemidorus, dead at twelve years old), which Agathias likely had in 
mind too. The closeness of Agathias’ poem to Callimachus’ poem, indeed dedicat-
ed to a shipwrecked man, is further emphasised by the (converse) use of another 
conventional theme in epitaphs men perished at sea (ll. 1-6): this is the request, 
on the part of the dead or the tomb, to inform the family about his or her death.

The analysis of the poems carried out warns off any attempt to apply to epi-
gram rigid subcategorisations, which surely lose effectiveness in light of this in-
vestigation. Potentially, any epigrammatic subgenre could flexibly host features 
which are typical of others, as I have shown through my work.

4. Conclusions

Seven out of the eleven poems examined in this chapter are considered to be 
inscriptions by Werner Peek and other scholars53: nonetheless, seven are undoubt-
edly too many. On one hand, an originally inscriptional destination can be surely 
assumed for those epigrams coming from the epigraphic sylloge of Gregory of 
Campsa, and is plausible for the poem dedicated to Cassia (Anon. AP VII 695), 
even because they are all anonymous; on the other hand, for those poems first col-
lected and published in Agathias’ Cycle it is difficult to reach the same conclusion. 
However, for none of these eleven poems considered do we have any material 
evidence to prove that they were originally carved on stone.

As I have shown in this contribution, all these epigrams, whether they were 
originally inscribed or not, show the same ekphrastic features with no exception. 
Therefore, it is impossible to determine unambiguous criteria which may help 
to classify each of them as literary or epigraphic54, and in the case of the sepul-
chral poems it is even more difficult: in them different means of expression can 
be found in both the literary and epigraphic sphere, merged in a unique reference 
code and language, both formal and thematic.

52 On the new interpretation of Callimachus’ epigram by Agathias see now the detailed 
analysis of Valerio 2013, 97f.

53 Anon. AP VII 338; Anon. AP VII 363; Anon. AP VII 330; Anon. AP VII 337; Leont. 
AP VII 579 = VII Giommoni; Paul.Sil. AP VII 606 = 8 Viansino; Anon. AP VII 695.

54 See Garulli 2012, 30 and n. 74-75.
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Previously the neat distinction between real inscriptions, fixed on stone and 
waiting for any passerby, and fictitious epigrams, circulating in search of a certain 
reader or an audience, was considered essential: for it implied the arrangement 
of the different textual functions under the anthropological, cultural and semi-
ological profile. Today, in light of all the studies on and considerations of Greek 
epitaphs, the same distinction seems fruitless. The epigraphic hypothesis is due to 
remain a hermeneutic crux in most cases: withouth any documentary evidence 
and unambiguous and indisputable criteria it is basically impossible, and even 
useless, to speculate on the inscriptional origin of a single epigram.

I believe it remains absolutely true what Alan Cameron55 observed on this 
topic: «commentators on the epitaphs preserved in the Anthology like to debate 
which are ‘real’ and which are ‘literary’, as though a distinction could be made on 
the basis of their form or tone alone».

55 Cameron 1995, 180.
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