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PREFACE

This Companion is a labor of love by 14 scholars to whom Ovid has
become over the years a faithful friend, characterized by boundless
energy, a sheer love of language, and the ability to renew himself
and others, continually enriching our understanding of the ways of
the Roman poet and his world. The goal of this effort has been con-
sistent throughout: to make Ovid’s distinctive gifts to the Western
literary tradition available and accessible to all who read him, whether
as newcomers or as old and familiar companions—thus the title of
this book. The arrangement of the book is straightforward: opening
chapters on Ovid’s life and poetic style offer an orientation to two
essential aspects of our poet, and establish a basis for what will fol-
low by taking account of the common elements unifying a poetic
corpus produced over a 30- to 40-year period. The next nine chap-
ters are arranged chronologically, in terms of the dates of composi-
tion and/or publication of each of Ovid’s extant works. Readers will
find in each chapter when appropriate more specific consideration
of controversies and consensus (where either or both exist) regard-
ing chronology. The concluding three chapters of the Companion offer
an inviting introduction to Ovid’s posthumous survival—in the new
poetry of ensuing centuries, up to the aetas Ovidiana, and in the pre-
cious manuscripts which preserved and transmitted Ovid’s poetry
from antiquity. These chapters also offer the opportunity for a syn-
optic view of Ovid’s poetry, considered now not only as a series of
individual works but also as a the legacy of a variable but singular
poetic voice from the past. Having escorted our poet to the dawn
of the printed page, we leave him there to be entrusted to the care
of others—as indeed he has been attended to in much recent work
on Ovid’s legacy since the Renaissance.

As editor, I have invited each of the contributors to seek out a
balance between a comprehensive overview of a particular topic and
a focused analysis of some aspect of it. In each case, the contribu-
tors and I have attempted to focus on a feature of the work under
consideration that in some way typifies or captures a crucial aspect
of the experience of reading Ovid. Readers will find that Ovid’s text
is pre-eminent here; but the close focus of each individual chapter
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combines with that of the others to provide what I hope will be an
extended and complex meditation on the essential Ovid. It will also
be clear to readers that, in spite of this volume’s ample size, it can-
not hope to contain everything worth saying about Ovid; and I have
not attempted to have it do so. Rather, it is to be hoped that this
book can contribute to the launching of a new millennium of Ovid
studies, by inspiring scholars and readers to think again about an
old friend. I therefore invite our readers to find the gaps, so to speak,
and to help to fill them, with the inspiration and energy of this book
as their guide.

This book would not have been possible had it not been for the
good will, hard work, and enthusiastic support of each of the con-
tributors, particularly as I struggled to impose a sense of order on
the volume in its final stages. I extend my heartfelt thanks, there-
fore, to each of them: Michael Dewar, Elaine Fantham, Ralph Hexter,
EJ. Kenney, Alison Keith, Peter Knox, John Miller, John Richmond,
Gianpiero Rosati, Garth Tissol, Pat Watson, Peter White, and Gareth
Williams, all amici Ovidiani. I am also indebted to a number of col-
leagues in the field who made valuable suggestions along the way,
including Denis Feeney, Nicholas Horsfall, and Danuta Schanzer, as
well as to Richard Tarrant, who corresponded with several of the
contributors regarding textual matters in the Mefamorphoses. 1 have
had wonderful support for this project at Bowdoin, from the untir-
ing staff of the Hawthorne-Longfellow Library, who tracked down
countless interlibrary loan requests for me (infer alia), to the timely
and cheerful intervention of Ruth Maschino, word-processing teacher
and troubleshooter extraordinaire. I am deeply indebted to two peo-
ple in particular for patient, efficient, and benevolent assistance on
an almost daily basis: the Classics Department coordinator, Tammis
Donovan Lareau, and my inestimably talented student assistant (and
budding Ovidian), Rebecca Sears. I also want to acknowledge the
supportive and efficient staff at Brill Academic Publishers, in partic-
ular the editors with whom I have worked, especially Julian Deahl,
Job Lisman, and Michiel Klein Swormink. And last but not least, I
owe a profound debt of gratitude, and more, to Michael Boyd and
Rachel E-W. Boyd, without whose love and support none of this
would have been possible.

Barbara Weiden Boyd
Brunswick, Maine (USA)
April 2001
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CHAPTER ONE
OVID AND THE AUGUSTAN MILIEU*

Peter White

Although Owid left a more copious body of work than any other
Augustan poet, no manuscript carries an ancient biographical sketch
of the sort transmitted with the poems of Virgil, Horace, and Tibullus.
Almost everything we think about his life depends on first-person
utterances in his poems. The difficulties of weighing this sort of tes-
timony are by now familiar. No formula has yet been found that
graphs the relationship between the imaginative “I” who speaks in
poems and the life experience of poets who write them. Even when
a poem seems to gesture most transparently toward external reali-
ties, it is prudent to suspect that it discloses not so much facts as
factoids. The details may not fit the Ovid of history but an imagi-
nary alter ego projected by a self-aggrandizing, evasive, and incon-
sistent informant.

On the other hand, relatively little in poets’ testimony or in other
lore about their lives is ever decisively discredited. Since details can
rarely be checked against an independent record, the criterion of
truth comes down to one of fit. A given detail either fits or does
not fit an understanding built up from other details. But a changed
understanding always has the potential to vindicate details hitherto
dismissed. Furthermore, while the persona strain of criticism has taught
us to interpret the rhetorical slant of first-person utterances more
acutely, it has not seriously shaken belief in the grosser information
that poets impart about their lives. Persona criticism that is true to
its creed makes no claim about the external world, after all. And so
with rare exceptions, even critical readers still believe that Horace’s
father was a freedman, that Virgil worked on the Georgics in Naples,
and that Ovid was sent into exile by Augustus.

*I wish to thank Robert Kaster and Barbara Weiden Boyd for their comments on
an earlier version of this chapter.



2 PETER WHITE

In any case, for Ovid’s life we have little choice but to make the
best of the testimony we have, with the caveat that the name “Ovid”
in what follows refers for the most part to a figment of his poems.

1. Early Ovid (43 to 13 B.C)

According to 7r. 4.10.3-14, Ovid was born in Sulmo about ninety
miles east of Rome on March 20, 43 B.C. In this poem and oth-
ers (Am. 3.8.9-10, 3.15.5-6, Pont. 4.8.17-18), much stress is laid upon
the pedigree of his family: Ovid says that they had belonged to the
equestrian order for generations, unlike the knights created during
the recent civil wars.! At the same time, there is no hint in all of
his work that his family had suffered in the civil wars. He is the
only Augustan poet whose background does not feature an episode
of handicap or deprivation resulting from the period.

How the Ovidii of Sulmo negotiated the twisting course of the
struggle is not recorded, but as leading citizens (see CIL 9.3082),
they are likely to have played a part in the town’s decision to declare
for Julius Caesar at the very beginning (Caes. BC 1.18.1-2). At the
end of it, the young Ovid shared in the favor that lifted up many
families of municipal Italy during Augustus’s reign. His affinity with
other municipal elites comes into view at later points in his life. One
of his three marriages (77. 4.10.69—74) was to a woman from Falerii
(Am. 3.13.1-2), and Ovid later allied himself with a family from
Fundi (Pont. 2.11).2 That wife brought Roman connections which
were even more important. She was a protégée of Augustus’s aunt
Atia and cousin Marcia, and she frequented the house of Paullus
Fabius Maximus, the blue-blood whom Marcia married.?

Owvid’s daughter was eventually to complete the family’s ascent to
senatorial status by marrying a Roman senator (77. 1.3.19 and Sen.
Dial. 2.17.1); a step-daughter was also married to a senator (Pont.
4.8.11-12). But Ovid had had the opportunity to achieve senatorial

' As Millar (1993) 6 notes, this claim cannot be strictly true, since Sulmo did
not share in the Roman citizenship until the first century B.C.

2 About the origin of one of his three wives nothing is known. Ovid’s munici-
pal connections also included a long-time hospes at Carseoli (F. 4.687).

8 For Ovid’s wife’s connections with Marcia and Maximus, see White (1993),
Appendix 2B, nos. 18 and 32.
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status in his own right many years before. As a boy he was brought
from Sulmo to Rome and sent to school with the city’s best-known
teachers (7r. 4.10.15-16). Then at the age of about 16 when he cel-
ebrated his majority, his father arranged for him to begin wearing
in public the garb which identified young men of senatorial family
(Tr. 4.10.27-29). Later in the principate and probably already at this
date (Ovid reached his sixteenth birthday in 27 B.C.), a young man
who lacked senatorial antecedents was required to obtain the emperor’s
permission before he could appropriate the laticlave tunic.* By putting
it on, he launched himself in public life: it signified that he courted
recognition and support and that he intended eventually to stand
for senatorial office. The emperor’s bestowal of the latus clauus helped
to even the chances of newcomers in their canvass against the scions
of senatorial families.

Ovid says that he carried his pursuit of office as far as service on
the Board of Three (7r. 4.10.34), one of the minor elective posts
that preceded the senatorial cursus proper. He does not specify
whether he was one of the three mintmasters or one of the three
officials charged with punishing infractions of public order. But since
the mint was almost exclusively the preserve of senators’ sons, while
the #resuiri capitales tended to be newcomers to the establishment, it
is likely that Ovid occupied the latter post.® It would have involved
him in the repression of offenses like murder, theft, and arson and
sometimes in the jailing or execution of offenders (a reminiscence of
which perhaps survives at Pont. 1.6.37-38).

After this taste of office, Ovid retreated to his originary status as
a knight. He claims that he was neither physically nor mentally fit
for the stresses of a senate career (7. 4.10.35~38). One imminent
stress he could anticipate was the military service so often decried
in his poems. Equestrians seeking entry to the senate normally toured
as junior officers in the army first. And if Ovid had managed to
bypass the army and advance directly to a quaestorship, he would
have faced a strong likelihood of having to serve abroad in that

capacity.

* On the latus clauus see Levick (1991). Sen. Epist. 98.13 seems to indicate that,
contrary to current orthodoxy, it was in the emperor’s gift as early as the time of
Julius Caesar.

> On recruitment to the vigintivirate, see Birley (1954) and McAlindon (1957).
For the functions of the #resuiri capitales, see Mommsen (1887) 2:594-601 and Robinson
(1992) 174-79.
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Later on, Ovid would again hold one of the minor city magis-
tracies, serving this time in a judicial capacity on the Board of Ten
(F. 4.383-84). Since it was unusual to repeat posts at this level, he
may have been drafted the second time, as happened to other knights
when willing candidates were scarce during the middle years of
Augustus’s reign (Cass. Dio 54.26.5). Activity in the courts of Rome
was to be a continuing and formative part of Ovid’s Life, however.
Although he did not plead cases, from the age of 25 or 30 until his
exile he regularly took part in judging them. He alludes to sitting
on the large jury panels of the Court of One Hundred and to arbi-
trating in private suits (77. 2.93-96, Pont. 3.5.23-24). In these venues
he heard litigation regarding property disputes, inheritances, and the
like, but there is no reason to doubt that he was sometimes called
to serve on juries in the criminal courts as well.

Ovid’s experience as a iudex 1s noteworthy for two reasons. First,
the jurors in every public trial at Rome and many of the arbitra-
tors were drawn from a select roster of upper-class citizens which
Augustus reviewed and approved.® Ovid’s visibility in the courts there-
fore accredited him in his own eyes and in the eyes of contempo-
raries as an adherent of the establishment. His decision to forgo a
senatorial career did not mean that he disdained to play an active
civic role in the Augustan state. The retention of his name on the
juror list also gave some color to a defense he made when he was
denounced for the Ars Amatoria many years after having written it,
which was that nothing about his life had ever prompted the emperor
to question his fitness to serve (7r. 2.89-96). The second reason
Owid’s experience in the courts is significant is that it provided a
rich fund of conceits in his poetry. In range and frequency, Ovid’s
exploitation of legal imagery far exceeds that of other Augustan
poets.”

At one point or another, Ovid studied in Athens, visited the his-
toric cities of Asia Minor, and accompanied a senatorial or eques-
trian friend on a tour of administration in Sicily.? But the impression
he creates overall is that his activity was rooted in the capital. Two

® For the courts and the qualifications of those who served in them, see Crook
(1967) 68-97 and Mommsen (1887) 3:527-39. For Augustus’s attention to the jury
lists, see Suet. Aug. 29.3, 32.3, and Pliny fANar. 33.30.

7 See Kenney (1969b).

8 Tr. 1.2.77-78, Pont. 2.10.21—42; for the identity of Macer in the latter passage,
see White (1992).
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vignettes bracket his career in poetry. He describes how he launched
himself in public just as the generation of Horace, Virgil, and the
elegists was disappearing (Tr. 4.10.41-56), and in the last poem of
his last book he recollects the names of all the poets he consorted
with before his banishment (Pont. 4.16). The sense of Rome as a lit-
erary hub is pervasive in Ovid. The landmarks his poems most con-
sistently evoke are her poets.’

Although Ovid dates his first endeavors in verse to his teens or
earlier (77. 4.10.19-30), we have no poem by him that we can place
with certainty before his thirties.'® His carly activities are therefore
a matter of speculation. Ovid encourages us to speculate that dur-
ing this period he was writing love poetry, and indeed, the very
poems which after revision and triage would emerge in the extant
books of the Amores. At Tr. 4.10.57-60 he recalls that he gave the
first recitation of his poetry at about the time he began to trim his
beard (in his late teens, by Roman convention),'" when “Corinna
had stirred my talent.” The Corinna we know is the beloved of the
Amores, still fueling Ovid’s talent in about 8 B.C."

That the Amores were a work in progress for a decade and a half
or more is plausible enough. Given Ovid’s subsequent productivity,
however, it is not plausible that work on this collection was all that
occupied him in his twenties. Besides, the reminiscence he offers on
this point is complicated by a revisionary undercurrent. Immediately

® As witness the many catalogs of Latin poets which Ovid offers, for example
Am. 1.15.19-30, 3.9.59-66, Ars 3.333-38, Rem. 763-66, Tr. 2.359—60 and 423-66.

1 The arguable exception is the lament for Tibullus (Am. 3.9), who died in 19
when Ovid was 24. But although Ovid’s poem may have originated as a funeral
piece, it is certainly not typical of that genre. Ovid does not write as a personal
acquaintance of the deceased (see 7r. 4.10.51-52) or for any of Tibullus’s family
or friends, and the poem does not describe a funeral that takes place in the real
world. Amores 3.9 is through and through a literary memorial to Tibullus. Tt is
addressed to the goddess of Elegy, it imagines a solemnity attended by Cupid and
Venus, and it evokes only those details of Tibullus’s life which Tibullus had him-
self celebrated in his poetry.

' See Wheeler (1925) 12-17.

12 The firmest date in the Amores is the reference to a triumph over the Sygambri
at Am. 1.14.45-50, in a passage which is integral to the Corinna story. (Although
Corinna is not there identified by name, the subject of hairdressing links the poem
with 1.11.1-6, where she is named.) According to Ovid’s conceit, the triumph holds
the solution to a problem of sudden hair loss, because Corinna will now (nunc, 45)
be able to buy a blonde wig in place of her own hair. The triumph is evidently
imminent, and must be that earned by Tiberius in 8 B.C. and celebrated in January
of the following year (Cass. Dio 55.8.1-2).
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after declaring that Corinna was the theme of his early work, he
backtracks, adding, “to be sure, I wrote many things, but what I
thought defective, I consigned to the fire” (7r. 4.10.61-62). Such
statements are so common in Ovid and other writers of the period
that critics have tended to discount them as mere pretence. But
Ovid’s claim to have suppressed some early writings is supported by
another text. An epigram prefacing the transmitted text of the Amaores
informs readers that the three books which follow have replaced a
larger five-book series. Owid could not have achieved this conden-
sation without cutting material. And there is a second area in which
he seems to have dissociated himself from work that he had writ-
ten, at least as far as the general public was concerned. Although
he sometimes mentions having composed commemorative pieces for
this or that occasion, he never includes them in listings of his
oeuvre and they do not survive with the rest of his poetry today.”

Ovid was unique among the Augustan poets in periodically recast-
ing his poetic canon.'* He is the only one who testifies to having
suppressed poems and to having reissued books in new formats.
Poems he decided to disown he eased out of view. In the reminis-
cence offered in Tristia 4.10, we must bear in mind that the mature
Ovid is censoring the youthful Ovid’s output. The poems of the
Amores were all he cared to acknowledge from his twenties, but per-
haps not all that he produced.

Under the casual procedures by which ancient books were pro-
duced and disseminated, it was not unheard of for an author’s work
to circulate even against his wishes. If writings which Ovid disowned
have survived, however, it would be apart from any collection which
he authorized and the texts themselves would carry the stigma of
being authorial rejects. Both circumstances would make it difficult
to distinguish them from completely spurious texts. Such complica-
tions may be resolved if specialists in intertextual analysis begin to
apply their expertise in this direction. In the meantime, two texts
within the Ovidian penumbra invite a glance here.”

One is the &bellus of six elegiac pieces transmitted under the name
of Lygdamus in Book 3 of the Tibullan corpus. These poems are

13 See Citroni (1995) 460-61.

'* See Barchiesi (1997b) 262.

* On doubtful works of Ovid, see Richmond (1981) and (for Lygdamus) Duret
(1983) 1461-67.
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not ascribed to Ovid in any ancient source or manuscript and they
sound unlike his poetry, but they unmistakably evoke it. The author
declares that he—like Ovid—was born in 43 B.C. and in discourse
about himself he produces lines or half-lines that recur in bona-fide
poems of Ovid.'"* Moreover the plot of the Lygdamus romance has
a curious resonance with Ovid’s life. Unlike every other love cele-
brated in extant Latin poetry, it seems to involve not a liaison but
a marriage. “Neaera” is depicted as a woman of respectable family
whom Lygdamus had married but who has left him, in circumstances
that call to mind Ovid’s report of his marital history at 7r. 4.10.69-70.
The most widely accepted view of Lygdamus now is that he is a
pseudonymous but real coeval from whose poems Ovid later bor-
rowed several lines. But the coincidences between them make it much
likelier that Lygdamus is either the youthful Ovid or a later writer
impersonating the young Ovid."”

The second text falls outside the period of Ovid’s youth, but is
more conveniently dealt with here than later. The Consolatio ad Lwiam
purports to be a funeral piece occasioned by the death of Liwvia’s
son (Augustus’s stepson) Drusus in 9 B.C. It is attributed to Ovid in
the Renaissance manuscripts and editions which are the earliest wit-
nesses to the text and, unlike the Lygdamus elegies, it is very much
in Ovid’s manner. Among modern scholars, however, a consensus
exists that it is not only inferior to Ovid’s best work but contains
anachronisms which preclude its having been written in Ovid’s life-
time. The second issue is evidently more crucial than the first. In
respect of quality, the Consolatio would fit a category of occasional
verse that Ovid is known to have produced but not to have taken
into his canon. A recent reexamination of the Consolaiio comes to
the conclusion that there is no reason to doubt the ostensible date
of 9 B.C."® If that argument holds up, the possibility of Ovidian
authorship would have to be considered afresh.

Owvid’s social attachments are as nebulous as his poetic output dur-
ing the first half of his life. Apart from claiming an early and con-
stant association with other poets, he says little about the circles in

' {Tib.] 3.5.15-20 is the most densely Ovidian passage in Lygdamus, with par-
allels to Ov. 4rs 2.670, Tr. 4.10.6, and Am. 2.14.23-24. But Ovidian phrasing is
found throughout the Zbellus.

'” The fullest statement of the case for thinking that Lygdamus is Ovid was made
by Gruppe (1838) 105-43; the case was later rearticulated by La Penna (1951).

'8 See Fraschetti (1995), with references to earlier discussion.
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which he moved when young. He does not mention what his con-
temporary Seneca the Elder reports, that Ovid participated in the
performances of improvisational oratory regularly put on by profes-
sional and amateur declaimers."” But it thus appears that in contrast
to Virgil and Horace, he could and did avail himself of a lively insti-
tutional culture from the start of his career. The public poetry recital
and the declamation came into vogue at Rome during his boyhood,
and although both media were organized or popularized by the elite,
they offered access to a more diversified public than the entourage
of any individual socialite. Ovid never dissembled his desire to appeal
to a broad audience or his pride in being able to.

Ovid names only two of his attachments among the city’s elite
during his early years. One was to Tuticanus, a senator (or possibly
a knight) and a fellow poet about whom little else is known.” The
more important one was to Messalla Corvinus and, through him, to
his sons Messalinus and Cotta.?’ Roughly twenty years older than
Ovid, Messalla was an aristocrat who initially chose the side of the
Liberators and then of Antony during the civil war that followed
Caesar’s death. But after going over to Octavian in the mid-30s, he
allowed himself to be refashioned into a pilaster of the new regime.
At the same time he became, like Maecenas, a promoter of young
poetic talent. Although it is not certain that Ovid had already formed
a connection with him in the 20s, one had obviously developed by
the next decade, and the poet’s friendship with the family lasted into
the period of exile.

That we know only two of Ovid’s early connections may not seem
surprising. Most of his statements about himself are made in poetic
epistles that he wrote to friends late in life and they naturally tend
to illuminate relationships still current at that point. Some of his
early friends will have died by then, like Messalla himself, or drifted
away, and in addition, Ovid complains, many friends broke with
him when he incurred the emperor’s displeasure.”? But this expla-
nation for his silence only conceals another problem: why are the

19 Sen. Cont. 2.2.8-12. In that passage Seneca incidentally names Arellius Fuscus
and Porcius Latro as two preceptors with whom Ovid studied rhetoric, perhaps as
early as the 20s.

2 Pont. 4.12.19-28; for sources on Tuticanus, see White (1993) 247, no. 57.

I Syme (1978) 114-34.

2 Tr. 1.9.19-20, 2.87-88, 3.5.5~6, Pont. 1.9.15, 2.3.25-30, 3.2.7-16, and 4.3.
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early friends not named in his pre-exilic poetry? Ovid recalls that
both Tuticanus and Messalla encouraged and helped launch his
youthful work (Pont. 2.3.77-78, 4.12.23-25), yet neither man is cel-
ebrated in the Amores or elsewhere, as supporters of Virgil, Horace,
Propertius, and Tibullus were celebrated in their early poems.” How
Ovid’s poems represent his milieu is the issue to be considered next.

2. Quvid’s Prime (13 B.C. v A.D. 8)

Ovid’s biography dwindles to little more than the facts of literary
output from the time the extant books begin to appear until the
year he is banished. The contraction of data has at least the advan-
tage of shifting attention from his hfe to his poems and to the spirit
in which they address the Augustan milieu. But a detailed study is
not here in view. I want only to draw attention to certain panoramic
features of his ocuvre while keeping out of the way of close-ups
offered by other contributors to this volume. For the sake of com-
paring works, it will be best to keep my focus on the surfaces they
present. But hmitations of space would make it impossible in any
case to sound for Ovidian under-meanings here, or to try to recu-
perate a likely reader response on the part of Augustus.

The year 13 B.C. is a somewhat arbitrary point from which to
plot a time-line of the extant books. Although Ovid’s latest works
can be dated to within a year or so, the chronology of the early
ones is tangled and uncertain.”* Since I am concerned with the profile
presented by books overall rather than with individual poems, I
emphasize the dates of books, and of books in the form in which
we have them, which it must be assumed is their latest form. Thus
while some and even many of the Amores may have been carried
over unrevised from books published in Ovid’s youth, all we really
know is that they appear in books produced to satisfy public taste
in or after 8 B.C. If we wish to allow for a period of writing or

% The paucity of references to friends is the more curious because at 7r. 3.4.67-68
Ovid seems to imply that he often paid compliments to them in pre-exilic poems.
Yet he passes up opportunities to name them even where they make appearances
at Rem. 663, F. 4.687, and 6.226 (with 2.27).

# The clues available for dating different components of the Ovidian corpus are
reviewed by Syme (1978) 1-47, though debate about chronology has continued to
be lively.
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rewriting, we must count back a few years from that point, and a
terminus of 13 will serve as well as any. It allows sufficient lead time
for preparation of a new edition of the Amores. It should even accom-
modate publication of the Heroides, which are mentioned in the Amores
but cannot be shown to be earlier than 13 B.C.* And it has the
symbolic advantage of coinciding with Ovid’s thirtieth birthday and
Augustus’s return to Rome from his last lengthy residence abroad.

To relate the work that Ovid produced between 13 B.C. and A.D.
8 to an Augustan discourse known from parallel texts is all but
impossible. There are no Latin prose works extant from this period
and—apart from Ovid’s—few in verse.®® For lack of external com-
paranda, I will try to describe Ovid’s engagement of the Augustan
regime as it develops within his corpus from one work to the next.

Augustus is the focus of fewer than 20 out of 2400 lines in the
collection of Amores which Owvid published in about 8 B.C. There is
one allusion to the German wars (1.14.45-50) and one to the cult
of Caesar (3.8.51-52), but nothing else that touches specifically on
Augustus’s family or his enterprises. Yet Owvid’s reticence in this
regard is only one aspect of a topical spareness evident throughout
the collection. Although the Amores unfold within a contemporary
urban chronotope like earlier elegiac poetry, they contain little sceno-
graphic detail. Apart from his glance at a victory over the Germans,
the one historical event which Ovid mentions 1s Tibullus’s death (Am.
3.9). He names only four of his society friends, writes no occasional
pieces for them, and does not depict his relationships with them.”
Few of the poems evoke specific locations in Rome and they rarely
advert to its characteristic cults or institutions.”® Even where Ovid

% The Heroides will not come into this discussion because they do not obviously
implicate the Augustan milieu. But it is possible to read a political engagement even
in these: see Arena (1995).

% The books which Livy composed during these years have not survived. Horace’s
last book of Odes came out in about 13 B.C. and two of his long literary epistles
may have appeared soon after, but all other verse texts which might date from this
period are suspect, like the Consolatio ad Limam and poems from the Appendix Vergiliana
such as the Elegiae in Maecenatem. Manilius’s astronomical poem did not come into
circulation until after A.D. 8.

77 Friends are named in 4m. 1.9 (Atticus), 2.10 (Graecinus), and 2.18 (Macer and
Sabinus).

8 Sites mentioned are the Via Sacra (4m. 1.8.100), the Atrium Vestae (1.13.19,
where the text is disputed), the Palatine Temple of Apollo (2.2.3—4), unspecified
theaters (2.2.26, 2.7.3), the Forum (1.15.6, 2.17.24, and 3.8.57), the Circus (3.2),
the Temple of Divus Caesar and unspecified shrines of Quirinus, Liber, and Hercules
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could easily have lent his material a topical coloring, as with the
paradigm of the soldier in Amores 1.9 or the lament for Tibullus in
3.9, he prefers to import embellishments from the realms of myth
and literature.

The suppression of topical details may reflect a deliberate effort
on Ovid’s part to efface personal relationships and circumstances
and to direct attention instead to his literary engagement with poetic
predecessors.” But whatever the explanation, the treatment of Augustus
in the Amores fits the same pattern. Too many opportunities of cel-
ebrating him are passed by for us to imagine that the poems are
driven by a panegyrical program. Ovid alludes to a famous paint-
ing in the Temple of Caesar (1.14.33-34) while skirting mention of
either Caesar or temple; he points to the Palatine Temple of Apollo
(2.2.3—4) without naming its builder; he puts the circus races described
in 3.2 under the presidency of a praetor rather than of Augustus;
and the point of his reference to the Sygambrian triumph at 1.14.45-50
is not the glory of empire but the fresh availability of wigs. Worse,
his aside about Caesar’s temple at 3.8.51-52 seems not just not com-
plimentary but derogatory: Ovid mocks at human vanity for presum-
ing to transform Quirinus, Liber, Hercules, and Caesar into gods.”

His few direct references to Augustus, however, are formally enco-
miastic.’® A light wash of fealty was evidently all that Ovid sought
to impart. Late in life he claimed that he had made a point of pay-
ing homage to Augustus in all his books (Ponz. 1.1.27-28), and his
punctiliousness is evident in the Amores. One compliment occurs in
the middle of three introductory poems which open the collection

(3.8.51-52), the Curia (3.8.55), and the Campus Martius (3.8.57). The cults are
women’s cults identified with the poet’s girlfriend: Isis (1.8.74, 2.2.25, 2.13.7-16),
Cybele (2.13.17-18), Ilythyia (2.13.19-22), and Ceres (3.10). The contemporary insti-
tution which Ovid most vividly evokes is the world of the Roman courts: 1.10.37-40,
2.17.24, 3.8.55-58. The only other area in which Roman institutions contribute
significantly to imagery in the Amores is that of the triumph, where Ovid follows
Propertius’s lead: 1.2.23-52, 1.7.35-40, 1.11.25-28, 1.15.26, 2.9.16, 2.12.1-186,
2.18.18.

* Boyd (1997) relates Ovid’s “lack of concern for extraliterary discourse” (66) in
the Amores to his literary aims, and Citroni (1995) 43540 has argued that Ovid
downplayed attachments to particular individuals in order to appeal more directly
to the reading public.

% This passage will scem pointedly anti-Augustan if it is read as a critique of
the dynasty, less so if read in the context of other free-thinking sallies regarding
the divine in book 3: 3.3.23-26, 3.6.17-18, 3.9.32-36, 3.12.19—44.

U Am. 1.2.51-52, 2.14.17-18, 3.9.63-64, 3.12.15-16.
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(1.2.51-52) and a recusatio motif is sounded near the close (3.12.15-16).
That they are slight 1s a quality they share with all other background
features.

By the time Ovid published the Ars Amatoria some six or seven
years later, his scenography had altered markedly.”? The Ars exudes
urban hipness and its references to specific sites and institutions are
a part of the effect. In the first book alone, Ovid points to the
Theater of Pompey and the Theater of Marcellus, the Portico of
Livia, the Palatine Temple of Apollo, the Temple of Isis, and Caesar’s
Forum. He alludes to the Matronalia and the Sigillaria and to city
cults of Adonis, Cybele, and the Jews. He conjures up races in the
Circus, gladiatorial matches in the Forum, a naumachia, and a tri-
umph. As features of the Roman backdrop come into focus, the
presence of Augustus becomes more distinct as well. This time Ovid
pauses to inform the reader that such-and-such a monument com-
memorates a victory of Augustus or was erected by his wife or sis-
ter or son-in-law (3.389-92). The naumachia is a spectacle which
Augustus had staged only a few months earlier (1.171-76) and the
triumph is the triumph to which all look forward when his son Gaius
returns from campaigning in the East (1.177-228).

The three books of the Ars devote more than five times as many
lines to Augustus as the Amores and the range of reference is wider.
Ovid now takes note of the emperor’s family, entertainments, for-
eign policy, and building program. His exaltation of Rome as the
capital of the world (drs 1.51—66 and 3.113-28) can be considered
a tribute to what Augustus had wrought, if not directly to the man
himself. Ovid could declare in perfect truth that “I described the
times as happy under his governance” (7r. 1.2.103).

Augustus cast a long shadow over Ovid’s poem, however. The A4rs
in its present form came into circulation only months at most after

82 The terminus post for the enlarged, three-book edition of the Ars that has come
down to us is late 2 B.C. Preparations for the send-off of Gaius Caesar to the East,
which is the latest datable element mentioned (1.177-204), belong to the end of
that year or the beginning of the next. A ferminus ante of A.D. 2 seems to be estab-
lished by the Remedia Amoris which is a sequel to the Ars. At the time it was writ-
ten, Gaius had arrived in the East but not yet effected a settlement with the Parthian
king (Rem. 155-58 and 224). Murgia (19862 and 1986b) downdates the three-book
version of the Ars to A.D. 8 on the basis of verbal parallels between the Meiamorphoses
and Ars 3. But his argument posits an analogy between intertextual influence and
manuscript stemmatics which I do not believe is valid. (On the relationship of Med.,
Ars, and Rem., see also Watson, ch. 4 below.)
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the discovery and punishment of Julia’s adulterous intrigues in 2
B.C.** Until then, although Augustus’s adultery law had stood on
the books for a decade and a half, his own conduct might have
encouraged doubts that it was to be taken seriously.** Ovid at least
had not shied from joking in the Amores that adultery was one of
Rome’s hallowed traditions (3.4.37—40). But with the execution or
exile of Julia’s lovers he shifted into reverse. The Ars is posted with
repeated warnings that it is off limits for the respectable women
whose behavior the law had in view.® Its argument is punctuated
by asides dissociating the relationships treated in the poem from mar-
ital relationships.*® And Ovid half-heartedly attempts to sanitize his
material. Among the erotic scenarios he had dramatized in the Amores,
several had involved triangular relationships in which the third party
was a fatuous or jealous husband. When he recycles them in the
Ars, however, the husband figure is bleached into a mere rivalis.”’
Ovid’s tinkering reveals plainly enough that, however impervious
he was to the spirit of Augustus’s moral legislation, he was anxious
about its letter. He warns off matrons rather than husbands because
the law was essentially concerned with the behavior of women, and
specifically of those women who enjoyed some standing in Roman
society. What men did was regulated only when it affected a woman
in that category. The law did not prohibit a man from enjoying sex-
ual relations with slaves, prostitutes, or non-citizens whether he was
married or not.*® Having brought the Ars into compliance with the
law, Ovid was satisfied that he had rendered it unobjectionable.*

% Syme (1984) 923.

* On the notoriety surrounding Augustus’s own affairs in this period, see Cass.
Dio 54.16.3 and 54.19.3. Between passage of the law and the Julia scandal, only
two prosecutions are recorded. In one, Augustus let the defendants off (Cass. Dio
54.16.6); in the other, the defendant was represented by Augustus’s cousin and by
Maecenas, and he was aided by an intervention on the part of Augustus himself
{Cass. Dio 54.30.4).

¥ Ars 1.31-34, 2.599-600, 3.57-58, 3.483, and 3.613-16, plus a reminder at
Rem. 386.

% Ars 2.153-56, 2.388, 2.545-46, 2.597-600, and 3.585-86.

% Ovid’s most ostentatious removal of husbands from the dramatis personae occurs
at Ars 3.611-16. As Stroh (1979) points out, language implying adultery is confined
to sections dealing with mythical exempla, where Ovid could count on its being
non-controversial.

*# McGinn (1998) 140-215.

* It is possible that Ovid’s accommodations to the adultery law belong to the
second edition of the Ars and were one goal of it. If arfes teneri profitemur amoris at
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Nevertheless, shortly afterward he turned from erotic themes to
two projects which were more ambitious, more erudite, and more
politically engaged, though the meaning of that engagement has been
vigorously contested.*” Ovid’s most lavishly Augustan work was to
be the Fasti, which remained unfinished and unreleased at the moment
of his death, where I will return to it. The other was the Metamorphoses,
an intricate chain of tales about creaturely and cosmic transforma-
tions in fifteen books. Augustus takes up a relatively small amount
of space in it. Except for one allusion at a significant juncture in
Book 13 (line 715), he is not evoked at all between the first book
and the last. But structurally he has a more salient role than in any
previous Ovidian work, as the end point of an arc that joins the
framing books.*" The first human metamorphosis described in the
poem is inflicted on Lycaon who “laid a plot” (198) against Jupiter
when the god walked the earth in human guise. Jupiter reports the
attempt before a council of the gods which Owid likens to a gather-
ing of Roman senators, and they clamor for punishment “even as
when an unholy gang sought madly to drown the Roman name in
Caesar’s blood” (200-201). The punishment of Lycaon is followed
by a world-wide flood that is sent to destroy his wicked race.

After being thus previewed in Book 1, the assassination of Julius
Caesar is treated at length in the last book, where it initiates the
climactic metamorphosis of the poem (746-870). Ovid recreates the
atmospherics of the Lycaon story. The plot against Caesar unfolds
amid portents of cosmic disorder and is the subject of anguished dis-
cussion among the gods. Olympus again takes on a strong likeness
to Rome: the Fates staff a record-office that is modeled on a public
tabularium (808—15). Although the mortal Caesar succumbs to the plot

Am. 2.18.19 indicates that Ovid was already at work on the Ars six years earlier
(as is widely believed), the Julia scandal in 2 B.C. may have been what prompted
him to revise. Book 3, which certainly belongs to the second edition, contains three
of the five warnings to matrons in the Ars.

* For an orientation to recent writing about the politics of the Fasti, see Fantham
(1995a}; for the Metamorphoses, see Bretzigheimer {1993). The question of Ovid’s sub-
servience or resistance to the Augustan regime has a striking parallel in the cur-
rent debate over the music of Shostakovich—with the difference that in Ovid’s case
there is no purported deposition from the principal.

* Ovid adumbrated his design in a letter to Augustus: prima surgens ab origine mundi/
in tua deduxt tempora, Caesar, opus (Tr. 2.559~60). Buchheit (1966) 89 and Davis (1980)
note the structural relationship between the Lycaon and the Caesar narratives.
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against him, his soul survives to be transformed into a watchful and
beneficent comet, and his son Augustus then takes charge of bring-
ing order back to earth. After praising Augustus’s performance as
warrior, legislator, reformer, and establisher of a dynasty—it is the
most comprehensive encomium in all the poems—Ovid draws the
analogy which has been implicit throughout: “Jupiter rules the citadel
in heaven and the world’s three realms, while earth is in Augustus’s
power. Each is father and ruler” (858-60). The comparison works
to the advantage of Augustus, who has been able to redress crime
on earth by less drastic means than Jupiter.

The Metamorphoses had just begun to circulate in draft when Ovid
received the shock that ended his career in Rome. By every index
he had been a success until that point. He owned a town-house on
or near the Capitoline (77. 1.3.29-30), a wvilla in the hills on the
northern outskirts of Rome, and a family estate near Sulmo (Pont.
1.8.41-48).* His third marriage had strengthened his ties with the
Roman aristocracy and opened a channel of influence to the emperor’s
wife.* Copies of his work were collected in the new state libraries
(Tr. 3.1.65 and 71) and his poems had enough popular appeal that
some had been adapted for balletic performance in the theaters (7.
2.519-20). By his own estimate, his literary reputation now equaled
that of the great poets of his age (77. 2.119-20, 4.10.125-28). Some
of his long-time friends would soon reach the peak of distinction and
influence in Roman society: Fabius Maximus was to become consul
in 11 and Pomponius Graecinus in 16.* Ovid himself, by virtue of
his marriage and his talent, had amassed the social capital to orga-
nize a salon in his own right (77. 1.9.17-18 and 4.10.53).

¥ The Times of London recently reported that Italian archaeologists have unearthed
what they believe to be Ovid’s villa (21 September 2000).

¥ Marcia, whose protegée Ovid’s wife was, was in her turn a confidante of Livia:
Tac. Ann. 1.5.2.

* Servius Cornelius Lentulus Maluginensis, consul in A D. 10, may be another
of Ovid’s aristocratic friends from the pre-exilic period. At F. 6.226—-34 Ovid quotes
from a conversation he had with the wife of the flamen Dialis. Maluginensis was the
incumbent of that office when he died in 23 (Tac. 4Ana. 3.58 and 4.16.1) and he
may already have been serving at the time of Ovid’s consultation two decades
carlier.
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3. Ouvid in Exile (A.D. 8 to 17)

In the latter half of A.D. 8, just after Ovid had turned 50, Augustus
banished him to the Black Sea port of Tomis in present-day Romania.*
The circumstances remain obscure because our sole informant is
Ovid, who did not wish to be explicit about them.*® Possibly Augustus
sentenced him after a formal hearing that would be one of the first
exercises of the independent judicial power which the emperors
acquired under the principate. Yet Ovid does not indicate that he
was tried, only that he was expelled, and Roman legal historians
have voiced increasing skepticism that the criminal jurisdiction which
emperors exercised in the Severan Age was already in vigor under
Augustus.* Augustus may have acted simply by fiat.

As for the offense, Ovid reports that it was twofold (77. 2.207).
His Ars Amatona, which had been in circulation for eight or nine
years, was at this late hour denounced as a provocation to adultery.
To this charge Ovid replied within the year in an open letter to
Augustus nearly 600 lines long (7ristia 2). For all its swerves into
self-abasement, it is one of the most outspoken manifestos addressed
by any subject to any emperor during the principate.

The other charge, which Ovid considered more pernicious (Pont.
3.3.72), concerned an incident he refuses to specify. He insists repeat-
edly that his own part in it amounted to a fault or a mistake rather
than a crime, but does admit that he witnessed serious wrongdoing
(Tr. 3.6.25-36). Whatever Ovid did or failed to do on that occasion,
Augustus considered his behavior a personal injury (7r. 2.209-10).

Ovid’s hints about his misdeed stop there. But a majority of mod-
ern readers believe that he was banished in consequence of a scandal

# The year is fixed by a number of statements Ovid makes. He says that the
catastrophe befell him after ten /lustra or fifty years (77. 4.8.33, 4.10.95-96), which
dates it after March 20th of the year 8. In Epistulac ex Ponts 4.13 he describes a
poem he has composed about Augustus’s apotheosis and mentions that he is writ-
ing during his sixth winter in Tomis. Since Augustus was made a diuus in September
of 14, Ovid’s sixth winter should be that of 14/15, putting his arrival in Tomis
after the spring of 9, which is consistent with his having left Italy in December of
the year before (7r. 1.11.3-4).

% The fullest collection of Ovidian statements on the subject is Owen (1924)
1-19. The fullest repertory of modern hypotheses is Thibault (1964), but specula-
tion has continued.

Y See Kelly (1957) 37-46 and Bleicken (1962) 66-78. That Augustus already
exercised a criminal jurisdiction is however accepted by Millar (1977) 523-24.
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surrounding Augustus’s granddaughter Julia. This episode too is poorly
documented, but known details mesh with Ovid’s information.*® Both
events can be dated to the same year. The allegations of adultery
against Julia would help explain the renewed topicality of the Ars.
Ovid characterizes his injury to Augustus in language colored by the
contemporary discourse about treason (laesa maiestas), which was also
made an issue in the Julia affair. And in one place he lets it be
known that connections with the palace family had something to do
with his catastrophe.®

Augustus issued public notice of Ovid’s expulsion (77. 2.135-38)
and had the Ars and perhaps the rest of his books cast out of the
public libraries (7r. 2.8, 3.1.65-68). He allowed him to retain his
citizen status and his material assets (77. 5.2.56-57, 5.11.15), but
interned him—on purpose, Ovid believed (77. 1.2.90)—in an out-
post that exquisitely revenged the glamorization of swinging Rome
in the Ars. “No one who has been banished has had a more remote
place assigned to him than I” (7r. 2.194). In December, leaving his
wife to be his advocate at home, Ovid embarked on a journey by
sea and land that brought him to Tomis in the following spring.

Unlike Cicero, who could produce nothing during periods when
his enemies barred him from Rome, Ovid wrote constantly in exile.
Leaving doubtful works out of the reckoning, during his eight or
nine years in Tomis he published the five books of the Tristia, the
four books of Epistulae ex Ponto, the Ibis, and two pieces in honor of
the imperial house, and he began to rework the Fasti. As striking as
his productivity 1s his ability to publish at such a distance from the
capital, and that after having been publicly excoriated by the emperor.
Untl the second century, Latin literature remained almost entirely
the product of writers domiciled in Rome. Yet Ovid was able to
sustain a literary presence there for nearly a decade after his enforced
departure.® It can be assumed that his wife and unmentioned members

*# See Syme (1978) 219-21.

® In Tristia 3.4 Ovid cites his own sorry experience in support of an admoni-
tion to others to avoid nomina magna (4), praelustria (5), potentes (7), and nmimium sub-
limia (31). This is not how he speaks of any of his other society friends, and as if
to emphasize that he means denizens of the palace, he adds that, brilliant though
they are, they have a singular potency for harm: wiue iibi, quantumque potes praelustria
wita: /saeuum praelustri fulmen ab arce wemit./nam quamquam soli possunt prodesse potentes,/
non prosit potius, siquis obesse potest (5-8).

% Despite occasional passages like Pont. 1.5.71-86 in which Ovid despairs of
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of his household were important intermediaries in that operation and
other agents can also be glimpsed. The Brutus who recetves Ex Ponto
1.1 and 3.9—apparently the end-pieces of a collection of exilic verse—
1s thought to be Owvid’s publisher, while the anonymous addressee
of Tristia 3.14 seems to be a bookseller.”!

Most of the exilic poems are cast in the form of letters into which
Ovid pours out his lamentations or his pleas to friends with influence
at court. He says himself that the utilitarian aim of the Trstia and
the Epustulae ex Ponto gives them a different quality from his earlier
poems {Pont. 3.9.55-56). They also present an optic that is new. They
display a profusion of similes and other images that occur nowhere
else in Ovid’s work (and in some cases, nowhere else in Latin liter-
ature). There is a strong visual element also in his reports of life at
Tomis, for many aspects of which he is a unique though suspect
eyewitness.”? Vignettes of Rome are even more frequent, as Ovid
practices the calisthenics of visualizing all he can remember of his
old life.

Rome impinges in another way as well: for the first time, topics
relating to Augustus proliferate freely in Ovid’s poems. In the Amores,
the Ars, and the Metamorphoses they were progressively more promi-
nent, but they were integrated into poetic schemes that were inde-
pendent of them. In the exilic poems, however, Augustus is a constant
preoccupation and all manifestations of his hegemony engage Ovid’s
attention.”® A clear sign of the shift is that these poems are filled
with references to Augustan military enterprises, a topic from which
Ovid had earlier sought to keep his distance (dm. 3.12.15, F. 1.13-14,
Tr. 2.529-30).

being read in Rome, it is clear that he was sending material to be published there,
that he thought it was circulating, and that it was in fact circulating: 7r. 3.14.25-26,
5.1.1-2, 5.12.65-66, Pont. 2.5.9-10 and 33-34, 3.4.3-6, 3.9.1-2 and 51-56, 4.6.17-20,
4.9.131-34, 4.16.1—4. At Pont. 3.1.49-56 he claims that exile had made him more
renowned than ever.

1 Kaster (1995) 212 has offered compelling reasons to doubt the usual view that
the recipient of 77. 3.14 is Augustus’s librarian C. Iulius Hyginus. The whole tone
of lines 5-18 (especially conficis in 5 and palam in 18) suggests a bookseller.

2 Over the last thirty years scholars (mainly from eastern Europe) who have
compared Ovid’s picture of Tomis with archaeological and other data about the
region have been pointing out elements of stylization if not fiction in the former;
the sources are conveniently assembled by Williams (1994) 3-8.

% See Millar (1993).
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One reason for the change of orientation toward Augustus is that
the epistolary format does not impose a distinct thematic of its own.
As letters to contemporaries, the Tristia and the Epustulae ex Ponto
were bound to absorb more of a contemporary imprint than a poem
like the Metamorphoses. It is also relevant that many of the persons
to whom Ovid is writing have close attachments to Augustus: it is
because they are in a position to intercede that he writes to them.
What he says on the subject of Augustus is not only a reflection of
his own concerns but is also intended to broadcast their loyalism.
Yet surely the most important explanation for his obsession with
Augustus in the late poems is autobiographical. An unlooked-for con-
nection with Augustus late in life finally impelled Ovid into occa-
sional verse, though it was his own life that supplied the all-important
event.

When Ovid published the letters comprised in the T7istia, he sup-
pressed the names of the recipients because he feared that they might
feel compromised to be associated with him. But four years into his
exile, he was sufficiently emboldened to identify most of the addressees
in a second set of verse epistles he produced. Twenty-one correspond-
ents are introduced in the Epistulae ex Ponto and letters to them pro-
vide details about four further connections. This one collection reveals
more about Ovid’s place in Roman society than we know for any
other Augustan poet except Horace.”*

No Latin poetry book, however, gives an unfiltered impression of
a poet’s friends. In Ovid’s case, we must bear in mind that the mass
of his correspondence in this period was conducted in prose (Pont.
4.2.5-8) and that the prose letters were not published. His verse let-
ters were almost certainly reserved for the more privileged among
his friends. Yet not even they are represented in the strength in
which they mustered before his disgrace. What we perceive in read-
ing the Epustulae ex Ponto is a severely damaged network under repair.
As noted earlier, Ovid complains that many old friends abandoned
him when he ran afoul of Augustus. Another part of his network
must have been liquidated when the younger Julia and her satellites
fell, if it is true that Ovid was linked with them. In neither case can
we expect letters documenting these relationships. At the opposite

% On Ovid’s social connections see Syme (1978) 76-93 and White (1993) Appendix
2B.
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extreme, there are many letters which show Owid grappling for new
connections. He reaches out to relatives of his family and friends,
to intimates of the poet-prince Germanicus (with whom he had some-
how failed to strike up an acquaintance before his exile), and even
to notables of purely local influence in the region where he was
interned.

There remains a core of some fourteen correspondents whose
friendship appears to have carried over from the period before his
exile. A little over half of them receive entreaties to intercede for
him, and not surprisingly these include the rising senators Cotta,
Fabius Maximus, Sextus Pompeius, and Pomponius Graecinus. But
there are also some whom he does not press for aid and to whom
he does not offer the penitent rehearsals of his fall that are so com-
mon in other letters. These friends—Albinovanus Pedo, Atticus,
Cornelius Severus, Junius Gallio, Macer, and Rufinus—are less emi-
nent than the first group. Only Gallio and perhaps Macer were sen-
ators. More significant is they they are mostly fellow poets (though
Gallio was a rhetorician). It appears that Ovid was still able to count
on the sympathy of friends in the literary community and that with
them he felt no need to excuse himself.

The sequence of the Epistulae ex Ponto can be traced down to
approximately the spring of 16.° In the following year, according
to Jerome’s chronicle (p. 171 g Helm), Ovid died and received bur-
ial in the region where he had languished. He left behind the first
half of a poem on the Roman year which he had begun a decade
and a half earlier and with which he was still (or again) occupied
in the years just prior to his death.

Of the major Ovidian works, the Fasti most openly invites a read-
ing in terms of Augustan ideology, whether with or against the grain.
Its stimulus to both political and poetic analysis explains in part why
it has elicited some of the most intelligent writing on Ovid in recent
years. Yet in contrast to some poems of Virgil, Horace, and Propertius,
it has rarely if ever been perceived as an officially inspired work.
Ovid nowhere hints that Augustus encouraged him to write the Fasti
and critics have been loath to imagine a rapprochement between
them after the Ars. The calendar poem appears instead to be a spon-

> Pont. 4.9 was written to hail Pomponius Graecinus on his inauguration as
suffect consul in that year.
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taneous response to Augustus’s remodeling of an institution that
ordered the activities and molded the consciousness of every Roman.*®
Awareness of the calendar had been heightened not only by the
addition of many new festivals honoring Augustus but also by his
supervisory interventions as pontifex maximus. Just a decade before
Ovid began the Fasti, Augustus executed an important correction of
the calendar and took title to the month now named for him.”’

By noting in the proem that he would sing about “the altars of
Caesar and holydays he has added to the year,” Ovid encouraged
readers to discover a panegyrical tendency in the Fast.’® His choice
of material would have pointed that way in any case. A treatment
of Rome’s annual festivals offered many more cues for paying homage
to Augustus than the plan of any previous work.” But numerous as
the Augustan anniversaries were, they did not engross the entire cal-
endar,* and they do not fill Ovid’s poem about it. More often than
not, Ovid skips mention of Augustus when declaring the theme of
his work, as in the opening couplet, “I will sing of the arrangements
of time across the Latin year and the reasons thereof, and of the
constellations as they rise and sink beneath the earth.”® Moreover,
as has often been pointed out, the lore about constellations to which
Ovid alludes here played no part in official versions of the calen-
dar. The decision to include it further diluted the Augustan mater-
ial in the Fast. Ovid thus seems to have adhered to the strategy
evident in his earlier work, which was to integrate Augustus into a
poetic design without putting him at the center of it.

In the counterpoint between Augustan and non-Augustan parts of
the Fasti and between what Ovid articulates and what he leaves
unsaid critics have detected a subversive edge which is crucial to

% See Beard (1987).

%7 Suet. Aug. 31.2, Cass. Dio 55.6.6, Macr. Sat. 1.14.14. Wallace-Hadrill (1987)
takes the Fasti as a response to Augustus’s systematic inscription of himself in Roman
schemes of recording time, from the official calendar to the triumphal fasti on the
Parthian arch and the great sundial on the Campus Martius.

% F. 1.13-14, similarly F. 2.15-16. But it is outside the poem, in a verse letter
to Augustus, that Ovid makes his broadest claim for the Augustocentrism of the
Fasti: id . . . tuo nuper scriptum sub nomine, Caesar/et tibi sacratum . . . opus (Tr. 2.551-52).

* See the table of Augustan holidays in Herz (1978) 1148-49.

® For the limits of Augustus’s appropriation of the calendar, see Riipke (1995)
396-416.

S0 F. 1.1-2, repeated in varied form at 4.11-12. Other passages which charac-
terize the Fasti without reference to Augustus are 1.101, 2.7, 3.177, 6.8, and 6.21-24.
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most current interpretations of the poem. Rather than scrutinize the
text from this perspective, however, I want to redirect attention to
the surface panegyric and to make two points about it. The first is
that Ovid handles Augustan material in the Fastz with the same free-
dom and ingenuity as other components of the poem. He has com-
posed entries regarding Roman festivals, rites, foundations, and
anniversaries for about 75 days out of the six-month period he covers.
Seventeen of those days commemorate events involving Augustus or
his kin, the entries for which vary greatly in scale. Some have been
worked up into elaborate set-pieces, like £ 1.589—616 (January 13th)
and 5.549-98 (May 12th), while others are despatched in a couple
of lines, ke #. 4.347-48 and 627-28 (April 4th and 13th respec-
tively). On two occasions, Ovid does not bother to spell out the
Augustan connection of anniversaries he registers, and there are days
that could be linked to Augustus which he skips over altogether.®
Still, he often opts to deselect or deemphasize non-Augustan anniver-
saries in the same way, and that suggests that when he downplays
Augustan material, his reasons may have as much to do with poetic
economy as with politics.

In any case, Ovid’s freedom to manipulate what the calendar pre-
sented was not limited to making cuts. Often he imports mention
of Augustus and his house into contexts where the calendar did not
call for it, establishing a regular tempo of praise even though the
Fasti does not notice every relevant anniversary.”® Book 6 on the
month of June provides the clearest illustration. Ovid found no major
feast in honor of Augustus in June and turned a dedication by Livia
on the 11th into his only entry concerning an Augustan anniversary
(F. 6.637—48). But he also contrived to work in references to Augustus
at five other points during the month.*

% For March 30th (¥. 3.881-82) and April 13th (4.623-24) the Augustan link is
specified by sources other than Ovid; see Bomer, F. For Augustan anniversaries
which Ovid opted not to include, see Syme (1978) 23-29, with the response of
Herbert-Brown (1994) 215-33.

% The Sementiva in January (F. 1.697-704), the dedication of the temple of Juno
Sospita on February 1 (2.63-66, on which see Herbert-Brown (1994) 33-43), the
Cara Caristia on February 22 (2.635-38), the dedication of the temple of Minerva
on March 19 (3.848), Ceres’ feast in carly April (4.408), and the Parilia on April
21 (4.859-62).

% F. 6.91-92, 455-58, 465-68, 763-70, and 809.
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The build-up of Augustus in the Fast rests on more than a simple
accumulation of compliments. It is partly an effect of the way he is
presented in relation to others. Because he and relatives of his are
the only living persons noticed in the poem, he completely eclipses
all contemporaries. He is often made to overshadow Romans of times
past as well. In describing the cult of the Great Mother, for example,
Ovid notes that a temple built by Metellus has since been replaced by
a new one which Augustus built (#. 4.347-48). Under the calendar
entry for June 9th he recalls Crassus’s defeat and death in Parthia®
and credits Augustus with having avenged the loss (F. 6.463-68). A
passage commemorating Caesar’s assassination on March 15th segues
into a celebration of Augustus’s political debut (F. 3.697-710). The
anniversary of Augustus’s recognition as “Father of the Fatherland”
serves to launch an extended comparison extolling Augustus over
Romulus (F. 2.127-44). Although the surface panegyric is necessar-
ily communicated by less subtle means than any undercode, it is a
carefully plotted feature of the poem’s design.

One of the most intriguing things about the Augustan panegyric
in the Fasti is that Ovid began to alter it when he was part-way
through.®® That brings me to the second point, which is that the
poem presents concurrent strategies of praise in operation at the
same time. Ovid claims that twelve books were already written down
in some form at the time of his catastrophe in the year 8.° Yet the
version that has survived comprises only six books, parts of which
were not composed until after the death of Augustus six years later.

% Owid never refers to Augustus’s own sorrows or setbacks in the Fasét—not, for
example, to the anniversary of his son Gaius’s death in February, or to the mili-
tary alarms on which the exilic letters harp so often.

% On Ovid’s revisions to the Fasti, see especially Fantham (1986) and Herbert-
Brown (1994) 173-214.

7 At Tr. 2.549 Ovid tells Augustus sex ego fastorum scripsi lotidemque libellos, where
sex fotidemque appears to be a metrically workable paraphrase for duodecim, as it cer-
tainly is at F. 6.725. While it is possible either to tease a different sense from Ovid’s
words or to think that he was fibbing in order to impress Augustus, it is not impos-
sible to accept his statement as it stands. Ovid could have drafted a full treatment,
even a metrical treatment, of all twelve months, but unless the later books adhered
to the same format as the earlier books, they would have been awkward to com-
bine in the same edition. Broadly speaking, extant books of the Fasti follow a three-
part recipe comprising introduction, official anniversaries, and star-myths. Although
the core of the poem (as of the calendar) consisted of the anniversaries, if the last
six books contained only those, they would have seemed deficient in comparison
with the first six.
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With the change of regime, Ovid evidently undertook a revision
which he did not live to complete. And not only did he not finish
work on the second half of the poem. He did not fully revise the
first six books, since some parts now presuppose that Augustus is
dead while other parts presuppose that he is alive.

It is impossible to determine exactly how much of the existing
text predates Ovid’s exile and Augustus’s death and how much was
rewritten afterward. What no one disputes is a minimum: that a
series of indications in the first book and one in Book 4 guarantee
at least their immediate contexts as post-exilic.®® If that evidence can
fairly be interpreted to mean that the first book was substantially
revised but the other five books underwent little or no change, then
the thrust of Ovid’s revisions would be clear. He was in the process
of converting the praise of Augustus into a more broadly targeted
panegyric of the imperial house.®

This shift of strategy emerges right at the opening of the Fust,
which in its revised form is addressed to Germanicus (Augustus does
not appear as dedicatee until Book 2). But the new plan accommo-
dates Tibertus and Livia as well. Ovid has shoehorned two compli-
ments to Livia into Book 1, including a famously malapropos prediction
of her deification.” He spotlights Tiberius four times in the course
of the book and promises that the Fas#i will often mention him.”
Yet Tiberius is not mentioned in any other book—not even on the
anniversary of his adoption by Augustus in June—so this emphasis
must have been absent from the original conception.”

As Ovid began to write in compliments to other members of the
family, he also downgraded Augustus’s importance in the book.
Passages about him have been turned into praise of the dynasty, in

¢ Demonstrably late passages include Ovid’s addresses to Germanicus at 1.1-26,
63, 285-88, 590, and 701, his references to the succession of Tiberius at 1.533-36
and 615-16, his account of the Temple of Concord at 1.637-50, and in Book 4,
the lament on his exile in lines 79—84. However, it would be unwise to assume
that Ovid tagged every revision he introduced with an indication of its lateness.
Revisions are likely to be more numerous than those we can prove.

% This inference is the more likely to be correct in that a parallel progression
can be seen in the exilic letters.

7 The prophecy is at F. 1.535-36. For the incongruity of Livia’s appearance at
1.649-50, see Herbert-Brown (1994) 165-71.

7" The promise is made at F. 1.9-12, after which Tiberius is introduced at
1.533-34, 613-16, 645-48, and 707-8.

™ See Syme (1978) 28-34.
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the same way that in the first version passages about others were
often made the foil for praise of Augustus. The anniversary of the
day on which he received the name “Augustus,” for example, is used
not to celebrate him but to advertise an honorific which Tiberius is
now assumed to bear (. 1.591-616). In an entry which commemo-
rates the dedication of the Altar of Augustan Peace, Augustus is not
mentioned. Instead Ovid praises the domus as the guarantor of peace
(F. 1.709-22). “There is not one anniversary in January, in fact,
which lauds Augustus purely in his own right.””® The deemphasis
is so consistent that one is bound to wonder whether Ovid might
not have suppressed entire sections about Augustus when he revised
Book 1. Four of the anniversaries which Syme noted were missing
from the Fasti fall in January.”

It is rare to find a Latin poem which is so tangibly a composite
of different states and intentions, and more remains to be done with
the opportunity we have been given. For one thing, the complica-
tions that Ovid’s rewrite poses for subversive readings of the Fasti
have not been completely sorted through. Rather than a surface at
odds with its undermeaning, the poem presents fwo surfaces, one of
which in some degree undoes the other. How does a strategy of sub-
versive reading proceed when it is applied to a surface which is itself
subversive of another surface? The Fasti also provides a valuable ref-
erence point for thinking about the problem of second editions in
Ovid. As the one case study we have of a revision in progress, it
can help illuminate other parts of the corpus where Ovid revised
but left no traces.

™ Herbert-Brown (1994) 219.
™ January 7th, 8th, 11th, and 17th, for which see Syme (1978) 23-29.
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CHAPTER TWO
OVID’S LANGUAGE AND STYLE

EJ. Kenney

Lingua Latina apud eum metro dactylico, cui natura repugnat, adeo
videtur aptata, ut levissimos ac facillimos Ovidi versus legentes plane
obliviscamur ilud metrum primo tam fuisse alienum ab ingenio lin-
guae Latinae, et paene audeamus dicere Romanos exempla Graeca
arte vicisse.

Bednara (1906) 604 = 120

In Ovid the Latin language seems to be so well adapted to dactylic
meter, though resistant to it by nature, that as we read his smooth
and easy verses we quite forget that this meter was originally so for-
eign to the natural character of Latin, and we almost dare to say that
the Romans have excelled their Greek models in technique.

The Elegiac Poems

“Nihil quod tetigit non transformauit.” Ovid was from first to last
a worker of metamorphoses. The first transfiguration in his poetic
oeuvre occurs in the opening lines of the Amores, where he tells how
Cupid transformed his hexameters into elegiacs by docking every
second verse of a foot.! It may seem obvious that what differentiates

! The technical implications of this conceit deserve attention. Ovid’s readers would
have been well aware that the change could not be effected simply by docking the
hexameter of its last foot. What it entails is the removal of a hypothetical com-
pound foot made up of the second elements of the third and sixth feet. That pos-
tulates a metrical scheme for the hexameter corresponding to one of the two
alternative analyses of the pentameter attested by the ancient grammarians (Mar.
Vict. GLK 6:109.29-110.16, Ter. Maur. GLK 6:377.1753-1800). This lends point
to Ovid’s pained expostulation to Cupid: what business has he to meddle in this
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elegy from epic is the pentameter, but it is precisely Ovid’s handling
of the pentameter that is central in any discussion of the style of his
elegies. Ovid himself, in this witty conceit of Cupid’s hijacking the
role of Apollo, has slyly and allusively identified this crucial techni-
cal point.

But there is more to it than that. The words arma graui numero uio-
lentague bella create expectation of an epic; and the distribution of
consonants and the sequence of vowels specifically invoke the first
and second proems of the Aenerd.* Virgil’s poetic progress had been
“from relatively small to ever greater compositions. . .a model for
many poets and writers to come.” Ovid’s ostensible claim to have
started with epic and abandoned it for elegy reverses this canonical
sequence and implies a deliberate promotion of this comparatively
humble genre. Though he did eventually write an epic which, indi-
rectly but unmistakably, challenged the Aened, it was with elegy,
when the crunch came, that he found his poetic identity to be bound
up;* and his claim to have done for elegy what Virgil did for epic
(Rem. 395-96) if anything understates his achievement as poetic
empire-builder. As Virgil had reshaped the hexameter that he had
inherited from Ennius, Catullus, Lucretius, and Cicero,” so Ovid, no
less masterfully,® remolded the distich as he found it in Gallus,
Propertius, and Tibullus into a uniquely flexible and adaptable instru-
ment, giving it what was to prove its definitive form through twenty
centuries.’

highly specialized field? Metrical technicalities are the province of the Muses (cf.
Hinds (1987a) 16-17).

? McKeown 2:11-12.

% von Albrecht (1997) 1:702; cf. Clausen {1987) 1.

* For reasons of space no examples from the exile poetry figure in this article,
but the omission is not to be construed as a reflection on their technical quality:
see, €.g., Kenney (1992a) xxi—xxi, Williams (1994) 50-99, and chapter 11 below.

* Cicero’s role in the evolution of Latin verse technique is too often underval-
ued: see von Albrecht (1997) 1:539, Clausen (1982) 178: “Neither as a poet nor as
a critic of poetry is Cicero to be ridiculed: he was ... as good a poet as a highly
intelligent man who has never experienced the sacred rage can be.”

¢ “[Tlhe Roman attacks the problems of the transfer of Greek metrical forms
to Latin with great determination. One cannot help admiring the dexterity with
which Ovid lightened the Roman elegiac, even if in doing so he overworked his
scanty supply of iambi” (Gildersleeve ap. Miller (1930) 354). Ovid had once been
Gildersleeve’s favorite poet (Miller (1930) 401).

7 Cf. Wilamowitz (1924) 1:240. Generations of English schoolmasters and classi-
cal dons have demonstrated the versatility of the Ovidian couplet, none more bril-
liantly than B.H. Kennedy and W.H.D. Rouse: the former in, for instance, his
rendering of the summons to a committee meeting called to consider a proposal
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The ease and fluency of Ovid’s writing is highly deceptive. To
reverse Sheridan’s dictum, “easy reading’s damned hard writing.”
What Macaulay said of the Metamorphoses applies with equal force to
everything Ovid wrote: “in...the art of doing difficult things in
expression and versification as if they were the easiest in the world,
Ovid is incomparable.”® Macaulay’s “as if” betokens the literary
artist’s awareness of what Ovid’s critics have often failed to grasp,’
that—as with another deceptively fluent writer who has much in
common with him, P.G. Wodehouse!®—this apparent ease is grounded
on an Alexandrian bedrock of love and respect for language (tem-
pered always with readiness to take liberties in a good cause) and
sheer hard work: philologia and agrypnia.'’ The straightforwardness and
indeed ordinariness that scholars identify as his stylistic trademarks'?
are the product of innumerable discreet manipulations of meter, dic-
tion and syntax. In the words of Gilbert Murray, writing at a time
when Ovid was distinctly unfashionable, “He was a poet utterly in
love with poetry . . . with the real face and voice and body and clothes
and accessories of poetry.”" It is a modern fallacy that preoccupation

for laying down gas-pipes (How (1904) 120-21); the latter in his versions of news-
paper advertisernents such as the following, reproduced by kind permission of the
Master and Fellows of Christ’s College, Cambridge (Christ’s College Post-Medieval
MSS and Papers, Misc. notes by W.H.D. Rouse, Box 113 (1), x):
A fortunate purchase enables Fortnum & Mason to offer Havana cigars (mostly
Upmann’s) of the 1922 crop, at less than cost price. Write for list.
Fumiferos herbae quos mittit Havana cylindros,
conficis in fabrica quos, Opimanne, tua,
quadrimam messem nos emimus omine fausto:
quanti stent, quales, quotque, rogare licet.
sic Fortnos Fortuna iuvat, Fortuna Masones:
nam minus est pretium quam prior ille dedit.

8 Macaulay ap. Trevelyan (1923) 2:725, cit. Stroh (1969) 112 (not quite correctly).

® Even Dryden: “[A]s his Verse came easily, he wanted the toyl of Application
to amend it” (cit. Stroh (1969) 67).

1" See Kenney (1992b).

"' See Stroh (1968) on the critics’ misunderstanding of 77. 4.10.25-26; and cf.
Tissol (1997) 5-7. That Ovid did indeed on occasion have second thoughts about
his work we know from the preliminary “epigram” to the Amores; we are not bound
to believe, what seems inherently unlikely, his assertion that he limited his revision
to selection. Comparison of the elegiac and epic versions of the same story or of
the reuse of the same material in a new setting demonstrates the care that went
into his rewriting: see, e.g., Thomas (1969), Jiger (1970), Hinds (1987a). If, as I
have tentatively suggested, our text of Heroides 16—21 is an uncorrected first draft
(Kenney (1996) 25, (1999a) 413), it is instructive to speculate how he might have
revised it for publication.

2 McKeown 1:32, Booth (1991) 12.

13 Murray (1921) 116. See his analysis of Her. 2.1-2 ((1921) 120-21), concluding
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with technique necessarily inhibits or displaces creativity. Ovid wrote
with seeming facility not because his mind was facile but because
he had consciously shaped a medium of expression that rapidly
became second nature to him: ars adeo latet arte sua.

II

Discussion of Ovid’s style must begin with his meter, with which the
effects that particularly distinguish him, his fluency and his wit, are
inextricably bound up.'* His treatment of the elegiac couplet has
come in for some adverse criticism. Axelson quotes with approval a
description of it which he attributes to Wilamowitz as a “Klapper-
miihle;”"” and Ernest Harrison, rather unexpectedly, given the English
tradition in these matters,'® contrasted the limitations of the Ovidian
pentameter unfavorably with the greater freedom and expressivity of
Catullus’s treatment.'” The facts are indeed striking. The “rule” dic-
tating that the last word of the verse must be a disyllable at a stroke
radically differentiated the Latin elegiac distich from its Greek fore-
bear by checking the free flow of construction and sense from cou-
plet to couplet and so changing the whole ethos of the meter. The
leader in this development was Tibullus, whose example was fol-
lowed by Propertius in his Books 3-4."® The reasons for this tech-
nical revolution are a matter of dispute among scholars, but it must
have been motivated by something more essential than personal whim

“That is Poesis. That is the way to build your line if you work in an inflected lan-
guage”—a juster appraisal than that of Kirfel (1969) 89-90. It is both interesting
and significant that “Hellenists,” as they are generally termed, such as Murray and
Wilamowitz should have appreciated Owvid at his true worth at a time when “Latinists”
were apt to disparage him. It may not be amiss to recall that he was a favorite
with Sir Denys Page.

'+ Booth (1991) 14.

15 Axelson (1958) 135 = (1987) 273. He ascribes the expression to Wilamowitz,
“if I remember rightly.” Wilamowitz does indeed refer to Ovid’s distichs as “in the
long run monotonous” (Wilamowitz (1924) 1:240), but I have failed to run
“Klappermiihle” to earth in his writings. Cf. Gildersleeve’s reservations ap. Miller
(1930) 401-2, For a demonstration that there is nothing mechanical about Owvid’s
metrical virtuosity see von Albrecht (1992) 182-85.

' Well exemplified by Rouse (1899), who bases himself exclusively on Ovid. No
arguments are advanced for this preference; in the Preface it is baldly stated that
the Ars, Amores, and Heroides “form the most perfect models of elegiac verse.”

7 Harrison (1943).

18 Figures at Wilkinson (1940) 38. For Tibullus as “the Waller of Latin Elegy”
who “paved the way for Ovid, its Pope,” see Wilkinson (1940) 40—41 = (1955) 31.
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or literary fashion; there must have been something about the poly-
syllabic ending which was at odds with native linguistic habits. That
was evidently also the case with the hexameter, on the ending of
which analogous limitations had been imposed at a considerably ear-
lier date.” It is unnecessary to explore the question here: the most
plausible explanation remains that advanced by Wilkinson, that it
was the influence of the Latin stress accent on the metrical structure
that was the determining factor.?

In the longer perspective the Catullan treatment of the pentame-
ter must probably be regarded, pace Harrison, as an aberration, a
metrical Grecism imposed against the grain of the language. The
remains of early Latin elegy are too scanty for statistics to be pressed,
but it is worth noting that of the pentameters attributed to Ennius
four out of five end with disyllables,?' whereas with Valerius Aedituus,
Porcius Licinus, and Lutatius Catulus the figure is three out of ten.”
Their poems, like the similar group of epigrams found inscribed on
a wall at Pompeii,? testify to the penetration of Italy by Hellenistic
epigram from the late second century B.C. onwards,?* foreshadow-
ing the close engagement with Alexandrian poetry of Catullus and
his contemporaries. The Catullan way with pentameter endings was
firmly Greek, only 39 per cent being disyllabic.”® With Gallus, so far
as his exiguous fragments take us, the balance can be seen tilting,
with four out of six.?® That figure, for what it is worth, is broadly
in line with the 61 per cent of the first book of Propertius;?’ it was
Tibullus, with 93 per cent of disyllabic endings in his first book,

'® Already in Ennius 75 percent of his hexameters “end in the classical Latin
manner, the last two feet consisting of a dactylic word or word-end followed by
a disyllable, or a trochaic word or word-end followed by a trisyllable” (Skutsch
(1985) 49).

® Wilkinson (1940) 41-43; cf. Allen (1973) 186-88. For Wilamowitz it was the
conflict of ictus and accent that constituted “the charm” of Ovid’s pentameters
(Wilamowitz (1972) 6:155).

2 Courtney (1993) 39-43. It seems a priori improbable that, given Ennius’s evi-
dent disinclination to treat the end of the hexameter & la grecque (above, n. 19), he
would have felt differently about the pentameter.

2 Courtney (1993) 70-78.

# Ross (1969a) 147-51, (1969b): one out of four surviving pentameters ends with
a disyllable.

2 Cf. Hutton (1935) 10-13.

# Wilkinson (1940) 38.

% Courtney (1993) 263.

¥ Wilkinson (1940) 38.
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who, Hellenizer though he was,® in this particular at least® called
his countrymen, phonologically speaking, to order.*

Of the technical consequences of this development the most obvi-
ous is the drastic restriction which it imposed on the choice of words
with which to end the line. The supply of Latin disyllables is Lim-
ited, and since the end of the couplet now necessarily tended to
coincide with the end of a clause or sentence, the elegists naturally
preferred a noun or verb as the last word. Ovid was somewhat freer
than Propertius and Tibullus in promoting adjectives and adverbs to
this position, but his usage is still broadly in line with theirs.*’ The
most important exception is his predilection for ending the pen-
tameter with unemphatic words, especially possessive pronouns and
parts of sum.*® Axelson’s analysis of the Ovidian pentameter ends
with an unfavorable comparison between “the technical superficiality
of the superelegant verse-virtuoso” and Tibullus’s “finer perception
of the fact that the pentameter should end in pregnancy, not in
something metrically convenient but empty of content such as habet
or erat.”® That judgement appears to be tacitly predicated on prin-
ciples which apply to Latin Kunstprosa but which are not necessarily
valid for this quite different medium. Ovid’s treatment of the end of
the pentameter must be assessed in the context of the structure of the
couplet as a whole and its function in connected elegiac discourse.

As has been noted, the most important effect of the disyllable
“rule” was to mark off the couplet as a discrete semantic and rhetor-
ical entity. The reduction in metrical weight and impact on the ear
of the last word of every other verse, accentuated in Ovid’s case by
a higher proportion of unemphatic words in that position, had the

% Cairns (1979a).

» He is, on the other hand, found in Book 1 maintaining the Alexandrian obser-
vance of “Hermann’s Bridge,” which forbids a trochaic caesura in the fourth foot of
the hexameter; his single breach at 1.9.83 may be specially motivated (Ross (1969a)
129). In Book 2 he abandoned this restriction, and Propertius and Ovid exploited
with increasing freedom a rhythm that, uncongenial to the Greek ear, evidently did
not displease the Roman (Wilamowitz (1924) 1:240, Knox (1986a) 87).

* Wilkinson (1940) 38.

3 Platnauer (1951) 40—48.

2 Figures at Wilkinson (1940) 39; but cf. Axelson (1958) 132 = (1987) 270, point-
ing out that his use of personal pronouns in this sedes, as distinct from pronominal
adjectives, is not out of line with that of his predecessors.

# Axelson (1958) 135 = (1987) 273. Contrast Gildersleeve’s more forbearing
judgement, quoted above, n. 6.
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effect of, so to say, throwing the metrical and semantic center of
gravity back to the earlier part of the pentameter and so concen-
trating the reader’s attention on it.** So in an unexpected source, a
handbook of 1835 for English schoolboy composers:

Finally, let us not forget to point out the peculiar merit of Ovid’s ele-
giac verse, in that fine variety of modification, apparently but little appre-
ciated, which distinguishes his pentameter.

On that line, as always winding up an exact portion of sense, Ovid
had to bestow his principal care; and in doing this he has with such
nicety of skill avoided monotony from caesural division, that, gener-
ally speaking, two successive pentameters will seldom be found con-
structed on a similar plan, in the words and arrangement of words,
of which they are composed.®

The writer of these words seems to have grasped instinctively® an
essential truth about the Latin form of the elegiac couplet: that the
pentameter is no longer subordinate but stands on a level with its
heroic partner. Where it particularly comes into its own is as a vehi-
cle for wit and epigram.”” Additional point can be lent by the kind
of verbal patterning that had become a characteristic feature of the
Latin hexameter from Cicero onwards, most evident in the “enclos-
ing” type of word-order, in which an adjective at (frequently though
not invariably the main) caesura agrees with a noun at the end of
the verse.®® As in the hexameter,™ this was a specifically Latin devel-
opment, as emerges from consideration of the fragments of Gallus.
Scanty though these are, it seems unlikely to be due to pure chance
that of his six surviving and decipherable pentameters five have an

% “It is especially in the pentameter ..., which rounds off the unit of composi-
tion, where O. focuses the attention of the reader” (Knox (1995) 32). Cf. McKeown
1:109: “Often, it is the pentameter which bears the main emphasis.”

¥ Tate (1835) 26~27 (my italics). It may be noted in passing that Tate’s discus-
sion of Ovid’s hexameters is in contrast perfunctory (28-30) and is vitated by sim-
ilar prejudices to those mentioned below. Hilberg’s ponderous monograph (Hilberg
(1894)) is an elaborate demonstration of the futility of any attempt to reduce Ovid’s
manipulations of language and meter to a system of “rules” without reference to
their function in a connected utterance.

% But his perceptions must have been sharpened by his own attempts to com-
pose in the Ovidian manner: there is more to be said for this now neglected art
(cf. above, n. 7) than its critics are disposed to allow.

¥ Wilkinson (1955) 35-36: “the hexameter . . . sometimes seems to exist only to
compére its brilliant young partner.”

% See Pearce (1966), Knox (1995) 33 and nn. 83, 86.

% See Pearce (1966) 298-303.
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adjective-noun or noun-adjective pair articulating the verse. The most
striking case is that of the line preserved by Vibius Sequester describ-
ing the river Hypanis: uno tellures duuidit amne duas.*® This is a classic
“quasi-Golden” structure of the form aBVAb.*' In sharp contrast
Valerius Aedituus and co. have no such pentameters.*” In fact, the
incidence of this kind of structure in the Ovidian pentameter is some-
what lower than in either Propertius or Tibullus and approximately
equal to that in Catullus.*® That finding may surprise at first, but it
confirms that Ovid’s handling of the couplet is less mechanical than
Axelson’s analysis purports to show. He had indeed many other
devices up his sleeve to provide the “heavy spicing” that Wilkinson
thought was required to vary the often predictable subject-matter of
his elegy.**

The most immediate impression made by Ovid’s elegiac writing
is one of fluency and speed. The means by which this is achieved
are evident at a glance: more dactyls and fewer and lighter elisions.
The statistics are on record and need not be reproduced here,* but
something can usefully be added to what has been said by others
on Ovid’s cultivation of the dactyl. Latin is not as naturally rich in
short syllables as Greek, and poets very early on resorted to such
expedients as the free use of the “poetic” plural of neuter nouns for
metrical convenience: already Ennius’s caeli caerula templa*® demon-
strates awareness of this resource, which Ovid, as might be expected,
exploited to the full.¥ Commentators, however, have not always
appreciated the subtlety and dexterity with which he manipulated
these possibihities.

Since we have spoken of manipulation, it is, appropriately enough,
in his handling of hands that his skill in this area can be most strik-

* Courtney (1993) 263.

' Cf. Wilkinson (1963) 215-17, Kenney (1984) xliv—xlv, Ixi-Ixiv, Knox (1995) 33
n. 85, remarking that discussion has largely concentrated on hexameters. However,
mulatis mutandis, the picture in the elegists is not markedly different. Cf. Kenney
(1996) Index s.v. “patterned” verses.

# Courtney (1993) 70.

* Catullus (poems 65, 66, 67.1-24, 68) 34 per cent; Propertius (1.1-1.6.24,
4.2-4.4.64) 57 per cent; Tibullus (1.1, 1.4, 2.1, 2.3) 46 per cent; Ovid (Am. 1.8.1-100,
A4 1.1-100, Her. 6.1-100, F. 1.1-100) 32 per cent.

* Wilkinson (1955) 34—43.

* Platnauer (1951) 36-38, 72-90.

*1.33 Sk.; see Skutsch (1985) 201, OLD s.v. templum 4.

¥ Bednara (1906) 540-52 = 56-68, 554—62 = 70-78, Herr (1937). On the
broader linguistic implications Lofstedt (1942) 27—65 remains the classic discussion.
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ingly illustrated. To render “hand” he had at his disposal four words:
manus itself, digiti, pollex, and unguzs. What particularly invites notice
1s his use of the poetic singular to engineer a desired dactylic rhythm.
Manus, no doubt predictably, tended in the singular to gravitate to
the end of the pentameter.® What is perhaps unexpected is that
mambus is relatively rare: only 24 instances out of nearly 400 occur-
rences of the word in the elegies. However, when an anapaest for
either “hand” or “hands” was wanted, digitz was also at hand to
stand in for manus. So at Her. 11.20 we have feminea teneo non mea
tela manu and at F. 2.102 non haec sunt digitis arma tenenda tuis.** What
has gone unremarked by lexicographers and (until recently) com-
mentators is that when a dactyl was wanted in such expressions Ovid
habitually drafted in pollice as an equivalent to “hand” or “fingers,”*
an example of the “formulaic economy” remarked below as a fea-
ture of the Metamorphoses. He uses pollex 28 times, 27 of these in the
ablative singular;”' in only two cases is the sense “thumb” required
(Met. 9.79, F. 5.433), while elsewhere the most natural interpretation
is “fingers and thumb,” “hand.”® When fingerfips are in question,
as in the act of plucking, then unguis also comes into play. Again
formulaic economy can be seen at work: pollice and unguibus, both
dactyls, are in terms of the metrical properties of their first and last
syllables mirror-images. So we have at F. 5.255 decerpst pollice florem
and at Met. 8.800 ungutbus et raras uellentem dentibus® herbas, and ungue

* Sec Nagle (1987) for an interesting discussion of this “mannerism.” One or
two other words which fitted this position were apt to be overworked. A good exam-
ple is ops: of 203 instances in the elegiac poems 150 end a pentameter. The figures
for opus are less striking but still noteworthy: 112 out of 206. Most remarkable of
all is agua with 343 out of 367, but here Ovid was following the example of
Propertius and Tibullus (Axelson (1958) 126-28 = (1987) 266-68).

# Exploiting also the ambiguity of arma, which can mean “(ship’s) tackle” (OLD
10c) as well as “weapons.”

¥ See Booth {1991) 116, Kenney (1996) 145, McKeown 3:76.

3" Cf. McKeown 3:76, remarking that “pollex occurs some fifty times in hexam-
eters in the period from Catullus to Juvenal, always in the form polfice and in this
[sc. the penultimate] line-position, except at Met. 9.79 pollicibus and at Met. 11.170,
Laus. Pis. 177 and Mart. 14.167.1.”

> The thumb is after all a specialized finger, as was recognized by Isid. Etym.
11.1.70, primus [sc. digitus]| pollex uocatus, eo quod inter ceteros polleat wirtute et potestate
{Maltby (1991) 482). This usage, if a grammatical pigeonhole be wanted for it, may
perhaps be classified as an extension of the geminus Pollux construction (Bell (1923)
3-8).

 dens was also available in the collective-poetic singular, as at, e.g., 44 1.20,
Her. 10.84, 18.18, Met. 10.704, 11.23 (TLL s.v. 537.50-55).
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adds a useful trochee for good measure, as at Her. 4.30, tenui primam
delegere ungue rosam and F. 4.438, papauereas subsecat ungue comas.

Owvid deploys his linguistic resources to secure metrical fluency and
smoothness so deftly that it is easy to label his technique mechani-
cal. The juxtaposition of variant prosodies was a device familiar in
Greek poetry from Homer onwards, and it was taken up by Latin
poets, by none more readily than Ovid.>* Its metrical utility is obvi-
ous, especially with such words as mihi, #ibi, sibi, or with alternative
forms such as siue and sex, but it cannot be dismissed out of hand
as a pure expedient.”® When Ovid writes at A4 1.84, quique alits cauit,
non cauet ipse sibi, the triple variation of tense, quantity, and ictus dri-
ves home the point. At 44 3.578, et sit in infida proditione fides, the
paradox is reinforced by the paronomasia and further underlined by
the variation in quantity and ictus. At F. 2.489-90, Iuppiter adnuerat:
nutu tremefactus uterque/est polus, the device can be seen operating on
several levels. The syllabic anaphora serves as grammatical connec-
tion, the etymologizing juxtaposition signals cause and effect, and
the heavy nutu following immediately on the rapid adnuerat under-
scores the inevitability of Jupiter’s decision.”® The Homeric com-
monplace has been, so to say, naturalized and invested with Roman
authority and dignitas.

Im

Ovid’s elegiac style is in general simple and unaffected, but not there-
fore “prosaic” tout court”” In the hierarchy of genres elegy ranked

> Hopkinson (1982) 173.

% As it is by Nisbet and Hubbard (1970) 364 on Hor. C. 1.32.11.

% Other Ovidian examples at Hopkinson (1982) 173-77. Cf. Bomer (1982) 356,
commenting on Met. 13.607-8, et primo similis uolucri, mox uera uolucris/insonuit pennis.

* On the distinction between the prosaic and the colloquial in poetic style see
Mayer (1994) 16~17. Ovid did not go out of his way to avoid words avoided by
other poets if they expressed his meaning precisely, if no other word for the thing
was readily available (a good case in point being auditor), and if they did not impede
the smooth flow of the verse. So with, e.g., notitia (11x), otherwise only in prose,
Terence, the Culex and the Nux, and Lucretius, in whom it has a specific technical
sense = mpoAnyig; Ovid uses it over a wide range of meaning (OLD s.v. 1, 2, 4,
6). The case of materia/-¢s is even more striking: this is a predominantly prose word
and likewise a Lucretian technical term, which Ovid uses 47 times (McKeown 2:13
on Am. 1.1.1-2). On his exploitation of legal terminology see Kenney (1969b). A
technical nuance is missed by the commentators on Am. 1.5.21, quam castigato planus
sub pectove uenter!, where castigato means “disciplined,” i.e., “correct” (Quint. 70 10.1.115
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well below epic, and colloquial diction and idiom were evidently felt
to be, in moderation, appropriate to it.”® Ovid’s use of ordinary dic-
tion—ordinary but not therefore necessarily inexpressive—to facili-
tate the smooth and fluent style of writing that he made his own
can be conveniently exemplified from two classes of word: 4-sylla-
ble nouns in -i#as and 5-syllable adjectives in -iosus. Both these are
peculiarly well suited for fitting into the pentameter, the first in the
genitive and ablative singular, the second in the cases ending in -us,
-¢, and short -a.%°

(1) 4-syllable nouns in -i#as.% anxietas (2 Met.) (Juv., prose); aspenitas
7 (1p, nom. + -que) (2 Met) (Lucret., Hor. Ep., Sil., prose); cal-
hditas 3p (Ter., Mart., prose); commoditas 3p (Plaut., Ter., Manil,,
prose); credulitas 7 (4p) (4 Met.) (Phaedr., Mart., prose); ebrietas 4
(1 Met.) (Hor. Ep., prose); fertilitas 2p (2 Met.) (Nux (1p), prose);
garrulitas (1 Met) (Manil., Mart., prose); impeetas (2 Met.) (Plaut.,
Acc., Sen. trag., Culex, prose); improbitas 1 (Manil., Phaedr., Juv.,,
prose); mobilitas 2 (1p) (Lucret., Virg., ES, prose); nobilitas 23 (18p)
(4 Met.) (common); posteritas 9 (6p (1 nom. + -gue)) (Prop., Lucan,
Juv., Mart., prose); proximitas 1p (2 Met.) (Nux (lp), prose); rustic-
das 5 (1p) (Calp. Sic., Mart., prose); sedulitas 6 (4p) (1 Met.) (Hor.
Ep., Calp. Sic., prose); simplicitas 10 (4p) (1 Met.) (Lucret., Eleg.
Maec., Juv., Mart., prose); strenuitas (1 Met.) (Varro);,® wirginitas 11
(7p) (7 Met.) (common).

(2) 5-syllable adjectives in -isus. The eclectic character of Owvid’s
poetic vocabulary® is well illustrated by his use of adjectives in
-osus. This way of forming adjectives was charactenistic of the

and Peterson (1891) 113 ad loc.). Corinna is appraised as a work of art which con-
forms to the highest technical standards. Martinon (1897) 221 glosses “beau, par-
fait;” Barsby (1973) 68 comments “literally ‘disciplined’” but does not pursue the
implications. Cf. Met. 7.555, the first instance of indicium in the technical sense of
“symptom.” Syntactical prosaisms include, e.g., forms such as estote, favored for met-
rical reasons rather than as imparting solemnity (cf. N-W 3:150-51, 216-23; Bomer
(1976) 62 on Met. 4.154), and the “double” pluperfects of the type of Her. 17.23,
st delenita fuissem = si d. essem (Kenney (1996} 127 ad loc.).

% Trinkle (1960), Watson (1985).

# Cf. McKeown 2:223-24 on 4m. 1.8.43-44, Kenney (1996) 91 on Her. 16.52.

8 p = occupies penultimate sedes in pentameter. The figures for the Met. are also
included. In his use of words of this shape and of 4-syllable words + -gue Ovid is
more restrained than Tibullus, in whom it verges on a mannerism, less so than
Propertius.

6 LL 8.15; otherwise only in late authors (Bomer (1977) 374 on Met. 9.320).

62 See Knox (1986a) 42, (1986b) 100.
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sermo plebeius,®® but that does not brand them as “unpoetic”; as
McKeown has pointed out, “the nuance of such formations ranges
from the colloquial to the highly poetic.”®* Ovid’s attitude to lan-
guage is catholic: “a major aspect of his originality lies in his
intelligent use of forms taken from everyday speech and employed
with precision in the exposition of character.”® This can be seen
especially clearly in the case of formosus.® Many of these words
had the additional attraction of metrical convenience, as emerges
with especial force in the case of those listed here:”

ambitiosus 8p (2 Met.) (Lucret., Hor.,** Mart., prose); desidiosus
3p (Lucan, Mart., prose); wmgentosus 18 (17p) (1 Met.) (ES, Mart.,
prose); wmstdiosus dp (2 Met.) (ES, Hor. Ep., Phaedr., Stat., Mart,,
prose); wmudiosus 15 (8p) (10 Met.) (Cons., Lucil., Prop., Lucan,
Mart., prose); ltigiosus 3p (Hor. Sat., prose); luxuriosus 4p (Lucan,
Juv., Mart., prose); officiosus 10p (Nux, Hor. Sat. Ep., Mart., prose);
perniciosus 2p (Hor. Sat., Juv., Mart., prose); prodigrosus 1 (2 Met.)
(Stat., Juv., Mart., prose).

The authors of the Epustula Sapphus, the Nux, and the Consolatio ad
Liviam evidently recognized Ovid’s use of such words as one of his
trademarks;* and it is not surprising that Martial, the only Latin
poet who rivaled and occasionally even bid fair to outdo Ovid in
the virtuosity of his management of the elegiac couplet, appreciated
their metrical convenience.

Owvid has had some difficulty in living down the charges of Seneca

% Knox (1986b) 97-98.

& McKeown 2:18 on Am. 1.1.9-10; cf. on Ovid’s “adventurous” use of spatiosus
McKeown 2:366 on 1.14.3-4.

% Knox (1986a) 42.

% “Nur teilweise unpoetisch ist_formosus” (Axelson (1945) 60). The figures are illu-
minating: Virg. Ecl. 16, G. 1; Prop. 35; Tib. 6; Ov. eleg. 21, Met. 23 (puicher 26)
{Knox (1986b) 100). Virgil did not altogether exclude -osus adjectives from the Aeneid
(28x), but Ovid was distinctly freer in his epic (53x) (Knox (1986b) 99-100).

It is restricted to those scanning —v—v, since these offer the most obvious
exemplification of Ovid’s readiness to tailor the language to the verse medium, but
the discussion could be extended: e.g., it is notable that of his 13 instances of stu-
diosus, a predominantly prose word, 9 are in the penultimate sedes in the penta-
meter. Cf. below, n. 69.

% For Horace’s enterprising use of this word see Nisbet and Hubbard (1970) 406
on C. 1.36.20.

% In addition to the instances noted in the list cf. ES 1 studiosae, 41 formosa, 124
Jormoso; Nux 23 formosa, 57 operoso; and most strikingly in the Consolatio 15 latebrosas,
105 umbrosis, 109 plumosa, 207 generosa, 251 spatiosas, 259 generosa, 2635 operosa, 269
speciosus, 445 nebulosum, 464 generosa.
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and Quintiian that he never knew when to stop and made no effort
to discipline his genius.”’ These strictures certainly do not apply to
his diction, in the choice and creation of which enterprise and restraint
are nicely balanced. In the formation of compounds, as is noted
below in regard to the Metamorphoses, his innovations were on tradi-
tional lines. One class of words that deserves mention in the elegiac
context is that of compounds in semi-. Of the 19 such words used by
him, 5 are hapax legomena and 6 first occur in him.”' Here we may
particularly note semiadapertus},’* semicrematus (Mart.), semireductus},
semrefectust, semisepultust, semisupinus (3) (Mart.), all except semisepultus
in the penultimate position in the pentameter.”

It may be allowed that words like these, when all is said and done,
do tend to draw attention to themselves and to that extent offer
ammunition to Ovid’s detractors. Most of his characteristic com-
pounds are more discreetly formed. An example with interesting met-
rical implications is that of verbs compounded with 7e-."* These and
other compounds with a short first syllable were metrically useful,
especially in the second half of the hexameter. Mention has been
made of the disregard of “Hermann’s Bridge” evident in elegy from
Tibullus Book 2 onwards,” and compounds of this type lent them-
selves to the exploitation of this now sanctioned rhythm. Thus, all
four examples of recandesco} (Met.) are of the form recanduit following
a trochaic caesura in the fourth foot of the hexameter; and so also
with recalfacio}, recolligo (Met.), relanguesco (+ Met.),”® remollio (Met.),
resaeuiof, resanescol, reseminol (Met.), resuscito (Met.),”" and retexo (Met.).

" Sen. Contr. 2.2.12, 9.5.17; Quint. /O 10.1.8, 98.

7" McKeown 2:125-26 on Am. 1.6.3-4.

1 = hapax legomenon or occurring only in Ovid, as the case may be. For full
listings of such words see Dréger (1888), Linse (1891).

™ One other word particularly favored for this position deserves mention. san-
guinulentus is securely attested in poetry before Ovid only at Tib. 2.6.40; Ovid uses
it 15 times, always in the “p” position. Formulaic economy can be seen at work
here too: the alternative sanguineus (preferred in Mef., where generic considerations
evidently also played a part) is found in 10 out of 11 instances, as its scansion dic-
tates, in first or second position m the verse. A similar demarcation can be observed
with other pairs of equivalents such as puluereus and puluerulentus; cf. nemorosus and
nemoralis (on adjectives in -afis found first or only in Ovid see McKeown 3:142 on
Am. 2.6.57-58), alternative words for “hair” (capillus, coma, crines) in, e.g., Am. 1.14.

™ For a list of such compounds occurring first or only in Ovid see McKeown
2:241 on Am. 1.8.75-76.

> Above, n. 29.

® See McKeown 3:184-85 on Am. 2.9.27-28.

7 It is interesting that we should apparently owe such a commonplace word as
“resuscitate” to Ovid.
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Several other types of compound slot neatly into this position. In
in-"® nattenuatus} (Met.), neditust, ineustabilis (Met.), inexcusabilis (Met.),
inexpectatus (Met.), inexperrectust (Met.), inexpugnabilis (+ Met.), nobrutus}
(Met.), inobseruatus (Met.). In bi-° Bicorniger}, binominis (+ Met.), bipen-
nifery.®® Other: puerperus (Met.),* salutifer (Met.), tridentifer] (Met.). Non-
compounds, some of them /hapax legomena or first attested in Ovid,
are also exploited in this way: e.g., aguaticus (+ Met., ES), cacumino
(Met.), crepuscula (+ Met.), forabilis (Met.),** prabilis} (Met.), piaminal, son-
abilis}, wolatilis (+ Met.).

The lavish employment of (mostly Greek) proper names that char-
acterizes the Metamorphosesis only sporadically evident in the elegies.®’
Here we may limit ourselves to noticing changes which Ovid rings
on adjectival forms of the same name to suit the verse:* Argeas fran-
gite, Troes, opes (Am. 1.9.34, al.), Argolico. .. Orestae (Am. 2.6.15, al)),
Argolides . . . puppes (Rem. 735, al.); albis, Cepher, placebas (A4 3.191),
Cephera wirgo (Am. 3.3.17, ES 35), Cephea . . . arua (Met. 4.669); Cnosias
uxor (AA 1.556, al.),%* Chost relicta (A4 3.158, al.), Cnosia . . . humus (Her.

8 On Ovid’s penchant for compounding participles with - see below on Met.
For a list of privative adjectives with - found first or only in Ovid see McKeown
3:195-96 on Am. 2.9.51-52.

® For other adjectives compounded with - found first or only in Ovid see
McKeown 3:269 on 4Am. 2.12.9-10.

% This word also exemplifies the fact that compounds and forms of compounds
of the metrical shape w—v-(~), of which there are many in Ovid, are equally use-
ful in the oblique cases for filling the hexameter effectively between an initial trochee
and the penthemimeral caesura. So with Met. 4.22, Penthea tu uenerande bipenniferumgue
Lycurgum, compare Tr. 5.3.39, ossa bipenniferi sic sint male pressa Lycurgi. Cf. Chimaerifer},
colubrifer, corymbifert, laborifer, oderifer, oliuifer, papyriferf, racemifer}, sagitiifer, salutifer, soporifer,
uenenifery; securiger, lridentigert; aemipest (Her. 6.32, 12.93 ex corr. Heinsii; ¢ aeripedes
codd.), dracomigenust, gemelliparal; and the compounds in - and re- already noticed.

81 OLD registers puerpera as a noun and for adjectival puerperus records only Met.
10.511, uerba puerpera. Clearly the word is an adjective, though for obvious reasons
unlikely to be used in the masculine or neuter; Ovid’s use of it in all three instances
in Met. is adjectival: 6.337, 9.313, 10.511 (cf. Bomer (1976) 98 on 6.337).

8 On adjectives in -abilis attested first or only in Ovid see McKeown 2:153-54
on 4m. 1.6.59—-60.

8 E.g., the catalogue of rivers at Am. 3.6.25—44 and some effective clusters in
the Fasti, as at 2.39~44 (see Wilkinson (1955) 278), 3.81-86, 3.105-8, 4.467-80 (cf.
Fantham (1998) 46—47), 5.81-92.

8 Only cases of three or more variants are recorded (otherwise the list would
be inordinately long), and overlap with the complementary list given below for Met.
is avoided.

% On names in -ias in Ovid see Kenney (1999b) and Aemvidg Callim. fr. 87 Pf,
Iphias Ov. Tr. 5.14.38; also (per Professor J. Griffin) "Axnidg Callim. fr. 63.12,
"Aviyprig Moero AP 6.189.1, ‘EMeonoviide Archestr. SH 166.14, Apaxovtidg Nicand.
fr. 73.1.
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4.68, al.), Cnostacas . . . rates (Met. 7.471, al.);*® Cresia regna (Her. 16.301),
Cressa Corona (AA 1.558), Cretaca . . . sub Ia (Am. 3.10.25, al.), nym-
phae . . . Cretidesy (F. 3.443—44); testudine Cyllenaca (AA 3.147), Cyllema
proles (AA 3.725, al.),¥" Cyllenide . . . harpe (Met. 5.176); Dardana sacra
(Her. 7.158, al.), Dardanides . . . nurus (Her. 17.212, al.), Dardanias . . . per
urbes (Her. 16.333, al.); Italidas matres (F. 2.441), Itala regna (Her.7.10,
al.), litore in Italico (Met. 14.17, 15.9); causas . . . Latinas (F. 2.359, al.),
uulneribus Latis (AA 1.414, al.), populi Latialis (Met. 15.481);% rapuit
Minoida Theseus (Her. 16.349, al.), ne forte parum Minoia credar (Her. 4.61,
al.), Minoo nata Thoante (Ier. 6.114, al.); motis Pallantias} astris (F. 4.373,
al), Pallantidel . . . eadem (F. 6.567, Met. 15.700), Pallantiusf keros (F.
5.647), Palladiae . . . coronae (A4 1.727, al.); Pelopeidas . . . undas (F. 4.285),
Peloperus Atreus (Her. 8.27, al.), Pelopeiades . .. Mycenae (F. 3.83, al.);
Phasiacae . . . terrae (Rem. 261, al.), Phasias Aeetine (Her. 6.103, al.), Phasida}
(A4 3.33, al.); Pittheidost Aethrae (Her. 10.131), Pitthesa?l regna (Her. 4.107,
al.), prope Pittheamy . .. Troezena (Met. 15.296, 506); Thessalis ara (Her.
13.112, Met. 12.190), hospes . . . Thessalus (Her. 6.23, al.), Thessalico . . .
ueneno (Am. 3.7.27, al.).

The Latin poets were sparing in their use of parts of speech other
than nouns, adjectives, and verbs, and were selective in what they
did admit. Prepositions, conjunctions, and particles, which took up
room in the verse while contributing little to content or emphasis,
were often dispensed with. Some prepositions were evidently felt to
be prosaic and were avoided altogether;* others might be omitted
when, most commonly in expressions of motion, the sense was
sufficiently defined by case.® Coordination (parataxis) was regularly
preferred to subordination (hypotaxis) to obviate the need for con-
junctions and particles.®’’ By none was this tendency more brilliantly

% Crnostacus 4x in Met. (not in elegies), Sen trag., Stat. Editors and lexicographers
are still all too apt to spell these names Gn-.

¥ Cyllenius = Mercury 4x in Met.

8% Latinus is the ordinary word (13x; not in Am., A4, Rem., Her.); Latius (26x) only
in Varro before Ovid; Latialis (1x) first in Ovid (varia lectio Latiaris).

8 Axelson (1945) 77-81.

% Maurach (1995) 44. Conversely Ovid frequently uses ab + abl. instrumentally
for the sake of the extra short syllable, as at Am. 2.4.30, tenerum molli torquet ab arte
latus; see McKeown 3:77 ad loc., Guttmann (1890), Trankle (1960) 87.

' Cf. Janssen (1941) 26 [= Lunelli (1980) 110-11], Maurach (1995) 181-82.
Even in prose it is observable that, where Greek would almost invariably insert a
connecting particle, Latin writers will often work through word-order, achieving
connection and emphasis by the positioning of a key word or phrase. Thus, when
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exploited than by Owid: his elegies abound in points enhanced or
conveyed by paratactic sentence-structure, shaped and accentuated
by the couplet-form itself.

In one respect his usage in this area differs appreciably from that
of other Latin poets, his treatment of adverbs. These were often
expressed in poetry by predicative expressions, as at Her. 17.107, ad
possessa uents praeceptaque gaudia serus; or adjective-noun phrases, as at
Am. 2.14.23-24, quid .. ./poma . . . crudeli uellis acerba manu?; or the
Grecizing use of neuter adjectives, as at F. 2.703—4, hortus . . ./ sectus
humum riuo lene sonantis aguae. In particular, adverbs in -¢ -0, and
-(t)ter were evidently felt to be beneath the dignity of poetry and
were generally avoided.” This aversion Ovid did not share;” indeed,
he sometimes seems to go out of his way to flout propriety, as with
the otherwise exclusively prosaic dissimulanter (AA 1.488, Her. 20.130).
In both these cases the word occupies the second half of the pen-
tameter, and metrical smartness was clearly a factor, as with, e.g.,
fideltter, inantter, and tenaciter, which slot in neatly after a fourth-foot
trochaic caesura in the hexameter, and with comparative forms in
-tus, of which Ovid makes free use.

These examples, however, are less remarkable than one which has
apparently gone unnoticed, his extraordinary predilection for the very
ordinary word bene, a useful pyrrhic, which he uses 211 times against
Virgil’s nine.”* The figures for male, which often serves as a synonym
for non or the equivalent of a negative prefix,” are almost equally
striking: Ovid 124, Virgil 7.% Proportionately no less remarkable is
paene: Ovid 68, Virgil 1.9 Other such unpretentious adverbs pro-
ducing a serviceable quota of short syllables are denique, inde, magis,

Propertius fills the entire first half of a hexameter with the majestic quandocumgue
gitwr (2.1.71, 2.13.17), in both cases to herald the day of his death, the effect is
doubly arresting. Parataxis was not a specifically poetic device; it was characteris-
tic of ordinary speech (Mayer (1994) 25; cf. H-S 527-33). To pursue the implica-
tions of these facts for the evolution of Latin syntax would take us too far afield.

9 Axelson (1945) 62-63.

# Kenney (1996) 106 on Her. 16.174 (add 16.169 stulte, 227 artius, 17.129 aegre);
of. Bednara (1906) 599-600 = 115-16.

% QOther poets: Lucret. 21, Catull. 17, Hor. lyr. 10, Hor. hex. 29, Prop. 11, Tib.
13, Lucan 10, Sen. trag. 18, Val. Fl. 0, Sil. 3, Stat. 11, Juv. 6, Mart. 48.

% E.g., Am. 2.18.23, male gratus = ingratus, 3.7.77, male sane = insane; OLD s.v. 6
(but “quasi-neg.” understates the case), TLL s.v. malus 243.18-58, H-S 455.

% Lucret. 7, Catull. 10, Hor. 38, Prop. 2, Tib. 4, Lucan 6, Sen. trag. 11, Val.
Fl., Sil. 0, Stat. 11, Juv. 4, Mart. 21.

9 Lucret. 1, Catull. 1, Hor. 10, Prop. 1, Tib. 0, Lucan 6, Sen. trag. 5, Val.
F1. 0, Sil. 2, Stat. 12, Juv. 3, Mart. 8 (McKeown 3:259 on Am. 2.11.49-50).
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manus, nimium/nimis, prope, protinus, satis, scilicet, semel, simul. The indi-
vidual statistics are not as arresting as those quoted above and may
be forborne; but there is one particle which in this department may
be said to sweep the board, namely famen: Ovid 830, Virgil 64.

v

From diction to its employment. Some of the syntactical ploys which
characterize Ovid’s style are discussed and illustrated below as they
figure in the Metamorphoses.”® Of hyperbaton (artificial dislocation of
word-order), as is there noted, his use in his hexameters is relatively
restrained. In his elegies license in this area has to some seemed to
shade into abuse. When, however, his practice is seen in the larger
perspective it is not so extreme as it appears simply by comparison
with Propertius and Tibullus, who made no use of the device.'® It
had in fact been a feature of Latin poetic style since Lucretius,'”
and not infrequently it is editorial punctuation rather than the order
of words itself which constitutes the real stumbling-block.'” Confined,
as Ovid’s invariably are, within the limits of the individual couplet,
such departures from the expected or “natural” order of the ele-
ments of the sentence often serve to focus the reader’s attention and
sharpen the point that the Owvidian couplet is so well adapted to
express.'” So at Her. 3.19, st progressa forem caperer ne nocte timebam,
“the dislocation of nocte together with its juxtaposition with fimebam
lends emphasis to [Briseis’s] fears of getting lost in the dark.”'** At
Her. 17.109-10,

% Lucret. 170, Catull. 18, Hor. 60, Prop. 49, Tib. 14, Lucan 6!, Sen. trag. 59,
Val. F1. 44, Sil. 36, Stat. 171, Juv. 87, Mart. 120.

® For double enallage (cf. below, nn. 264, 265) in Ovid’s elegies cf., e.g., Am.
3.7.21-22, sic lammas aditura pias aeterna sacerdos/surgit ¢f ¢ caro fratre
uerenda soror and Bertini (1983) 234 ad loc., Thomamiiller (1968); Her. 16.107,
18.133 and Kenney (1996) 98-99, 158 ad loc.

100 Platnaver (1951) 108.

' Housman (1972) 140-41. On Hellenistic and earlier Greek precedents see
Fordyce (1961) 331 on Catull. 66.18, Hollis (1990) 14 and n. 12.

' Cf. below for instances in Met. For an example of divergent views on the
punctuation of hyperbata see McKeown 3:98 on Am. 2.5.38. Editorial commas
sometimes have the effect of impaling a modern reader on one horn of a syntac-
tical dilemma which the native Latin speaker would not have recognized. Cf. for
instance the superfluous commas in some modern texts of the Fast at 5.16, 183.

1% Barsby (1973) 25-26.

™ Knox (1995) 31; cf. n. 82 on Her. 3.56, “where the dislocation of mecum adds
to Briseis’ tone of indignation.”
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ut tamen optarim fieri tua, Troice, coniunx,
inuitam sic me nec Menelaus habet

But though I might desire to be your wife, Trojan, it is by no means
against my will that Menelaus holds me,

Ovid could no doubt have written sic non inuttam me Menelaus habet.
Instead he chose to position inuitam more emphatically, and by asso-
ciating the negative (nec = ne . .. quidem) with Menelaus to impart a
significant nuance to Helen’s attitude to the two men: “yes, I find
you attractive, but then Menelaus too is far from disagreeable to
me.”'® Tt is true that there are some instances of this figure for
which 1t is difficult to detect a plausible motive other than metrical
convenience, but even in these cases it is rarely that a reader with
a sensibly punctuated text whose Latin is good enough to take in
the sense of a two-line sentence as a whole will feel that the language
has been put under excessive strain.'*®

The question of how far in fact Ovid can perhaps be seen to
strain the language at times arises in an interesting way in connec-
tion with his innovatory treatment of the conjunctions -que and nec.
It may well be significant that in the latter case at least his lead was
not followed by later poets. We meet the first of these mannerisms
in the very first poem of the Amores (1.1.23-24):

lunauitque genu sinuosum fortiter arcum
‘quod’que ‘canas, uates, accipe’ dixit ‘opus.’

And manfully bending his curved bow against his knee'” he said “Take
this, poet, as something to sing about.”

This trick of inserting the connective -gue into the quoted speech
recurs throughout Ovid’s work; it does not appear to have been
extensively imitated by his successors.'® More idiosyncratic and pecu-

1% Kenney (1996) 134 ad loc.

1% Jt must not be assumed that the Latin poets were slaves to meter (Housman
(1972) 823).

97 The operations of stringing and drawing the bow are conflated, a point not
made altogether clear by commentators; Martinon (1897) 206 ad loc. has a useful
note. On opus in this position (often in hyperbaton) see McKeown 2:26 ad loc., and
cf. above, n. 48.

1% “The usage recurs occasionally in later Latin poets, perhaps most frequently
in Valerius Flaccus” (McKeown 2:26). Credit for first drawing attention to this
device belongs to Haupt ((1875-76) 3:510-12); cf. Marouzeau (1958) 104-5, Bémer
(1977) 305 on Mez. 9.109.
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liar to Ovid is what Housman described as “a natural sequel,”'” the
apportionment of the copulative and negative functions of nec/neque
and neu(¢) between narrative and quoted speech, as at Her. 16.83—-84:

dulce Venus risit ‘nec te, Pari, munera tangant
utraque suspensi plena timoris’ ait,

Sweetly Venus laughed and “Do not be moved, Paris,” she said, “by
either gift, full as it is of anxious fear,”

where nec stands for et “ne.” This usage is not only unique to Ovid
but occurs only in Heroides 16 and 21,'"° the Metamorphoses, and the
Fasti."' These particular divagations from normal or expected usage
are significant as illustrating Ovid’s quietly masterful way with Latin
and its potentially flexible character (something to which conven-
tional grammars often fail to do justice). However, as the very
restricted take-up of them by later poets demonstrates, even such
potentially useful contributions as these!!? to the economy of the Latin
verse line could not be guaranteed to appeal to Ovid’s successors.'

Owvid’s exploitation of the figures of thought and speech in the
classical repertory was, as might be expected, extensive and enter-
prising.''* One in particular calls for notice as having evidently held
a special attraction for him: “that quick-witted figure of speech,”'"
syllepsis. This is a form of expression in which the literal and the
figurative are joined in syntactical wedlock, as in Horace’s iam galeam
Pallas et aegida/ currusque et rabiem parat (C. 1.15.11-12), where the

1% Housman (1972) 413.

1% For its bearing on the date and authorship of the “double” epistles see Kenney
(1979) 396, (1996) 21.

"' nec/neque: Her. 16.83, 21.222, Met. 5.414, 9.131, 10.569, 11.263, F. 4.598; neue
(an extension in effect of the common use of newe = e, ne): Met. 11.136. It appears
that the idiom was first correctly explained by van Lennep (1812) 265; cf. Loers
(1829) 395, Haupt (1875-76) 3:512, Housman (1972) 413-14. The further exten-
stons at Her. 12.201-2 and Mart. 10.4.8 detected by Housman (1972) 414, 726 are
respectively doubted and disallowed by Shackleton Bailey (1989) 142.

"* They “jump[s] the gap between narrative and speech” (Fantham (1998) 44),
so promoting the speed and flow of the verse.

"3 On other syntactical usages unique to Ovid see Kenney (1999a) 400 and
n. 2; add, e.g., attinet + subj. at Her. 1.2 (Housman (1972) 1052-55, Knox (1995) 88),
a construction which the copyists sank without trace in Ovid’s MSS and which
Housman rescued from a grammarian’s citation.

"* It is, predictably, Virgil who figures most prominently in Quintilian’s exam-
ples of poetic rhetoric in action; his Ovidian examples are mostly from Met. Frécaut
(1972) well illustrates the range and variety of Ovid’s technique in this arca.

15 Frinkel (1945) 197.
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abstract rabiem, as Nisbet and Hubbard note, imparts an unexpected
edge to the expression.'' Virgil’s employment of syllepsis, as in
pariter . . . oculos telumque tetendit (Aen. 5.508), is infrequent and relatively
colorless;'” he is rather given to a related figure, the more gram-
matically licentious zeugma, in which one part of an expression must
be supplied from the other part, which is different, and may be actu-
ally opposed, in sense.''

Ovid made this figure peculiarly his own: “Syllepsis is pervasive in
Owid’s writings.”'" In exploiting the ambiguities and imprecisions of
language Owvid was doing what all poets do; the wit with which he
mined this particular vein of rhetorical ore was unique to him, and
his way of doing so reflects his way of viewing the physical world.'*
These are not tacked-on embellishments: “Il est impossible de relire
les lettres de Didon, de Léandre et d’'Héro, les épisodes de Callisto,
d’Anna, et d’autres passages, sans étre sensible a la valeur de ces
zeugmas ou attelages, qui ne sont pas purs enjolivements surajoutés.”'?!

We first encounter this figure in the Amores, in a form that he was
to return to and vary repeatedly (4m. 1.7.15-16):

talis periuri promissaque uelaque Thesei
flenit praecipites Cressa tulisse Notos.'?

This was how Ariadne looked when she wept that the headlong south
wind had carnied off the sails and the promises of perjured Theseus.

Phyllis makes the same point but drives it home by alliteration (Her.
2.25-26):

"6 Nisbet and Hubbard (1970) 194, terming it zeugma: see below, n. 118. Their
comment that “later the figure became chiefly mock-heroic and finally facetious”
fails to do justice to Ovid’s use of it.

7 See Tissol (1997) 19 for the contrast with Ovid.

' For the distinction see Kenney (1971) 160, (1972) 40; and for a helpful dis-
cussion of the terminology see Frécaut (1969) 28-31. It was not observed by the
ancient grammarians (Tissol (1997) 18-19, 219-20), but it is unfortunate that their
successors continue to blur a practically useful differentiation (e.g., H-S 831-34).
Instances of true zeugma in Ovid are elusive (Knox (1995) 30 n. 77): a possible
istance at Met. 7.348—49, cum uerbis guttura/ abstulit.

" Tissol (1997) 221 (with many examples), 220 (bibliography).

" Tissol (1997) 18-26, an enlightening discussion.

21 Frécaut (1969) 41.

1 See McKeown 2:172 ad loc., drawing attention to “an interestingly close prece-
dent” at Callim. AP 7.272.1-2 (HE 1219-20): “Lycus of Naxos (N.B.)...saw his
ship and his life destroyed together.”
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Demophoon, uentis et uerba et uela dedist;
uela queror reditu, uerba carere fide.'”

Demophoon, you gave both your words and your sails to the winds;
I complain that your sails have not returned and that your word has
not been kept.

An especially effective twist is imparted when one component, the
odd man out, is sandwiched, as in Ariadne’s terrified reaction to the
epiphany of Bacchus (44 1.551), et color et Theseus et uox abiere puel-
lae, or Apollo’s reception of the news of Coronis’s infidelity (Met.
2.600-602), laurea delapsa est audito crimine amantis,/et panter uultusque
deo plectrumque colorque/ excidit.'** This is emphatically not cleverness for
its own sake. The phrasing is designed to convey the simultaneity
of these events, focusing attention on the central and significant detail:
the instant usurpation by Bacchus of Theseus’s place in Ariadne’s
world, the immediate substitution in Apollo’s hand of the death-deal-
ing bow for the pleasure-giving plectrum. “Ofvid]’s manner inspired
many imitators among later Latin poets, but rarely were any able
to approximate his wit in harmonizing thought and expression.”'®
Similarly with the figures of speech involving repetition: what may
at first sight look like a mere mannerism usually proves to serve a
poetic end.’® The definition and function of the figure technically
termed polyptoton or traductio, the repetition for effect of differing
forms of the same word, was in practice flexible.'”” Here again Ovid
was freer than any other Latin poet, with an average of one instance
in 36 verses.'”™ What is characteristic of him is the way in which
this is combined with other rhetorical devices, as in the celebrated
comment on the women at the games (44 1.99): spectatum ueniunt,
uentunt spectentur ut ipsae, where it is the joint effect of polyptoton,
anaphora, antithesis, and chiasmus that, with immitable economy

' See Knox (1995) 30. Further variations on the theme at Her. 7.8, Rem. 286,
Tr. 1.2.17-18, Met. 8.134-35, ES 209.

2 Cf. Galinsky (1975) 143 and n. 37. On Ovid’s use of excido cf. Bomer (1969)
385 ad loc., 7LL s.v. 1238.57-70 (this passage not in OLD).

% Knox (1995) 31 and n. 79. Cf. McKeown 2:172, contrasting Ovid’s relatively
conservative use of this figure with Seneca’s.

1% Frécaut (1972) 58.

2 Cf. Quint. /0 9.3.37, H-S 707-8; and for a comprehensive discussion see
Wills (1996) 188-268.

' Tucret. 1/41, Virg. 1/84, Tib. 1/98, Prop. 1/110 (H-S 708); cf. Kenney
(1993) 461.
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and precision, points up the conceit.'® This is then glossed and dri-
ven home by the following pentameter: ille locus casti damna pudoris
habet. The girls (well, perhaps) simply want to be admired; to the
poct and his predatory disciples all are fair game. One more example
may be taken from an embarrassingly copious supply (Her. 20.227-28):

appeteres talem uel non iurata maritum;
iuratae uel non talis habendus erat.

Even unsworn you should have sought such a husband; once you were
sworn you should have accepted even a husband who was not such.

Anaphora, polyptoton, and chiasmus accentuate Cydippe’s logical
and ethical dilemma as hammered home by her unscrupulous wooer.'*

These last two examples illustrate what has been well described
as “the way in which the form of an elegiac couplet can impose its
personality on the rhetoric of a passage.”’®' The first of them forms
the conclusion of a passage that has been admirably analyzed by
J-F. Miller. As he ends by remarking, “the intricate network of struc-
tures” which he maps out “is hardly unique either in [the Ars] or
in Ovidian elegy.”'® His analysis complements an excellent discus-
sion by McKeown of the many variations of structure in the cou-
plets of the Amores, and of the way in which within those structures
the meter is exploited for specific effects. Thus even in a potentially
monotonous passage such as the catalogue of rivers at 3.6.25-44,
Ovid is never predictable.'**

A"

From earliest times the elegiac couplet had been the vehicle par excel-
lence for epigram; and, as was noted above, the limitations imposed
on the couplet form by the Roman elegists, and by Ovid in partic-
ular, enhanced its tendency to lend itself to “effects of balance and

' Frécaut (1972) 48, Wills (1996) 393. The one word in the verse that does not
pack a punch, the grammatically essential but colorless ut, is neatly sandwiched
between its verb and the concluding ipsae; cf. A4 1.253, proxima consiliis dominae sit
ut tlla uideto. On the postponement of subordinating conjunctions and relative pro-
nouns in the poets cf. Marouzeau (1949) 121-36.

130 Kenney (1996) 214 ad loc.

13! Hinds (1987a) 119.

132 Miller (1997) 339.

133 McKeown 1:108-23.
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antithesis”'** and to crisp, pointed, and sententious expression. For
the didactic and admonitory mode in which much of Ovid’s ama-
tory poetry is couched it was tailor-made. Some examples from his
swan-song in that genre, the Remedia Amoris:

principiis obsta: sero medicina paratur,
cum mala per longas conualuere moras (91-92).

Resist it at the outset: it’s too late to call in the doctor when diseases
have had time to gain strength.

Hackneyed proverbial wisdom,'* neatly and pointedly glossed:
sero . . . moras enclose a sentence articulated by -“the dispersed alliter-
ation of the three key words medicina, mala, moras”'* and fetching up
on the paradoxical idea of a disease’s “convalescing.”

dum furor in cursu est, currenti cede furori:
difficiles aditus impetus omnis habet (119-20).

While the frenzy is in full career, yield to it: to approach a violent
impulse is never easy.

Syntactically the hexameter divides tidily into two at the main caesura;
a double polyptoton with chiasmus simultaneously integrates it on
the rhetorical level. The explanatory pentameter is a remarkable
example of Ovid’s way with words; dyficiles aditus is lifted trom Horace’s
encounter with the pest on the Via Sacra, where it is used to describe
Maecenas as initially difficult of access, difficiles primos aditus habet (Sat.
1.9.56). The phrase and the emphasis of the couplet are transposed
into the medical mode by umpetus, whose meanings include both
“(irrational) mental impulse” (OLD s.v. 5) and “attack” of disease
(3b). The traditional description of the passion of love as_furor (OLD
3) takes on the characteristics of a medical diagnosis.'*’
Ovid can be deceptively simple:

nam quoniam uvariant animi, uariabimus artes;
mille mali species, mille salutis erunt (525-26).

For since minds vary so much, we shall vary our methods; many are
the sorts of disease, many the remedies.

1% Du Quesnay (1973) 15.

' Cf. Theogrus 112224, Otto (1890) s.v. principtum 1.

1% Henderson (1979) 53 ad loc., OLD s.v. conualesco 1b, 2.

¥ Cf. Pinotti (1988) 78 ad loc., comparing line 10 quod nunc ratio est, impetus ante
Jfuit as the first hint of the metaphor of love that is the connecting thread of the Rem.
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The elegiac couplet particularly lends itself to the device of “theme
and variation,”’*® of which this is a typical example, the pentameter
restating and giving a fresh twist to the sentiment of the hexame-
ter. The ostensibly straightforward symmetry of each verse, with none
of the interlocking structures that often articulate Ovid’s couplets, is
subtly diversified by the change from intransitive to transitive uario
and the play of alliteration and assonance in the pentameter. Theme
and variation can be seen at work on a slightly larger scale in

quisquis amas, loca sola nocent: loca sola caueto;
quo fugis? in populo tutior esse potes.

non tibi secretis (augent secreta furores)
est opus; auxilio turba futura tibi est (579-82).

If you are in love, solitude is harmful; beware of solitude. What is the
peint'® of running away? You are safer in a crowd. Seclusion is not
what you need; that only increases passion. It is mixing with others
that you will find™ a help.

Owid’s point 1s, as often, underlined by repetition of the key words
loca sola,"*' taken up and varied by sécretis . . . secréta, as populo is taken
up by turba and tutior by auxilio. The precise correspondence in plac-
ing and meter of in populo . . . potes and auxilio . . . b est 1s offset by
the variations in sense-pauses and metrical effects which lead up to
the first-foot diaereses of the pentameters.

From Antimachus onwards the elegiac couplet had also been a
vehicle for narrative poetry. In what was projected as Ovid’s elegiac
chef d’oenvre, the Fasti, a poem which had it been completed would
have matched the Metamorphoses in its scale and pretentions, narra-
tive, as in his precursors in the genre, Callimachus’s Aefia and the
aetiological elegies of Propertius’s Book 4, played a prominent part.
Indeed for most readers it is probably the narrative element that
comprises its chief attraction. The elegiac couplet as developed and
perfected by Ovid was not on the face of it ideally suited to con-
tinuous story-telling, and its large-scale deployment in the Fasit pre-
sented him with a formidable technical challenge.'* Inevitably the

1% See below, n. 268.

' guo = “to what end” (OLD 2) rather than “whither?” (1). Cf. Prop. 2.30.1,
quo fugis a demens? egs., cit. Pinotti (1998) 261 ad loc.

% For this idiomatic use of the future indicative by Ovid cf. McKeown 2:37 on
Am. 1.2.7-8, Kenney (1996) 107 on Her. 16.186.

' Henderson (1979) 113 ad loc.

12 Cf. Miller (1997) 333. On the style and versification of the Fasti see Fantham
(1998) 42-49 and Miller, chapter 6, below.
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stories had to be told in a series of discrete or semi-discrete units of
identical length. Single couplets could be combined into larger struc-
tures, but the subtle interplay of end-stopping and enjambment that
distinguishes the hexameter as Ovid inherited it from Virgil was not
available to the elegiac composer: “the fetters of the couplet allow
the Fasti to succeed fully in one kind of narrative only, the swift and
exciting.”'*3

What could be achieved within these inherent limitations by way
of variation in structure and tempo can be seen from analysis of a
famous story, that of Lucretia (F. 2.721-852)."** Of its 66 couplets
37 are singletons, 1.e., are generally followed by an editorial full stop
and are complete in sense and construction. Of the rest 18 are in
two-couplet structures, 6 in three-couplet, and one in a four-couplet;
the odd man out is 743—44, introducing a sequence of singletons.
Continuity within these blocks of couplets is managed in various
ways: the divide is straddled by the grammar (841—44) or by direct
speech (734-35, 782-83, 808-9), by a subordinating structure (727-30,
775-78), by anaphora (763-66, 771-74), and by simple coordina-
tion (793-96, 797-800, 813-18, 825-28, 837-40). These variations
notwithstanding, the total effect is inescapably staccato; the narra-
tive unfolds in a series of stills, so to say, rather than in a continu-
ous sequence.

Some of these vignettes are wonderfully effective. A particularly
brilhant example is the quatrain in which Tarquin’s lust is inflamed
by his recollection of Lucretia at home (2.771-74):

sic sedit, sic culta fuit, sic stamina neuit,
iniectae collo sic iacuere comae,

hos habuit uultus, haec illi uerba fuerunt,
hic color, haec facies, hic decor oris erat.

That was how she sat, how she was dressed, how she spun the yarn,
how her hair hung down her neck; that was how she looked, how she
spoke; that was her complexion, her appearance, the beauty of her
face.

¥ Wilkinson (1955) 280. On Ovid’s “elegization” of den. 8.31-35 at F. 5.637-38
cf. Newlands (1995) 64 n. 33; for a comparison of his treatments of the Daedalus
and Icarus story at A4 2.17-98 and Met. 8.152-259 see von Albrecht (1977) 63-77.

'** Here a text will be required, but it should be noted that the punctuation on
which what follows is predicated is not that of any one edition. On “the swift econ-
omy” of Ovid’s treatment see Wilkinson (1955) 280~84.
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Tarquin’s obsession 1s vividly conveyed by the anaphora of sic and
hic, with polyptoton and elegant alternation of gender. The couplet
structure is skilfully varied: 771 articulated by phrases of 3, 5, and
6 syllables (tricolon crescendo), with assonance and interplay of ictus
(sédt . . . fuit . . . néuif), 772 a flowing verse with enclosing word-order
centered on sic, 773 a spondaic line with a more deliberative feel,
divided at the main caesura, 774 again breaking out into obsession
in the insistent Aic. .. kaec . . . hic, with another tricolon crescendo of
3 + 4 + § syllables.

There was no room in this style for the expansive descriptions
proper to epic.'® The scene of Proserpine’s abduction, lovingly
depicted at some length by Cicero (Verr. 2.4.107), which occupies
7% lines in the Metamorphoses (5.385-91), is here polished off in two
couplets (4.427-30); it is the catalogue of flowers (435-42) on which
Ovid, in true Alexandrian fashion, spreads himself.!*® The couplet
form lends itself especially to the playfulness which is never far below
the surface, coming to the fore in passages such as that in which
Numa pits his wits against Jupiter’s and comes off best.'*” Chloris/
Flora’s account of her rape by Zephyr takes hardly less time to tell
than it can have taken to happen (5.201-2):

uer erat, errabam; Zephyrus conspexit, abibam;
insequitur, fugio; fortior ille fuit.

It was springtime and 1 was rambling; Zephyrus caught sight of me,
and I tried to get away; he pursued, and I fled; he was the stronger.

The accelerating tempo of events is neatly mirrored by the varia-
tions of tense'*® and the interplay of ictus in errabam . . . abibam, inse-
quitur, fugio . . . fuit, the coincidence of the last three plus alliteration
lending speed, insistence, and finality to the denouement; the under-
stated fortior ille fuit almost connotes a shrug of semi-humorous res-

1 See, e.g., Newlands (1995) 96-102 on the description of the Temple of Mars
in the Forum Augustum.

1 See Fantham (1998) 177 ad loc.

147 Cf. Wilkinson (1955) 272.

48 Cf. von Albrecht (1968), though his discussion perhaps understates the factors
of metrical convenience and pure love of variety; it is, for instance, not easy to
detect a consistent rationale for the kaleidoscopic alternations of imperfect, preterite,
and present tenses at 44 1.103-30 (Livy 1.9.6-12 is perceptibly more restrained).
It is interesting and perhaps surprising that Ovid does not affect the historic infinitive
even in Met. (Maurach (1995) 62).
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ignation. Similarly Mars, seeing Rhea Silvia asleep, wastes no time
(3.21): Mars widet hanc wisamque cupit potiturque cupita; and when she
woke up she was, all unknowingly, pregnant—with Romulus (23-24):

somnus abit, iacet ipsa grauis; iam scilicet intra
uiscera Romanae conditor Vrbis erat.

Sleep left her, and she lay there feeling weighed down'*—as well she
might, seeing that already within her womb was the founder of the
City.
Pregnant writing indeed. The episode is rounded off by an impish
parenthesis (39—40):

dixerat, et plenam non firmis uiribus urnam
sustulit (implerat, dum sua uisa referty—

She finished and feebly took up her full urn—for she had filled it while
she was speaking—

—just in case you thought I’d forgotten!'® The almost insolent vir-
tuosity of Ovid’s handling of the couplet is perhaps at its most strik-
ing in the thirty-odd variations that he imparts to the familiar “dawn
and dusk” topos.”!

The “conciseness and concentration”® that distinguish the style
of the Fasti did not greatly favor the cultivation of the affective, and
there are no passages of sustained pathos in its narratives.'”® For
examples of that we have to turn back to the Heroides and the mono-
logues of Ariadne (10.7-58) and Hypermnestra (14.21-84). Both are
too long to reproduce here, but the opening lines of the first offer
a particularly fine example of the “delicacy and gentle effectiveness”'**
of Owvidian pathos at its best:

tempus erat, uitrea quo primum terra pruina
spargitur et tectae fronde queruntur aues.

incertum uigilans ac somno languida moui
Thesea prensuras semisupina manus—

9 Bomer (1958) 142 ad loc. makes heavy weather of graws. She feels “heavy,”
oppressed (OLD s.v. 7a), as well she might (scilicef), being gravid (2b) with Romulus,
no less.

%0 For such “footnoting” parentheses cf., e.g., 4.517-18, 521.

¥ Cf. Fantham (1998) 123-24 on 4.165-66; in Book 4 alone we have 165-66,
179-80, 373-74, 389-90, 629, 679, 713-14, 721, 943-44.

'*? von Albrecht (1997) 1:805.

%% Odd touches, it may be granted: cf., e.g., Fantham (1998) 43 and n. 83.

13t Jacobson (1974) 218.
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nullus erat! referoque manus iterumque retempto
perque torum moueo bracchia: nullus erat! (Her. 10.7-12)

It was the time when the first glassy frost of morning is sprinkled over
the earth and under the leaves the birds begin their plaintive cheep-
ings. Between sleeping and waking I turned drowsily over and stretched
out my hands to embrace Theseus—he was not there! Again [ stretched
them out'® and again I tried, running my arms over the whole bed—
no Theseus!

Theseus’s desertion of Ariadne was a favorite theme of poets and
painters; Ovid’s treatment inevitably challenged comparison with that
in particular of Catullus in the Peleus and Thetis."”® 'The comparison
is by no means to his disadvantage:

Ovid evokes, while Catullus ignores, the sense of situation, the atmos-
phere and mood of a place, the relationship between circumstances
and person, the reality of the inanimate, indeed, the reality of noth-
ingness, of alone-ness.'”’

It is this specificity that makes it easier to identify with Ovid’s char-
acters than with those of any other Latin poet and that helps to
explain why he has always been the poets’ poet.

When he wrote the Fasti Ovid’s art was at the peak of its tech-
nical perfection; that the elegiac couplet could rise to real nobility
1s demonstrated by the apologia for astronomy which makes a curi-
ously abrupt, and indeed anomalous,'”® appearance towards the begin-
ning of the poem (1.295-310):

Quid uetat et stellas, ut quaeque oriturque caditque,
dicere? promissi pars sit et ista mei.

felices animae, quibus haec cognoscere primis
inque domos superas scandere cura fuit!

credibile est illos pariter uitiisque locisque
altius humanis exseruisse caput.

non Venus et uinum sublimia pectora fregit
officiumque fori militiaeue labor,

nec leuis ambitio perfusaque gloria fuco
magnarumque fames sollicitauit opum.

1% refera here = “redirect” (OLD s.v. 14} rather than “draw back,” as the trans-
lators have it. Planudes, interestingly, renders érovogpépo.

1% Jacobson (1974) 213-27, Knox (1995) 233-35.

7 Jacobson (1974) 221, in a rewarding appraisal.

"% For the possibility that it was written at Tomis as part of the revision of the
poem begun there cf. Fantham (1985), Barchiesi (1997b) 177-80.
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admouere oculis distantia sidera nostris
aetheraque ingenio supposuere suo.

sic petitur caelum, non ut ferat Ossan Olympus
summadque Peliacus sidera tangat apex.

nos quoque sub ducibus caelum metabimur illis
ponemusque suos ad uaga signa dies.

Why should I not also tell of the risings and settings of the constella-
tions? That too must be part of my undertaking. Blessed souls, who
first took it on themselves to seek out these things and ascend to the
home of the gods! We may well believe that they lifted their heads
above this flawed human world. Their sublime spirits were not enfee-
bled by love or wine or public office or military duty; neither vain
ambition nor gaudy glory nor hunger for great wealth ever troubled
them. They brought the distant stars close to our sight,”™ and made
the heavens subject to their intelligence. That is the way to reach
heaven, not by piling Olympus on Ossa and Pelion above them for
its peak to touch the highest stars. I too shall measure out the heavens
under their guidance and allot their proper days to the wandering

signs.

The richly allusive literary texture of this passage has been well dis-
cussed by Newlands.'® Its structure is elegantly symmetrical: 1 + 1 +
4 + 1 + 1 couplets, with ring-composition:

295-96 Why not tell of the stars?
297-98 Happy they who first climbed the heavens.
299-306 Their virtue and achievements.
307-8 That is the right way to climb to heaven.
309-10 I too then shall follow in their footsteps.

Within this framework the construction of the individual couplets is
discreetly varied, but the overall tempo is measured and dignified.

1% 1e., made us look at them more carefully; but E.H. Alton’s mentis for nostris,
“brought them into their mind’s eye,” is more pointed, making the couplet another
example of theme and varnation.

1% Newlands (1995) 32-41. A litde may be added. At line 309 metabimur may
also = “shall traverse” (OLD s.v. 4), recalling Epicurus, who omne tmmensum peragrauit
mente amimoque (Lucret. 1.74); for the presence of Lucretius and Virgil in the pas-
sage see Newlands 34. One Virgilian echo is seemingly missed by the commenta-
tors: felices animae (297) is a literal quotation from the Sibyl’s questions to Musacus
in the Underworld (den. 6.669). Virgil’s heroes are located in a region alfa terra et
caligine mersa (6.267), whereas Ovid’s ascend in domos superas. His sic petitur caelum thus
implicitly confronts Virgil's sic itur ad astra (9.641) and his celebration of the tri-
umphs of the intellect refutes Anchises’ ranking of conquest and empire above art,
oratory, and astronomy (6.847-53)—pointed indeed, if these words were written in
exile. Cf. Barchiesi (1997b) 179-80.
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If this is, as has been argued, a generic prise de position as well as an
attemnpt to enlist the support of the astronomer-prince Germanicus,'®!
it is a far cry from the shick Callimacheanism of the Amores.'®?

Metamorphoses

VI

Judgements on Ovid’s style have tended to exemplify something of
the facility which they purport to expose. Often he has in effect been
criticized for not being Virgil. So Mackail speaks of “the tripping
movement . . . into which [the hexameter] was metamorphosed . . . by
the facile adroitness of Ovid.”'*® Similarly Green’s verdict that Ovid’s
verses are “under-enjambed” and “over-dactylic”'®* can only mean
“compared with Virgil’s.”'® Glover called them “often only elegiac
couplets in disguise,”'® a sentence echoed by Wilkinson,'s’ though
with an important qualification: for having duly quoted the famous
criticism of Dryden that “Ovid with all his sweetness, has as little
variety of Numbers and sound as [Claudian]: He is always as it were
upon the Hand-gallop, and his Verse runs upon Carpet ground,”'®
he goes on to add the rider “Yet may not Ovid perhaps have been
right, for the purpose in hand?”'®® That surely is the crux of the
matter.

What was that purpose? Much ink has been spilt on the question
whether the Metamorphoses is or is not an epic. von Albrecht’s care-
ful analysis of the surprisingly brief proem shows that Ovid’s declared
pretensions are those of an epic poet;'”® and Herter has rightly insisted

18 Newlands (1995) 33-40, Barchiesi (1997b) 179.

12 McKeown 1:32-37.

168 Mackail (1950) Ixxvii. Mackail’s brief but trenchant discussion of Virgil’s hexa-
meter fails to receive due acknowledgement from Worstbrook (1965).

1% Green (1960) 130.

'® Green (1960) 129.

1% Glover (1932) 191.

17 Wilkinson (1955) 150.

1% Now conveniently accessible, together with many other such verdicts, in the
useful and entertaining compilation of Stroh (1969).

1% Cf. Wilkinson’s comparison of Virg. G. 4.463—69 with Met. 10.11-16 and his
pertinent comment: “Virgil is concerned to create atmosphere by his rhythm, Ovid
to get on with the story” (Wilkinson (1963) 131-32).

70 von Albrecht (1961).
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on the significance of the word perpetuum (1.4), with its oblique but
unambiguous anti-Callimachean implication that the Metamorphoses
was a single poem intended for continuous reading, and not merely
a collection of epyllia."”! There is of course in this attitude a touch
of deliberate paradox, perhaps verging on defiance, since when all
is said and done, the resemblance to the Aefia, meter apart, is imme-
diately obvious; and whatever thematic architecture Ovid’s ingenu-
ity might devise or the percipience of modern critics detect, the poem
is bound to appeal to most readers as a collection of stories. It is
indeed, as von Albrecht has said, “an epos sui generis,”'’” and that
uniqueness is, as he has also said, the decisive point. In setting out
to write the Metamorphoses Ovid was attempting something for which,
as he envisaged the undertaking, no precedents existed; and those
readers who instinctively sense in the first four words of the poem,
in noua fert amimus, read autonomously, a proclamation by the poet
to that effect are, I think, following a hint intended by him. However
that may be, precisely what was he attempting? What is the special
genus of which the Metamorphoses is sole representative? To this ques-
tion very various answers have been returned. One critic sees the
poem as an example of “Kollektivgedicht,”'” another as an “anti-epic”
protest,'”* another as a playful variation of epic,'” another as an epic
of love,'”® yet another as an epic of rape;'’”’ and I have myself else-
where offered epic of pathos.'”® The search for a label may or may
not be a profitable exercise;'” the diversity of labels suggested at all

"I Herter (1948) = (1968). Cf. Otis (1970) 332-34, Kenney (1976), Gilbert (1976),
Myers (1994a) 1-5, Wheeler (1999) 8-30.

1”2 Haupt-von Albrecht (1966) 1:486.

17 Little (1970) 72. Littde may have somewhat underrated the fundamental unity
of the Met., but he is right to insist (69 n. 6) that the style of the poem is dictated
by a “difference of intent.”

7* Coleman (1971).

173 Bernbeck (1967) 130: “spielerische Abwandlung des Epos.” Bernbeck stresses
(130--31) that the poem is a unity. Cf. Wilamowitz (1924) 1:243, “sein komisches Epos.”

176 Ots (1966) 334, 345; but see the new concluding chapter of (1970), interpret-
ing the poem as a blend of “anti-epic” and “un-epic,” of “iconoclasm and human
sympathy” (374).

177 Segal (1969) 93: “one may wonder if it is not rather an epic of rape. Its very
subject, metamorphosis, implies violence.” This of course raises the question whether
or in what sense metamorphosis is the subject of the poem; cf. Kenney (1967) 51-52
on Viarre (1964), and see below, sub fin.

1 Kenney {1968) 58. See now Hughes (1997) ix: “Above all, Ovid was inter-
ested in passion.”

7 On the fallacy of attempting to pin down Mel. in terms of genre see Tissol
(1997) 151-52.
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events serves to emphasize the special character of the poem. However,
there is one point on which the interpreters seem to be unanimous,
and that is the dominant importance of narrative in the Metamorphoses,
its status as what has been called “the very soul of the work.”'®® To
describe Ovid’s verse medium as “a comfortable, well-sprung, well-
oiled vehicle for his story”'® is perhaps to relegate it to too subor-
dinate and separate a role: the medium and the message can hardly
be distinguished in quite the way suggested by this metaphor.
Nevertheless, the idea of a vehicle is helpful as a reminder of the
necessity for keeping this long poem moving and for sustaining its
character as a perpetuum carmen. The reader of the Metamorphoses is
always being carried on; the ingenious transitions from episode to
episode, abused by Quintilian and variously criticized or justified by
later critics,'® are fundamentally a functional device (whatever extrav-
agances Ovid may have committed in the application of it) to ensure
a steady progress through the poem. Smoothness and speed are like-
wise the salient characteristics of Ovid’s hexameter. Critics who
merely miss in Ovid the weight, sonority, and expressiveness of Virgil
are failing to recognize the great difference, not only between the
two poets, but between their two undertakings.’®® The comparison
with Virgil is by no means misguided; but it is illuminating precisely
as it directs attention to this difference.

The existence and instant canonization of the Aenerd confronted
all subsequent aspirants to epic honors with a most intractable prob-
lem. Of surviving Latin epicists only Ovid and Lucan can be said
to have tackled it with originality and anything approaching success.
It is relevant to bring in Lucan at this point because the very different
nature of his attempted solution and of the stylistic means by which
he executed it helps to illustrate the originality of both the Metamorphoses
and the Bellum Ciwvile. Both poems were brilliant essays in a modern,
or contemporary, style of epic which might legitimately challenge
comparison with Virgil, not on his own ground (which Owid, who
obviously admired him, must have seen to be impossible),'’®* but on

'8 Little (1970) 71.

'8! Wilkinson (1963) 202.

82 Quint. 1O 4.1.77; Wilkinson (1958) 23144, Frécaut (1968), Wheeler (1999)
122-25. Even their sometimes apparently arbitrary character is functional, reflecting
the insecurity of Ovid’s Heraclitean universe.

1 Cf. Duckworth (1969) 73 on the “Greekness” of Ovid’s meter compared with
Virgil’s.

'8 Lucan’s challenge was to this extent on Virgil’s own ground, that the Bellum



OVID’S LANGUAGE AND STYLE 59

a new and independent footing. In material, structure, and inten-
tion Ovid’s independence from Virgil is almost complete. In lan-
guage it seems at first sight to be otherwise: for all Ovid’s work is
shot through and through with Virgilian reminiscences.'® Closer
analysis, however, shows that this is not a matter of straightforward
borrowing and adaptation, but rather that what might be called a
consistent and calculated process of denaturing has been at work. It
is important to distinguish in Virgil’s Latinity between its base, the
“common style,” as Quinn has called it,'®® which relates directly to
the medium itself, the dactylic hexameter,'® and what is specific and
original to Virgil himself: his callidae wncturae'™ and his management
of the verse-period.'® Virgil’s penchant for “coining. .. expressive
original phrases out of extremely elementary words,”'® as seen in
Lines like sensit laeta dolis et formae conscia comunx (Aen. 8.393) is some-
thing more than a trick of style; it is part and parcel of the allu-
sive, ambiguous, and allegorical mode in which the Aeneid was
composed. Ovid’s diction is on the whole no more and no less plain
than Virgil’s; his use of it is infinitely more straightforward, because
that straightforwardness was what the mode in which he was writ-
ing called for. Bomer’s careful and perceptive analysis of this prob-
lem'®! perhaps fails to do full justice to its complexity when it speaks
of the debasement of Virgil’s diction by Owvid.'? It would be more
proper to say that Ovid restored to common currency what Virgil
had temporarily taken out of general circulation. When, however,
Bomer speaks of Ovid’s “profaning” his original'®* the term may be
accepted 1if it is understood in the sense of making generally avail-
able. Ovid’s adaptations of Virgilian diction and phraseology (which
are of course not confined to the Metamorphoses) are best seen as a

Civile best makes sense if read as in some measure an answer to the Aeneid, an “anti-
Aeneid” 1n fact. Cf,, e.g., Braund (1992) xlv—xlvi.

18 Zingerle (1869-71) passim.

1% See Quinn (1968) 375-84.

187 Worstbrock (1963) 148: “Die Syntax der Poesie ist eine metrische Syntax.”
The remark, as was illustrated above apropos of Ovid’s elegy, can be extended to
cover diction.

'8 See Quinn (1968) 384-91, Wilkinson (1959) 181-92.

'8 Worstbrock (1963) chapter 3 “Vers und Syntax” (122-67).

1% Camps (1969) 63; cf. Quinn (1968) 385.

! Bomer (1959) 268-88 = (1968) 173-202.

192 “So schnell sind innerhalb einer Generation die Worte der hohen Dichtersprache
abgenutzt, abgesunken” (Bomer (1959) 277 = (1968) 185).

19 Bomer (1959) 279 = (1968) 158-59.
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deliberate vulgarization (in the strict French sense) by a poet who was
himself a master-craftsman. His contribution to the subsequent devel-
opment of Latin poetry may be described as the perfection of a
poetic koine,'* a stylistic instrument which was freely manageable by
writers of lesser genius. The Ovidian manner, as generations of clever
English schoolboys have discovered, is imitable; Virgil’s is not.'®®
Similar considerations apply to the management of the verse-
period. The average length of Ovid’s periods in the Metamorphoses,
mechanically measured, probably does not differ significantly from
that of Virgil’s.'"”® However, the important considerations here too
are not quantitative but qualitative. Worstbrock’s analyses have shown
that the Virgilian sentence and period look forward to a concluding
“Schwerpunkt.”'” The total effect is not thereby discontinuous, for
Virgil always provides the necessary insurance against loss of momen-
tumn,'*® but it is (allowing for many designed variations in tempo) on
the whole deliberate and measured. Ovid achieves his continuity and
a markedly higher overall speed by a more even distribution of
emphasis over his sentences; his periods less commonly build up in
the Virgilian manner. Whereas, for instance, Virgil’s “golden” lines
always have a clearly observable climactic function, occurring at
pauses in the action or exposition,'®” Owid’s are more usually in the
nature of casual decoration.”” His method may perhaps be described
as one of reliance on a succession of small surprises and detours:
the main thread of the narrative or argument is never lost sight of,
but the reader is constantly entertained by unexpected changes of
subject, parentheses, adversatives, antitheses, all lluminated and sus-

% On Ovid’s role in shaping the diction of Silver Latin poetry see Galinsky
(1989), Tarrant (1989); cf. Kenney (1998) 312, Dewar, chapter 11 below.

19 Pighi (1959) 16: “tuita la dizione epica latina, dopo I'inimitabile Virgilio e
Pimitabile Ovidio, ¢ piu ovidiana che virgiliana.” Cf. Marmorale (1956) 199.

1% Worstbrock (1963) 131 gives three verses as the average in Virgil’s narrative,
three to four verses elsewhere. My own rather crude count of Met. 3 (using the text
of G.M. Edwards in Postgate (1894) 401-93 and simply counting the lines between
the editor’s full stops) gives an average of about 3.5 verses for the Ovidian period.

197 Worstbrock (1963) 147, 150.

1% Worstbrock (1963) 147-48.

19 Worstbrock (1963) 162.

¥ This is not invariably the case, as some of the examples discussed below
demonstrate. In Book 1 the golden lines at 100 and 112 are both obviously func-
tional, but by Virgilian standards this is overdoing it. Cf. 1.528, 929, discussed in
the text; also, e.g., 147 (not at the end of its period), 163, 265, 484.
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tained by a verbal wit that from time to time broadens into a full-
scale tour de_force*"

VII

Virgil’s vocabulary in the Aeneid has been exhaustively analyzed by
Cordier,?? and whatever reservations may be necessary about par-
ticular features of his discussion, it clearly emerges from it that the
poet set himself to follow a via media between ordinary speech and
cultivated literary diction.?®® Such innovations as were made by Ovid
on the stock of epic diction inherited from his great predecessor were
in the main unobtrusive, but appear to be designed to adapt it to
the purposes of the “modern” epic, as I have described it, that the
Metamorphoses was intended to be. Archaisms, of which Virgil him-
self had made extremely sparing use,? had little or no place in this
type of poetry, and genuine archaisms, as distinct from poeticisms—
i.e., old words that had won acceptance as part of the stock poeti-
cal vocabulary®®—are very rare in the Metamorphoses. It is not always
easy to decide how to classify certain isolated words or, what is more
important, how to assess their intended effect. Ovid uses the word
actutum (quickly) twice only, at Her. 12.207: quos equidem actutum . . . (in
aposiopesis), and Met. 3.557, there in conjunction with two elisions,
both unusual: quem quidem ego actutum . . . cogam . . . fateri. As a glance
at TLL will show, actutum is an old word, frequent in Comedy and
occurring also in the fragments of Republican Tragedy; it is used
once by Virgil (den. 9.255). If, as is at least possible, Ovid’s treatment
of the Pentheus story owes something to Pacuvius,®® actutum may
have been intended as color tragicus quite as much as color epicus. It
is difficult to guess how much impression a single word can have

%1 A good summary characterization at Bernbeck (1967) 78. On surprise as an
important element in the narrative of Met. see Tissol (1997) Index s.v. narrative,
disruption of.

202 Cordier (1939).

203 Cf. Wilkinson (1959) 185-56.

%% Quint. 10 8.3.24.

25 Such as, for instance, extemplo, used by Ovid ten times, only in AMet. and thus
marginally more strictly than by Virgil, who uses the word once in the G. as well
as fourteen times in the Aden. (cf. Austin (1971) 54 on 4en. 1.92). Contrast Livy, with
370+ instances.

%6 D’Anna (1959) 22026, Ots (1970) 400-401.
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made even on an alert reader, but this would not be the only instance
in Ovid of such an allusion.?”” What is clear is that his use of “poet-
icisms” is extremely restrained: using as a convenient basis Cordier’s
catalogue of what he (somewhat loosely)™® classifies as Virgilian

archaisms we find:

(1) Some obviously useful and not obtrusively “poetic” words avoided
by Ovid for no very clear reason: examples are celero (6 times?™
in the Aeneid), fluentum (3), loquella*>'° pauperies.*""

(2) Some more obviously “poetic” words not used by him: cernuus,
Slictus, illuuies, intempestus, obnubo, pernix.

(3) Some “poetic” words used once only in Aeneid and Metamorphoses
by both authors: dius,*'? incanus, properus, sentus, suboles, tremebundus,
cf. uirago (once in Aeneid, twice in Metamorphoses).

These are no more than straws in the wind. A clearer picture of
Ovid’s policy as regards specifically poetic or epic diction can be
obtained from studying his use of compound adjectives. That this
class of word was recognized as posing a particular problem in Latin
is evident from the well-known discussion of Quintilian (0 1.5.65-70).
If Cordier’s lists are again taken as a basis?'® we find:

(4) Some compounds used by both poets in Aeneid and Metamorphoses:
aeripes,** alpes (2, 3)*, armuger (6, 5), arquitenens (1, 2), bicolor (2, 3),
bicornis (1, 3)125%, biforis*, biformis (2, 5)*, biiugus (8,2° 1), bimem-
bris (1, 2)*, caelicola (8, 2), cormger (1, 6)*, fatidicus (3, 2)*, fatifer (2,
2Y*, grandaeuus (1, 3)1*, horrifer (1, 3), indigena (2, 7Y*, lamger (4, 4)1*,

27 See, e.g., Jacobson (1968), White (1970) (Ennius); Hollis (1970) xxiv (Accius).

208 Sandbach (1940) 198.

2 Where no figure is given in these lists, the word occurs once only.

20 * = gceurs in Ovidian corpus outside Met.

2 paupertas is not used by Virgil, three times (once in Met) by Ovid.

2?2 Accepting Heinsius’s conjecture at Mei. 4.537.

22 For this purpose I have conflated the two lists at 40—41 (‘archaisms’) and 46
(“coinages”). Defects in Cordier’s classification (Sandbach (1940)) are of no moment
for our present purpose.

M At Her. 6.32, 12.93 read, with Heinsius, aenipedes. See above, n. 80.

25 ¢ = occurs in Virgilian corpus outside den. Comparison of the respective inci-
dence of T and * (above, n. 210), when due allowance is made for the difference
in bulk, offers some guide to the “purity” of the attitudes of the two poets to epic
diction.

%6 Including biugis at 12.355; the variation in declension can only be ascribed
to the demands of euphony.
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letifer (2, 5)*, longaeuus (14,1)*, magnanimus (12,4)1*, nauifragus, nubi-
gena (2, 2), odonifer, pacifer, pestifer (1, 5, quadritugus (2,77 1)1%,
quadrupedans (2, 1), saetiger (3, 3Y*, sagittifer, semianimis (5, 4)*, semi-
Jer (2, 2), semihomo, seminex (5, 1)*, semiuir (2, 1), septemplex (1, 2)*,
somnifer (1, 2), soporifer, terrificus (3, 1), trisulcust™, wulngficus (1, 2).

(5) Some compounds used by Virgil in 4eneid but not by Ovid in
Metamorphoses: aequaeuus (2), aliger (2),*'® Appenninicola, armipotens (5)*,
armisonus, auricomus, bellipotens, bifrons (2), bilinguss, bilix, bipatens (2),
biremis (2), buuius,”'® caelifer, centumgeminus, caprigenus, conifer, cornipes
(2%, fumifer (2), Graugena (2), horrificus (3), horrisonus (2), ignipotens
(7), legtfer®, luctificus, malesuadus, malifer, mortifer®, noctiuagus, oliuyfer*,
omnigenus, ommiparens, Phoebigena,™ pingfer (2)*, primaeuns (3), quadrifidust,
regificus, septemgeminus, siluicola®, somipes (3), tergeminus (2)*, tricorpor,
trifaux, trihix (3), Trotugena (3), turicremus®, turnger (2)*, ueliuolus*, uer-
sicolor®, witisator, umbrifer, unanimus (3).

(6) Some compounds used by Ovid in Metamorphoses but not by Virgil
in Aeneid (except where otherwise noted these appear for the first
time in Ovid):**' amnicola, anguicomus, anguifer (Propertius), anguigenaf,
anguipes, Appennimgena, armyfer (2%, aunigena, bifidus, bifurcus (Livy),
bimaris (4% (Horace), bimater, binominis* (Plautus?), bipennifer (2)*1,
bisuleus (2) (Lucretius, al.), caducifer (2)*}, centimanus® (Horace),
Chimaenfer}, circumfluus (3), circumsonus, clawiger (3)%,** colubrifer, con-
sonus (2% (Cicero), falcifer* (Lucretius), faticinus (2)f, Faunigena,
Slammafer (4% (Ennius), flexipest, florilegus}, frugifer® (Ennius, Cicero,
Livy), frugilegust, fumgficus (Plautus), gemellipara*y, glandifer (Lucretius,
Cicero), granifer*}, herbifer*}, lanigena}, ignifer (2)**° (Lucretius), gni-
genal, mmbrifer (Vixrgilt), Tunonigenal, laborifer (2), langficus* (Tibullus),
Latomgenal, Lemnicolal, lentiscifert, liniger®, luctisonusy, magniloguus, mel-
fer, monticolat, multicauus?, multifidus (2), mulsiforus, nubifer*, opifer (2),

217

Including quadriiugis at 10.571; see preceding n.

18 aliger vana lectio at F. 4.562 (alifer); cf. below (6) s.v. ammifer.

29 In the phrase i biuio also at Aen. 9.238, Ov. Rem. 486.

0 Ovid affects Phoeheius (4x), not used by Virgil. On his predilection for proper
adjectives ending in -ius and -eius cf. Linse (1891) 24-25; so far as those in -eius
are concerned, metrical considerations were clearly paramount.

2 Cf. Linse (1891) 39-40, 42~47, Draeger (1888) 4-6.

22 In Met. = “club-bearing;” at F. 1.228 (of Janus) = “key-bearing.”

23 But at 2.392 there is a strong case for reading ignipedum (so Tarrant in OCT,
forthcoming). The evidence of Stat. Theb. 1.27, ignipedum frenaior equorum, can admit-
tedly cut both ways (Tarrant (1989)) but the form of the gen. pl. igniferum is very
improbable for Ovid.
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palmifer* (Propertius), papynifer*t, penatigerf, pinmiger* (Lucretius),
portentificus, puerperus (adj.), racemifer (2%}, ruricola (4)*, rurigena?,
sacrificus (3)%, salutifer (3)*, saxificus®, secursfer],”* semicaper®%, semicre-
mus}, semideus (subst.) (2)1,2% semilacer?, semimas (2% (Varro), seplemfluus
(2)f, serpentigenal, sexangulus, spumiger™® (Lucretius), squamiger (Lucretius,
Cicero), terngena (4)* (Lucretius), triceps (Cicero), tricuspisy, tridenti-
Jert, tridentigery,?™ trifidus, triformis (3) (Horace), uaticinus (Livy), uelifer
(Propertius), uengfica (adj.) (%), uenenifer.

These lists provide the matenial for some simple but enlightening
deductions of general relevance to Ovid’s lexical choices in the
Metamorphoses. The proportion of identifiably “poetic” or “epic” words
in his vocabulary does not seem to differ substantially from that in
Virgil’s. He does not go out of his way to avoid compounds already
used in the Aenerd and therefore, so to say, sanctified, but he also
innovates on his own account with moderate freedom. His innova-
tions are in the main themselves traditional in so far as they conform
to types already well established in poetic usage, with a predominance
of verbal suffixes in -cola, -gena, ficus, -fer, -ger, etc. and numerical
prefixes in bi-, tri-, centi-, multi-, semi-, etc. Formations on the model
of anguicomus, anguipes, flexipes, etc. are in a small minority.”” In a
poem of some 12,000 verses this relatively small number of poeti-
cisms cannot impart any very marked coloration, and (especially if
one takes into account other features of Ovid’s vocabulary, discussed
below) it is probable that their metrical convenience was at least as
important to him as their expressive value. Both prefixes and suffixes
were a valuable source of short syllables and helped in the unob-
trusive production of dactyls. Strategically placed, the longer com-
pounds also contribute to the smoothness, fluency, and speed that
was necessary to Ovid’s narrative, as was noted above apropos of
those of the metrical shape w—wv, which yield a rapid rhythm affected

24 securiger at Her. 4.117 and later poets.

25 semideus (adj.)* and in later poets.

26 Varia lectio, spumifer; cf. Stat. Ackill. 1.59.

27 Varia lectio, tridentifer.

8 Varia lectio at 14.365; preces . . . precantia, though the modern vulgate, is difficult
to swallow. The adjectival use of uendfica is analogous to that of puerpera (cf. n. 81)
above.

2 In this respect he does not follow the example set by his admired Lucretius,
who compounded with great freedom (Bailey (1947) 1:133-34), but shows himself
an Augustan of the Augustans. Cf. Austin (1971) 88 on Virg. den. 1.224.
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by Ovid much more than by Virgil,?® or, when used in oblique
cases, after a trochaic caesura in the first foot, so filling out the first
half of the verse and creating “tension,” ie., the expectation of a
noun in agreement to follow, and hence again contributing rapidity.?*'

These metrical considerations are relevant to another class of com-
pound words in the formation of which Ovid exercised some free-
dom, that of verbs and participles (or words of participial form).2*
For instance, the compound defrenatus] was clearly coined by Ovid
to fit the verse in the scene in which Neptune unleashes the rivers
to flood the earth: fontibus ora relaxani/ et defrenato woluuntur in aequora
cursu (1.281-82). Here however there are other factors at work besides
the purely metrical: the development of an image of racing horses
begun at 1.280 (totas inmuttite habenas) and expressiveness in the spondees
of defrenato, suggesting a pause while the mass of waters builds up
before sweeping resistlessly on to the sea in the following dactyls. Even
more remarkable are the double compounds, of which one perhaps
deserves particular notice. Into his account of the metamorphosis of
Ceyx and Alcyone, one of the most poignant passages of the poem,
Ovid inserts a short ecphrasis, skilfully positioned so as to offer the

least possible obstruction to the current of the narrative:**

adiacet undis
facta manu moles, quae primas aequoris iras
frangit et incursus quae praedelassat aquarum (11.728-30).

234

Right by the waves was a man-made breakwater, which took the first
shock of the angry sea and wore out beforehand the oncoming waters.

The unique praedelasso®® is finely descriptive in itself and also con-

tributes to the idyllic atmosphere of calm after storm in which the
sufferings of the tormented pair find release:

20 See Lee (1953) 36; cf. above, III and nn. 74-82.

B Cf. above, n. 80.

22 Cf. Linse (1891) 48-51, 52-56.

23 Tt is worth pausing to point out how this result is achieved: note (4) the change
of subject at the bucolic diaeresis of 728; (4) the closeness of the enjambment between
728-29, 729-30; (¢) the change back to the original subject at the beginning of
731; (d) the placing of the verbs ait, adiacet, insilit. Such techniques are fundamen-
tal to Ovid’s use of parenthesis: see below, n. 273.

™ dras recc., Helinsius: undas codd. The repetition undis . . . undas is quite point-
less and cannot be ascribed to Ovid: cf. above, n. 228.

%5 delasso does not appear to have been an especially “poetic” word: it was used
before Ovid by Plautus and Horace (Sat.), after him by Manilius and Martial.
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tum iacet unda maris: uentos custodit et arcet
Aecolus egressu praestatque nepotibus aequor (11.747-48).

Then [sc. during the “halcyon days”] the waves are at rest, for Aeolus
keeps the winds close, forbidding them to emerge, and provides for
his descendants a level ocean.

The rarity of such formations in Latin (for so far as I am aware this
possibility was not much exploited by later poets) must have enhanced
their effect on the Roman ear.

An especially rich category of Ovidian coinages and hapax legom-
ena is that of participles compounded with the negative prefix in-.2%
Like many of the other compound words discussed these are often
long, but they do not merely serve to fill up the line: they can be
used with widely differing effect. One may contrast the contributions
made to the movement of the verse by wmobseruatus* and indewitatusy
m the same story. The first occurs in a piece of fast-moving, rela-
tively colorless “linking” narrative:

pulchrior in tota quam Larisaea Coronis

non fuit Haemonia: placuit tibi, Delphice, certe,
dum uel casta fuit uel inobseruata, sed ales
sensit adulterium Phoebeius egs. (2.542—45).

In the whole of Thessaly no girl was more beautiful than Coronis of
Larissa: you certainly, Apollo, thought so, as long as she was faith-
ful-—or unwatched. But the bird of Phoebus discovered her infidelity . . .

There is enjambment between lines 542—43 and 544—45, and only
the lightest of pauses at the end of 543 (since certe, though pointed,
is not strongly emphatic); and the placing of wobseruata (v———v) in
the penultimate position in the line i1s managed so as to convey a
characteristically Ovidian point while not impeding the movement
of the verses. That point depends for its effect, not only on the sense,
but on the greater length of the word that complements casta; but
the word itself, like the diction of the whole passage (at least as far
as 549) is colorless, as its function in the context requires it to be.
Clearly Ovid coined inobseruatus to perform a specific function in this
passage, which it does with extreme efliciency. The second word
occurs in a narrative sequence which is also fast moving, but in this
case “pathetic,” with a more colorful vocabulary effectively deployed:

26 Cf. Linse (1891) 49-50 and above, n. 78.
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laurea delapsa est audito crimine amantis,

et pariter uultusque deo plectrumque colorque
excidit, utque animus tumida feruebat ab ira,
arma adsueta rapit*’ flexumque a cornibus arcum
tendit et illa suo totiens cum pectore iuncta
indeuitato traiecit pectora telo (2.600—605).

His laurel wreath slipped from the god’s head as he heard of his
beloved’s offense,” and in one moment his expression changed, he
dropped his plectrum, and his face went white. His heart swelling with
rage, he snatched up his familiar weapon, strung his bow, and into
the breast that so often had been pressed to his he sent deep the arrow
that cannot miss.

Ovid sketches in the god’s reaction to the news by focusing atten-
tion on externals: and his consternation is neatly conveyed in his
favorite figure, syllepsis.” There is enjambment between lines 6012,
603—4 (note the position of the verbs excidit, tendit), and 604-5; and
the single subordinate clause in 602 retards the narrative just enough,
and no more, to emphasize that Apollo’s consternation is instantly
succeeded by a new emotion, anger. This swift period, packed with
emotion and incident, is suddenly slowed down and, so to say, stopped
in its tracks by the four-word* last verse with its enclosing word-
order (cf. 282 quoted above): indeuitato fraiecit pectora telo. Apollo’s
precipitate action, which he is immediately to regret (612, paenitet
heu! sero poenae crudelis amantem), is finished and irrevocable. Again, if
Ovid had been content to use existing epic diction, the phrase non
euttabile telum, which he does in fact use later in the poem (6.234),
or some similar variant (cf. 3.301, ineuitabile fulmen), lay ready to hand
on the model of Virgil’s ineluctabile tempus (Aen. 2.324) or inexorabile
Jatum (G. 2.491).%*' Instead he chose to coin the strong and majestic
indewitatus for the particular effect that he wanted.

Other features of Ovid’s diction may be reviewed more briefly.
In general it may be said that they were all directed to extending,
within the limits of linguistic and literary propriety (i.e., without

57 yapit recc., Heinsius: capit codd. The tempo of the narrative imperatively

demands the more violent verb.

2% In spite of amanten at 2.612 I believe that the older interpreters were right in
taking amantis here as referring to Coronis and not to Apollo.

¥ Cf. above, nn. 115-121.

0 An effect of which Ovid is fond: Winbolt (1903) 228.

¥ Cf. Zingerle (1869—71) 2:112; on Ovid’s predilection for adjj. in -¢fis cf. below.
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substantially trenching on either the colloquial or the archaic or the
hyperpoetic resources of Latin) the poetical koine that in his amatory
works he had already gone a long way towards establishing as what
might be called a standard literary dialect of Latin.*** Most of his
predilections are obviously dictated by the desire to make his verse
more smooth and dactylic: e.g., adjectives in -i/zs, neuter nouns in
-men,”** and above all Greek proper names. As a source of new poet-
ical vocabulary borrowings from Greek had been ruled out by the
common consent of the Augustan poets (Horace’s remarks on the
subject are sufficiently well known), and in the Metamorphoses Ovid
shows himself predictably restrained.*** With proper names, in con-
trast, he is extremely lavish. This, in a poem which takes a wide
sweep through Greeck mythology, was of course to be expected; and
Ovid was as sensitive as any of his predecessors or successors to the
emotive or purely musical effects of names.?> What particularly
deserves remark is the way in which, as with the compounds already
discussed, his diction is engineered to smooth and accelerate the
verse. Thus his evident preference for adjectival forms in -is, -idis/os
over the alternatives available must be largely due to the metrical
utility of the endings -ida, -idis/os, -ide, -ides, -idas.**®

As in the elegies, adjectival forms of the same name are freely
and innovatively varied to suit the meter:*” per Achaeidasy . . . urbes
(3.511, al.), Achaica dextera (12.70), inter Ackaeiadasy . . . matres (Her. 3.71);
Achelovadum . . . Sirenum (14.87—88), Acheloides (5.552), Acheloia . . . Calliroe
(9.413-14, al.); arma Aetola (14.528, al.), Aetolide} Deianira (Her. 9.131),
Aetolius heros (14.461); Cephusiast ora (7.438), Cephisidas undas (1.369),

#2 See Bednara (1906) passim.

2 Ovid’s freedom in coining such words (Linse (1891) 31-32) is reminscent of
Lucretius: cf. Bailey (1947) 1:134-35.

4 Of the instances collected by Linse (1891) 8-14 (most of which are taken from
the Halieutica, which is not by Ovid) only a handful merit remark: canna (8) (but cf.
Adnot. super Lucanum p. 184 Endt); harpe (569, 170), vox propria of Perseus’s weapon;
moly (14.292); and some names of plants and animals such as morus; ciris, echidna,
epops, haliaeetos, hyaena.

5 See, e.g., Wilkinson (1955) 235-36 quoting Met. 2.217-26; and cf. also, e.g.,
11.194-98, wltus abit Tmolo hquidumque per aera uectus/ angustum citra pontum Nepheleidos
Helles/ Laomedonteis Letoius adstitit aruis:/ dextera Sigei, Rhoetei laeua profundi/ ara Panomphaco
uetus est sacrata Tonanti. On Tonans = luppiter sce Bomer (1969) 78.

6 Cf. the almost “formulaic” use of Asis{ in Asida terram (5.648), Aside terra (9.448);
and cf. Kenney (1996) 250-51.

M7 Asin the corresponding list for the elegies (above, III), only cases of three or
more variants are recorded. For additional examples see Bomer (1976) 303—4 on
Met. 5.303.
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Cephistusy (3.351); Cytherea (10.640, al.), Cytheriacis . . . aquis (Her. 7.60,
al.), Cythereiadasy . . . columbas (15.386), Cythereide natum (4.288), Cythereius
heros (13.625, al.); proles Letoial (8.15, al.), Letoidos . . . arua (7.384, al.),
Letois . . . aris (6.274, al.),**® Latonia (1.696, al.); Minyeia} proles (4.389),
Alcithoe Minyeiast (4.1), Minyerdest (4.32, al.); Sidoniae comites (3.129, al.),
Sidonida nomine dicunt (2.840, al.), Sidonis inque pyra . . . (14.80, al.), Sido-
nius hospes (3.129, al.);**® Symaetheas) . . . aquas (F. 4.472), nympha . . .
Symacethide} cretus (13.750), Symaethius heros (13.879); Titama (1.395, al.),
Tutamactsy . . . dracombus (7.398), Titanidos . . . Circes (13.968, al.); Tritoma
(2.783, al.), Tritoniacal . .. harundine (6.384, al.), Tnitomida . .. arcem
(2.794, al.).

In spite of this apparent profusion of forms it becomes clear when
the manner of their employment is considered that a principle some-
thing like that of formulaic economy is here at work. The same prin-
ciple can be detected in Ovid’s employment of some common nouns
and adjectives. Thus his favored formations in -men, previously referred
to, are used for choice in the ablative singular and accusative plural,
where they provide a dactyl ending in an open vowel.” Similarly his
abstract fourth declension substantive formations in -us, of which he
is a fancier in a small way,”' occur mostly in the dative and ablative
plural, providing a dactyl ending in -5.”> When variant forms of the
same word are employed we have in effect a composite declension:
conamine but conatibus, hortamine but hortatibus, compagine but compagibus.

Such devices as these for enlarging the compass of the poet’s lin-
guistic resources were not invented by Ovid or practiced only by
him; what is new and peculiar to him is the unobtrusive efficiency®’

8 Ovid will have followed the Greek spellings (cf. Kenney (1996) 234 on Her.
21.153); his editors usually represent him as unable to make up his mind between
Le- and La-.

9 The prosodic variations are Virgilian.

20 The figures for Met. (of instances, not of individual words) are: nom. sing. 2,
acc. sing. 6, gen. sing. 1, abl. sing. 23 (of which uelamine accounts for 2); nom. pl. 5,
acc. pl. 26 (uelamina 11). Note the variant forms solacia (sagpius), temptamenia (2), irri-
tamenta, uelamenta; cf. Hollis (1970) 128 on Met. 8.729, Austin (1971) 198 on Aen.
1.649.

#t Linse (1891) 28-29; Lucretius is much less restrained (Bailey (1947) 1:135,
Perrot (1955)).

B2 Dat. conatibus, cruciatibus, narratibus, saltatibus, uenatibus, wictibus (+ wuicty); abl.
adflatibus (+ adflatu 3), hortatibus (2), iactatibus, latratibus (4) (+ latratu 3, latratus acc.),
suspiratibus, wenatibus (2) (+ uenatu 2), ululatibus (5) (+ ululatu and note 11.17, Bacche:
ululatus).

»35 More material in Linse (1891); the examples quoted here may suffice to make
the point.
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with which he applied them to the creation of the copious and limpid
style—a transmitting rather than, as with Virgil, a refracting medium—
which he saw as appropriate for the Metamorphoses. In his exploita-
tion of these possibilities he resembles (though he is more restrained)
Lucretius more closely than any of his other predecessors. This is
perhaps not surprising, for Ovid, intelligent and impatient of the
obscure, was temperamentally equipped to respond to the magnificent
and unequivocal clarity of the Lucretian message,”* to appreciate
the masterful handling of the language which made that clarity pos-
sible, and to adapt the lessons learned from Lucretius to his own

purposes.

VIII

Ovid was termed by R.S. Conway “a chartered libertine in Gram-
mar.”?® This summary judgement may be allowed to stand if it is
understood to refer to the ordering of words in the sentence. Ovid
does not seem to me to strain the Latin language as, in their different
ways, do Virgil or Propertius or Lucan: his case-usage, for instance,
though flexible and versatile, cannot be called either difficult or
markedly licentious.”® So too his use of “poetic” singulars and plu-
rals, given that the latter especially offer an easily available source
of extra short syllables, rarely amounts to abuse;® where it may
seem to verge on doing so, the motive is plain, to assist rapidity. So
within the space of three verses Hyacinthus’s wound is now plural,
now singular (10.187-89). That most readers of the Metamorphoses,
unless they happen to be grammatical lepidopterists, with net and
killing-bottle at the ready as they read, do not notice such things is
the best possible index of Owvid’s linguistic mastery. The same is for

¢ Boyancé (1963) 213.

5 Conway (1900) 358.

36 Cf. Hau (1884). His usage is in general bolder in Met. than in his other works
(Hau (1884) 141-42). Some idea of the respective freedom of the Latin poets can
be obtained from comparing entries in the index of that great museum of syntac-
tical specimens, Bell (1923).

%7 Herr (1937) 30: “the nominative and accusative cases of neuter plural nouns
are not the chief source of Ovid’s . . . additional short syllables;” and cf. above, III
sub fin. Consideration of a verse such as 1.181, talibus inde modis ora indignantia soluit,
shows that a purely mechanical approach does not reveal anything like the whole
truth.
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the most part true of his use of hyperbaton. His most striking instances,
as has been noted above, occur in the elegiac works;*® those which
are found in the Metamorphoses are not usually disturbing “provided,”
as Postgate remarks, “that the words are read and not simply sur-
veved;” indeed a reader who is moderately well accomplished in
Latin is unlikely to notice, unless halted and admonished by (super-
fluous) editorial commas, that he is confronted with hyperbaton in

non mihi quae duri colerent pater arua iuuenci
lanigerosue greges, non ulla armenta reliquit (3.584-85).

My father left me no land to be tilled by patient oxen, no sheep, no
cattle.

The commentators, displaying it may be unusual tact, in fact offer
no remarks on the word-order, which is in a sense a compliment to
the poet; but in a discussion such as this it does deserve remark for
its unobtrusive functional efficiency. In their context, in which of
course they must be read, the verses emphasize that the family’s only
resource was fishing: this is done by using the familiar technique of
negative enumeration. What comes of this technique when it is used
heavy-handedly can be seen in Lucan;®® here the touch is as light
as is consistent with making the point. Grammatically the sentence
is articulated by the repeated non (anaphora = copula), and the com-
bined effect of the word-order and the meter is that the two cola,
though disparate in length, are equivalent in weight. The rapid dactyls
of 584-85" carry the reader on to the slow spondees of 585", and
the first non, pater, and arua all look forward to the verb religuit which
completes both syntax and utterance. Conversely, ulla must be read
apo kotnou, qualifying the first non and and also connoting ullos sc.
greges (cf. 2.109, cited below). Dissected in this laborious way, the
structure sounds complicated and difficult; but read as a single syn-
tactical grouping®™ it offers no impediment to understanding because
the relationship of the syntactical elements, which is independent of
the order in which they occur, cannot be in doubt. Occasionally in

8 Two especially distinguished by Postgate (1916) 145-46 belong not to Ovid
but to the unknown poet of the Somnium (Am. 3.5).

29 BC 2.350-80; cf. Heitdand’s remarks at Haskins (1887) Ixxii, Marouzeau (1946)
259-60, but see also Bramble (1982) 544-57 on the “negation antithesis” as a car-
dinal element in Lucan’s poetic strategy.

%0 Cf. Postgate (1907-8) 167.
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the Metamorphoses we may encounter a hyperbaton seemingly of the
forced “elegiac” type, such as becomes habitual to Martial:

nam graue respiciens inter duo lumina ferrum
qua naris fronti committitur accipis imae (12.314—15).

... for as you look back you receive a heavy spearpoint between the
eyes, where nose and forehead join.

or (if my interpretation is correct):

hac agit ut pastor per deuia rura capellas
dum uenit abductas et structis cantat auenis (1.676-77).

With this [i.e., the caduceus], disguised as a shepherd, he drove through
unfrequented ways the goats which he stole as, playing on his reed
pipe, he came along.

The editor who prints these passages with commas around accipis
and abductas is no doubt doing his duty as a grammarian, but the
signpost that he thinks to offer the traveller is more apt to behave
as stumbling-block or stile:*' ancient readers did not need it, nor
should a modern reader who is conscious that Latin is not English
or French or German and who has trained himself to go on until
the poet tells him, by providing the awaited syntactical/rhetorical

dénouement, that he may stop:
qua naris front: committitur accipis imag;
dum wenif abductas ef STRVCTIS cantat AVENIS.

But are these two instances in fact as purely “elegiac” as they seem?
It is at least worth asking the question whether the positioning of
acciprs and abductas 1s deliberate, to emphasize that the spear struck
in the middle of the face, that the thefts were accomplished all the while
the god strolled and played. It does not do to underrate Ovid or
any other doctus poeta in even the smallest points of technique, and
if all he had wanted was to make his verses scan he could have
done so in numerous other ways.

! In such cases as 1.458, qui dare certa ferae, dare uulnera possumus hosti (copiously
illustrated by Housman in his note on Manil. 1.269-70), the anaphora dictates a
comma after ferae, but a second after possumus would simply trip the reader up.
With practice the ear is conditioned by the movement of the verse to accept these
distributions. They continue to lead the unwary critic into error (Kenney (1998)

311-12).
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Mention has been made of the so-called apo koinou word-order, in
which part of the second member of an utterance modifies the first
member as well.**? It becomes unnecessary to embark on an elabo-
rate classification of this usage once it is grasped that it is essentially
a special type of ellipse, the figure in which part of an utterance is
suppressed for the sake of economy and effect, being readily “under-
stood” from the context. Not only words but cases may be treated
in this way, e.g., per iuga chrysolithi positaeque ex ordine gemmae (2.109),
i.e., per tuga ex ordine positi chrysolithi et (aliae) gemmae, or ut limbus lotumque
appareat aurum (2.734), 1.e., ut totus appareat limbus totumque aurum, or
rather, since hendiadys too is at work, ut totus appareat aureus limbus.**

The principle that sentences should be read as wholes and that
each word should be understood in relation to the entire context is
fundamental to a correct reading of Latin poetry and a good deal
of Latin prose. In their light even Ovid’s more apparently wilful
games with syntax ought not to impede comprehension: fluminaque
obliquis cinxit declivia ripis (1.39). As has been pointed out by Bomer,?*
the attributes proper to rivers and their banks have changed places.
Double enallage, as this is termed, was already known to Ovid’s
readers from Virgil and earlier poets,” and both words were famil-
iar enough in their proper senses for an accomplished reader to
grasp and relish what Ovid was up to. But, once again, is this pure
play? May there not be a deliberate stroke of wit, a hint of the
chaos from which order was emerging and a suggestion of a period
during which the rivers were still learning their place in the new
order of things and in which, for the moment, stream and banks
were as yet not clearly distinguished? It is at least a piquant thought.
The main point to be made, however, 1s that identification and
classification of the various syntactical figures to be found in Ovid’s
Latinity, though an entirely praiseworthy occupation, 1s not essential

%2 The definition adopted by H—~S 834. For further discussion see Eller (1938)
1-7; and f. Kenney (1958a) 55, Leo (1960) 1:77-81, Mayer (1994) 25-28.

%4 The following further instances have been casually culled from a single book:
2.231, cineres eiectatamque fauwillam; 406, fontes et non audentia labi/fluming; 438, odio nemus
est et conscia silua; 490, ante domum quondamgque suis erraust in agris.

%t Bomer (1967) 223~26; cf. Bomer (1969) 51 ad loc., 149-50 on 1.466, and to
the literature cited by him add Bell (1923) 317-21. Both adjj. would be felt as pred-
icative in sense.

25 E.g. Lucret. 3.972-73, anteacia uetustas temporis aeterni, exactly equivalent in sense
to 1.558, infinita aetas anteactt temporis omnis.



74 EJ. KENNEY

to intelligent comprehension of his poetry; indeed, there is a danger
that such exercises may encourage the disposition to see an abnor-
mality, deserving defense or at least palliation, in what is really the
acquisition by Latin of a flexibility which, compared with Greek, it
lacked in its rude and inartificial state.?®

IX

We may now turn from grammar to rhetoric, from this necessarily
partial and fragmentary review of Ovid’s linguistic resources and
expedients to consider how he employed them in action, i.e., in the
continuous utterance of the poem. That Ovid’s style is “rhetorical”
his critics all agree; not all trouble to define adequately what they
mean by the term. Most good Latin poetry is rhetorical in the sense
that it is engineered to produce a particular effect on the reader;
the artistic success of the result depends principally on whether the
poet observes a due proportion between ends and means. For Ovid,
writing the sort of poem that the Metamorphoses was intended to be,
two principal ends had to be kept in view if the reader’s attention
was not to flag: the need to keep the poem moving continuously,
and the need to vary the tone and tempo according to the charac-
ter of the episodes themselves. It is the first of these needs that dic-
tated a fundamental characteristic of his style, the contrast between
the elegiac (as one might term it) brevity and terseness of individ-
ual members (clauses, cola) and the flowing amplitude of the sen-
tences as a whole. Nims, I think, puts his finger on this point when
he remarks that “Owvid . . . has been found long-winded, even if musi-
cally so, but the general effect of his writing is one of conciseness.”?®’
One of the devices by which he achieves this effect is not peculiar
to him, the so-called “theme and variation.””® Sometimes, it is true,
this amounts to little more than saying the same thing twice: sed f
decor iste, quod optas,/ esse uetal, uoloque tuo tua forma repugnat (1.488-89)
differs essentially very little from

%5 For further discussion of certain Ovidian figures sece my reviews of Bomer’s
commentary, Kenney (1972--88) passim.

%7 Nims (1965) xxii. The whole of Nims’s introduction is excellent value.

%8 See Henry (1873-78) 1:206-7, 745-51. For its use by Lucretius see Kenney
(1971) 25. It is, as Henry remarked, “almost inseparable from poetry.” The Psalms
of David are a supreme example.



OVID’S LANGUAGE AND STYLE 75

nequitiam fugio, fugientem forma reducit;
auersor morum crimina, corpus amo (4m. 3.11.37-38).

I flee from your infidelity, but as I flee your beauty brings me back;
I hate your character, 1 love your body.

These indeed might be called the hexameters of an elegist; yet the
emphasis on Daphne’s beauty as the cause of her undoing is after
all at the center of the story. More clearly disciplined and functional
is the creation of Man:

pronaque cum spectent animalia cetera terram,
os homini sublime dedit caelumque uidere
1ussit et erectos ad sidera tollere uultus (1.84-86).

... and whereas the rest of the ammal creation go on all fours and
look down at the earth, to man he gave an uplifted face and bade
him gaze on the heavens and raise his eyes aloft to the stars.

The contrast between man and the other animals (a commonplace
of ancient thought, as Bomer’s note shows) is pressed home by the
tricolon structure and the progressive amplifications sublime > caelum
> sudera: the divine element in man’s composition is en rapport with
the stars, themselves divine. The triple structure of 1.85-86 responds
to that of the opening verses of the paragraph:

sanctius his animal mentisque capacius altae
deerat adhuc et quod dominari in cetera posset (76-77).

There was as yet no animal more godlike than these, more capable
of receiving lofty intelligence,” and such as might rule over the rest.

A pathetic effect 1s evident in

sternuntur segetes et deplorata coloni
uota iacent, longique perit labor irritus anni (1.272-73).

The crops are laid flat, the farmer’s prayers lie given over for dead,
and the long year’s toil has gone for nothing.

Here variation combines with imagery, diction (the effect of the
stately deplorata), and interlocking word-order (1.273: aBbA) to empha-
size the peasants’ despair. Grandeur is the note struck in

%9 Bomer’s suggestion ((1969) 43) that mentis capacius altae stands by enallage
for mentis capax altioris seems to be mistaken. mens alta is an attribute of divinity, of

which man was enabled, as the beasts were not, to receive a share (cf. Lee (1953)
79 ad loc.).
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sed regina tamen || sed opaci maxima mundi ||
sed tamen inferni pollens matrona tyranni (5.507-8).

... but yet she (Proserpine) is a queen, the greatest in that dark world,
powerful wife of the lord of the underworld.

Here the tricolon structure is formally articulated and spaced by the
repeated sed, and the splendor of Proserpine’s position emphasized
by the “golden” line 508 (abBA). This technique can also be effective

in narrative:

Lydia tota fremit, Phrygiaeque per oppida facti
rumor it et magnum sermonibus occupat orbem (6.146—47).

All Lydia is in turmoil, the news of the deed goes through the towns
of Phrygia and fills the whole world with rumor.

Here variation is accompanied by extension: the words connoting
rumor, fremit, rumor, sermontbus, act as a sort of semantic anaphora
articulating the account of the spread of the news from Lydia through
Phrygia and out into the wide world. The dactyls of 146 and the
enjambment facti/rumor add speed, and the enclosing word-order mag-
num . . . orbem rounds off the picture and emphasizes how completely
the news filled the world, vast as it is. In the same way, on a slightly
larger scale, the different phases of an action are brought out both
pictorially and conceptually in

his, ut quaeque pia est, hortatibus impia prima est

et, ne sit scelerata, facit scelus; haud tamen ictus

ulla suos spectare potest, oculosque reflectunt

caecaque dant saeuis auersae uulnera dextris (7.339—42).

(Pelias is murdered by his daughters at the instigation of Medea.) At
her bidding each daughter, the more she loved her father, the more
eagerly she struck, and to avoid the reproach of wickedness did a
wicked deed. Yet none could bear to lock at the blows she dealt, all
averted their eyes and turning away inflicted with cruel hand wounds
they could not see.

This is a fine example of Ovid’s extreme verbal dexterity in the
exploitation of paradox, conveyed through a sort of double theme
and variation. The idea of the first occurs more than once in the
poem, varied with Ovid’s habitual ease:

incipit esse tamen melior germana parente
et consanguineas ut sanguine leniat umbras,
impietate pia est (8.475-77).
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However, the feelings of a sister began to prevail (in Althaea) over
those of a mother, and to placate with blood the ghost of a blood-
relation,” she is undutifully dutiful;

and, more succinctly,

ultusque parente parentem
natus erit facto pius et sceleratus eodem (9.407-8).

(Themis on the killing of Eriphyle by Alcmaeon to avenge the death
of Amphiaraus)...and his son, avenging parent on parent, shall be
by the same deed dutiful and wicked.

This idea is then exploited in the second theme and variation by
being, so to say, translated into action; as in other cases the period
1s completed by a verse with interlocking word-order (abAB; but for
the position of the verb a golden line). There is a tendency here
towards what in later poetry, especially in Juvenal, becomes a man-
nerism, the rounding off of a train of thought with a self-contained
and quotable sententia. So in

nec tam
turpe fuit uinci quam contendisse decorum est,
magnaque dat nobis tantus solacia uictor (9.5-7).

It was less shameful to be beaten than it is honorable to have fought,

and it is a great consolation to have succumbed to so mighty a vic-
tor (Achelous on his wrestling defeat by Hercules).

There is in fact a concealed tricolon structure here, for line 6 falls
into two portions of unequal length, linked and contrasted by the
two pairs of verbs in different tenses, whereas the interlocking word-
order of line 7 welds it into a single whole:

turpe fuit vinct || quam CONTENDISSE decorum est,

magnaque dat nobis tantus solacia uictor.

L |

70 “A forced and almost pointless word-play” is the comment of Hollis (1970)
91 ad loc. I am not so sure. Ovid can scarcely have had in mind the old idea that
a mother was not related by blood to her offspring (cf. Kenney (1971) 178-79 on
Lucret. 3.743). The shedding of blood called for a bloody expiation, and in this
case the victim was related to both avenger and avenged: in other words sanguine
at 1.476 is felt in the context (after consanguineas; cf. Kenney (1971) 110 on Lucret.
3.261) as = not merely “blood” but “kindred blood.” I do not know exactly what
Hollis means by calling the oxymoron impietaie pia est “not very pleasing.” What are
the criteria which an oxymoron must satisfy in order to please?
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The quality of Ovid’s technical achievement in the Metamorphoses is
not fully grasped unless the reader has trained himself to be con-
sciously aware of the enormous range of variations which the poet
imparts to these basic poetic structures. It 1s because of this variety
that he is not monotonous as, say, Lucan is monotonous. Lucan pro-
vides an instructive contrast precisely because, though his techniques
are in many respects essentially Owvidian, he lacks Ovid’s versatility
and flexibility in applying them.

X

It is convenient to use the device of theme and variation to illus-
trate the application of Ovid’s techniques on a small scale. To extend
these illustrations and this style of analysis on a larger scale would
involve the discussion of whole books and episodes, which space does
not allow and which is perhaps rather the province of the com-
mentator.””! I shall therefore conclude this essay by reviewing a num-
ber of slightly longer passages which seem to me to exemplify certain
other aspects of Owvid’s art, without pretending to completeness or
even system. In a poem of such immense variety and of a richness
sometimes verging on indiscipline (though never anarchy) random,
or perhaps more accurately capricious, sampling is perhaps as good
an approach as any. All my examples (and the same, I suspect,
would be true of any others that might be preferred) are in fact
essentially making the same point: they all illustrate the (on the whole,
barring certain isolated fours de force) unobtrusive efficiency (I have
used this phrase before, but make no apology for the repetition) with
which Ovid keeps his poem moving and holds continuously the atten-
tion of his readers.

I have said that Ovid is never monotonous as, for instance, Lucan
is monotonous. He was aware of the need for continual slight vari-
ations in tone and tempo in such a long poem. So in the account

of Jason and the fire-breathing bulls (7.100-119):

postera depulerat stellas Aurora micantes; 100
conueniunt populi sacrum Mauortis in aruum

consistuntque iugis; medio rex ipse resedit

agmine purpureus sceptroque insignis eburno.

1 An attractive discussion of 13.750-897 (Acis, Galatea, and Polyphemus) by
West (1970) 8-14.
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ecce adamanteis Vulcanum naribus efflant

aeripedes tauri, tactaeque uaporibus herbae 105
ardent; utque solent pleni resonare camini

aut ubi terrena silices fornace soluti

concipiunt ignem liquidarum adspergine aquarum,

pectora sic intus clausas uoluentia flammas

gutturaque usta sonant. tamen illis Aesone natus 110
obuius it; uertere truces uenientis ad ora

terribiles uultus praefixaque cornua ferro

puluereumque solum pede pulsauere bisulco

fumificisque locum mugitibus impleuerunt.

deriguere metu Minyae; subit ille nec ignes 115
sentit anhelatos (tantum medicamina possunt)

pendulaque audaci mulcet palearia dextra

suppositosque iugo pondus graue cogit aratri

ducere et insuctum ferro proscindere campum.

As soon as next day’s dawn had banished the bright stars, the people
assembled at the sacred field of Mars and took their stand on the sur-
rounding hills. In their midst sat the king, purple-clad and resplendent
with his ivory scepter. Now, breathing fire from their adamantine nos-
trils, came the brazen-footed bulls, and the grass shrivelled as their
breath touched it. As a well-stoked furnace roars or as baked lime
burns when slaked with water, so the chests of the bulls and their fiery
throats roared with the flames within. Nevertheless the son of Aeson
went to meet them. They menacingly swung their fearful heads and
iron-tipped horns to face him as he came, pawed the dusty earth with
their cloven feet, and filled the place with their smoky bellowings. The
Minyans were rigid with terror, but Jason approached without feeling
the fiery breath (so powerful were the charms) and with daring hand
stroked their dewlaps, yoked them, and constrained them to draw the
heavy plough and cleave with the share the unaccustomed soil.

Ovid presents the scene, in contrast to his model Apollonius, as an
amphitheatral set-piece,””® with the bulls in the center; for Jason’s
victory is such a walk-over as scarcely to merit description. This con-
centration on a particular moment of the action and the taking of
the rest for granted is of course Alexandrian and characteristic of
Ovid’s procedure in many episodes of the poem. Down to 112 the
narrative moves swiftly, only 100 and 103 being heavily endstopped,
and enjambment being frequent (102-3, 104-5, 1056, 107-8, 109-10,

72 The bulls appear (104 ecce) as if released from the caueae; in Apollonius
(3.1288-92) Jason has to track them down to their murky lair, and Aecetes is not
formally enthroned as in Ovid but simply stands or strolls by the river (1277; see
Frankel (1961) 162 for the textual variants). Professor Boyd draws my attention to



80 E.]. KENNEY

110-11, 111-12). Similarly with 115-19, where enjambment (11516,
118-19) and parenthesis*’”® help to polish off the actual accomplish-
ment of the feat in very short order. Between these lively passages
intervenes the description of the bulls: static and so menacing. Their
initial reaction to Jason’s appearance is conveyed by the (enjambed)
uertere truces . . . uultus, but that is the only movement in the scene.
Each of the three succeeding verses is self-contained: the bulls stand
staring, horns at the ready (112), pawing the ground (113; note the
alliteration) and bellowing (114; are the onomatopoeic and metrical
effects slightly overdone?). All this, as the reader knows perfectly well,
is a sham. The Minyans of course are not in on the secret, but
Jason, as Owvid tells the story, is not called upon (or possibly lacks
the wit?) even to simulate anxiety or effort.?”* This brief static inter-
ruption in the brisk current of the episode (which continues in what
follows) is not an unmotivated descriptive excursus but a subtle stroke
of wit. By pausing to call attention to the appearance and behavior
of the bulls Ovid is reminding us how the whole encounter has been
“set up” by Medea—who is of course the figure that he and we are
really interested in. The bulls look alarming—to the outsider and
those not in the know—but they do not actually do anything; they
just stand, stare, fume, and bellow.

In this passage the variations in tempo are directly connected with
the incidence of enjambment (among other things); and we may now
recall the criticism mentioned earlier, that Ovid’s hexameters are
“under-enjambed.” In the Aeneid it has been calculated that Virgil
enjambs on an average about forty per cent of his verses, a higher

the possibility that Ovid may also have had in mind the setting of the Romuli aus-
picium as described by Ennius, Anan. 72-91 Sk.

73 On Owvid’s use of parenthesis see von Albrecht {1963) and Kenney (1964).
von Albrecht’s discussion shows that Ovid employs parenthesis for more than one
effect, but one characteristic is constant: it is always so incorporated, beginning and
ending with the verses themselves or their main caesuras and unambiguously sign-
posted (cf. above, n. 233), as to interrupt the flow as little as possible. The text
printed above is as punctuated by the old editors and some of their successors; the
punctuation of, e.g., Magnus and Ehwald, who begin the parenthesis at nec, con-
travenes the ambiguity principle, which requires that a parenthesis should not be
deemed to begin before it has to.

#% In contrast to Apollonius’s Jason, who at least braces himself for the encounter
and holds a shield in front of himself (3.1293-96), and actually has to exert him-
self when it comes to the yoking (3.1306-8). Did Emily Dickinson have Ovid in
mind when she wrote “Jason—sham—too?” (Reference due to Professor R.G.
Mayer.)
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proportion than in any other hexameter poetry.”® Taking Metamorphoses
7 as a representative book I have estimated that the corresponding
figure for Ovid is in the region of thirty-five per cent: not exactly a
low figure when compared even with the Aeneid, let alone with the
twenty per cent of the Fclogues. But just as with Virgil,”’¢ consider-
able variations occur, especially in speeches: to look no further than
the beginning of Book 7, the proportion of enjambed verses rises
sharply towards the end of Medea’s soliloquy, at 46—71; for other
examples see also 59—-62 (swift “linking” narrative), 188-91 (prelim-
inary to prayer), and 406—15 (parenthetic explanation). Nor do the
types of enjambment used by Ovid seem to differ appreciably from
those of Virgil;¥”’ the main and substantial difference is in overall
frequency of employment.”® In such matters Ovid’s practice seems
to represent an instinctive compromise. If enjambment were to exceed
the Virgilian figure, more frequent and stronger pauses in the inte-
rior of the verse would be necessary to prevent it from accelerating
into a breathless gallop, but too many such pauses would unbalance
the relationship between hexameter and sentence. Ovid’s practice
represents what his ear told him suited the general narrative pace
that he wished to maintain.

5 Worstbrock (1963) 156.

76 Worstbrock (1963) 157.

27 Worstbrock (1963) 159-62.

78 To maintain comparability I have interpreted “enjambment” in a fairly strict
grammatical sense, applied to lines whose syntax is completed by what follows. Ovid
makes much use of what might be called “quasi-” or “semi-enjambment”: that is,
a structure which, while it does not disallow, certainly discourages a pause at the
end of the line in reading. So, for instance, in (¢ = strict, ¢ = quasi-enjambment):

o cui debere salutem (e)

confiteor, coniunx, quamquam mihi cuncta dedisti (q)

excussitgue fidem meritorum summa tuorum (7.164—66)
or

constitit adueniens citra limenque foresque (q)

et tantum caelo tegitur refugitque uiriles (e)

contactus statuitque aras e caespite binas,

dexteriore Hecates, at lacua parte Iuuentae (7.238—41).
The close connection is very often achieved by et or -que; but other devices are
used, as in the second quotation, where the unemphatic binas does not invite the
reader to pause (as the order binas . .. aras would have done) and is at once picked
up by dexteriore, which in turn looks forward to its complement in lzeua. Examples
could be multiplied; the upshot is that the overall speed of the verse is greater than
the figures quoted for enjambment proper would lead one to suppose.
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To illustrate the speed at which Ovid can, when he wishes, make
his verses move, we may consider the description of Myrrha’s sleep-
less night:

noctis erat medium, curasque et corpora somnus

soluerat; at uirgo Cinyreia peruigil igni

carpitur indomito furiosaque uota retractat 370
et modo desperat, modo uult temptare, pudetque,

et cupit et quid agat non inuenit, utque securi

saucia trabs ingens, ubi plaga nouissima restat,

quo cadat in dubio est omnique a parte timetur:

sic animus uario labefactus uulnere nutat 375
huc leuis atque illuc momentaque sumit utroque.

nec modus et requies nisi mors reperitur amoris;

mors placet; erigitur laqueoque innectere fauces

destinat a zona summo de poste reuincta

‘care uale Cinyra causamque intellege mortis’ 380
dixit et aptabat pallenti uincula collo (10.368-81).

It was midnight, and all around minds and bodies lay relaxed in sleep.
Only Cinyras’ daughter was wakeful, tormented by the flame she could
not subdue, as she went over in her mind again and again her fren-
zied prayers. Now she despaired, now she was for the attempt; shame
and lust alternated in her, but she could not tell what to do. As a
great tree, mortally stricken by the axe and awaiting the final blow,
inspires fear on all sides as men wait to see which way it will fall, so
her purpose, undermined by conflicting assaults, wavered unsteadily
now this way and now that and moved in alternate directions. The
only end and rest for her passion that she could find was death, and
death she decided upon. She rose, determined to hang herself, and
tying her girdle to the lintel and murmuring “Goodbye, dear Cinyras,
and understand why 1 die,” she was, deathly-pale, in the act of adjust-
ing the noose about her neck.

Having already in 9.454-665 dealt very fully with the rather simi-
lar story of Byblis, Ovid had necessarily to vary his treatment of
Myrrha—and no doubt embraced the opportunity of doing so.?”
Myrrha is given one, by Owvidian standards relatively brief, soliloquy
(320-55), and once her state of mind has been established, the trans-

29 The Byblis episode contains little narrative and is mostly taken up with the
soliloquies (in which her letter must be included) in which the heroine’s warring
states of mind are analyzed. Cf. Trankle (1963), stressing the similarities with the
Heroides (but see also Otis (1970) 221-22). With the description of Myrrha quoted
above compare 9.523-28. On elegiac elements in the vocabulary of Afet. see Knox
(1986a) 31-39.
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lation of her feelings into attempted action (to be thwarted by the
Euripidean figure of the Nurse) is speedily accomplished in the pas-
sage under review. Ovid is here ultimately indebted, via Virgil (den.
4.522-52), to the famous night-scene in Apollonius (3.744-69), but
his treatment is compressed and summary, representing or rather
recalling (for 320-55 are still in the reader’s mind) Myrrha’s suc-
cessive mental states by a rapid succession of verbs. It is redeemed
from dryness by the effective simile,® which moves almost as fast
as the surrounding narrative but yet manages momentarily to arrest
attention by concentrating all Myrrha’s vacillations into one power-
ful and original image.”®' Here, it may be remarked, enjambment is
well up to the Virgilian norm, with six strong (368, 369, 372, 378,
379, 380) and three weaker (370, 371, 376) instances in fourteen
verses. Its employment is, as already emphasized in other passages,
strictly functional.

No writer on the Metamorphoses has failed to pay tribute to Ovid’s
powers of description. “There is a plastic quality about his work. He
catches the significant moment or attitude or gesture and imprints
it on our mind.”*? That there is usually more to this than embellish-
ment for its own sake has been emphasized by recent investigation.?®
Not all Ovid’s descriptions, of course, are symbolic, but very few if
any are otiose. Wilkinson’s pertinent comment can be illustrated best
from one or two descriptions of characters in action; for a land-
scape, after all, is static and, given the care lavished on such tech-
nical problems in formal rhetorical instruction and the existence of

%0 A treatment of Ovid’s similes in Met. is outside the scope of this article: see
Washietl (1883), Brunner (1966), Wilkins (1932), Owen (1931), Galinsky (1975)
125-29, 163-66, 189-90, Solodow (1988) 55-57, 211.

B! The idea goes back to Homer and Apollonius (Bémer (1980) 136 ad loc.). In
spite of the usual descriptive elaboration of the tree their application of the image
is very simple. Virgil enlarges its scope and grandeur enormously when he com-
pares the fall of Troy to that of a great tree (den. 2.626-31; cf. Austin (1964) 240
ad loc.). Ovid applies it differently again, to the psychology of the situation: Myrrha
is not compared to the tree; it is the painful moments, that seem to last for hours,
while the tree totters, that resemble her plight, always on the verge of making up
her mind but not quite able to do so. But just as the tree must fall once it is cut
through (cf. the wound image of 375), so must she decide.

22 Wilkinson (1955) 172. Cf. H. Stephanus, in the preface to his Poetae Graeci
Principes (1566): “Poetis autem penicillum quum tribuo, cum ad alios multos mul-
torum poetarum locos, tum ad complures Ovidianarum metamorphoseon locos
respicio.” See also the literature cited by Stroh (1969) 159.

%5 Segal (1969).
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good models, relatively easy to depict competently in its salient
details.® Figures in violent motion present a less tractable assign-
ment. Ovid’s method is essentially to suggest rather than to describe,?®
as three examples will show. The first is Daphne, running from
Apollo:

plura locuturum timido Peneia cursu

fugit cumque ipso uerba imperfecta reliquit,

tum quoque uisa decens: nudabant corpora uenti
obuiaque aduersas uibrabant flamina uestes

et leuis impulsos retro dabat aura capillos,
auctaque forma fuga est (1.325-30).

He would have continued, but the daughter of Peneus fled in alarm
leaving the god alone with his unfinished speech, beautiful also in her
flight. The wind bared her body, her clothes and hair streamed behind

her in the breeze, and running enhanced her loveliness.

Ovid describes the girl as she appeared in the eyes of her pursuer,
with her graceful body made to seem even more desirable by her
flight; his method is impressionistic, concentrating on the effects of
the wind on her hair and clothes and using theme (uenti . . . flamina . . .
aura) and variation with two golden lines of identical “shape” (528-29
= abAB) to fix the moving picture for a short moment. If, as their
construction suggests they should be, these two verses are read as a
combined whole, the reader receives a compound impression: the
girl’s clothes were partly pressed against her body (obuia . . . aduersas),
partly waved and streamed in the breeze (wbrabant . . . retro dabai), as
also did her hair. Ovid takes care to end his description in the mid-
dle of a verse so as to preserve narrative continuity, and to make it
last for just so long a time as may allow the god to recover from
his surprise (note the witty fugit || cumgque ipso eqs.) and take off in
pursuit. The same focusing on similar details (of which Owvid was
fond)* is seen in the depiction of Europa:

%+ A good example is Virgil’s description of the Trojan landfall in Africa (den.
1.159-69), which, unlike its Homeric prototypes {(on which see Williams (1968)
637—44), is clearly organized by the poet so as to lead the mind’s eye of the reader
from point to point in a certain order. It is also, however, organized so as to bring
out the symbolism of the landscape (cf. Poschl (1977) 172-75), which prefigures
both the repose and the subsequent danger that the Trojans will find in Africa—
and in the cave of the nymphs (168) are we not intended to sense that other, more
fateful, cave?

5 «“Un trait seul, un grand trait, abandonnez le reste & mon imagination; voila
le vrai gofit, voila le grand gofit. Ovid I’a quelquefois” (Diderot, cit. Stroh (1969) 85).

26 Bomer (1969) 165 ad loc.
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pauet haec litusque ablata relictum
respicit et dextra cornum tenet, altera dorso
Imposita est; tremulae sinuantur flamine uestes (2.873-75).

In terror she looked back at the shore from which she was being car-
ried off, holding a horn with her right hand and resting the other on
the bull’s back; her clothes fluttered and waved in the breeze.

The pose is a classic one, often represented in ancient art and a
favorite with poets.”®” Ovid has exercized great restraint in his depic-
tion, singling out three features only, the turned-back head and body
(implied by respicif), the position of the hands, and the robe fluttering
in the breeze.® Moschus (Europa 125-30) is much more elaborate
and, though extremely pretty, not more effective.

The description of Europa just quoted occupies the concluding
lines of Book 2. When Book 3 opens the rape has been accom-
plished and the ravisher’s identity disclosed. The technique is rem-
iniscent of the cinema: a fade-out on a carefully posed shot, followed
by a complete change of tempo and mood in the next scene. This
“cinematic” characteristic of Ovid’s descriptive technique (which is
not peculiar to him) has been acutely remarked by Viarre?®® and
deserves study. A striking instance is that of Phaethon attempting to
control the chariot of the Sun:

tum uero Phaethon cunctis e partibus orbem

adspicit accensum nec tantos sustinet aestus
feruentesque auras uelut e fornace profunda

ore trahit currusque suos candescere sentit

et neque iam cineres eiectatamque fauillam

ferre potest calidoque inuoluitur undique fumo

quoque eat aut ubi sit picea caligine tectus

nescit et arbitrio uolucrum raptatur equorum (2.227-34).

And now Phaethon saw the world on fire everywhere, and the heat
was more than he could bear. He breathed in air hot as the blast of
a great furnace far below and felt the chariot growing white-hot. Now
he was overcome by the shower of cinders and glowing ash and found
himself enveloped in hot smoke. Shrouded in pitch-black darkness he
could not see which way he was going or where he was, and he was
swept along at the will of the swift horses.

%7 Haupt — von Albrecht (1966) 1:145-46 ad loc. An especially charming instance
is a Coptic bronze of the 5th—6th century AD. (in private possession), in which
the pose and the girl’s robe have been reduced to a design of hieratic simplicity
(Mitten and Doeringer (1968) no. 316).

8 So too at F. 5.607-9, but there the effect is more crisp than decorative.

9 Viarre (1964) 99-100.
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As with Daphne, the description is presented from the point of view
of a protagonist—in this case #e protagonist. The impression of over-
whelming heat is conveyed by a succession of key words: accensum,
aestus, feruentes, fornace, candescere, cineres, fawllam, fumo, caligine (a remark-
able display of Ovidian ubertas and copia uerborum), with the empha-
sis gradually shifting from heat, via cinders and ash, to smoke and
obscurity, as Phaethon finally loses, not only control of, but all touch
with his situation. His increasing helplessness is conveyed by the
verbs which provide the syntactical articulation of the picture: adspicit,
nec . . . sustinet, ore trahit, neque . . . ferre potest, inuoluitur, nescit and finally
the emphatic frequentative raptatur. There is 1n fact very little actual
description in the way of pictorial epithets and the like, and much
is left to the reader’s imagination to supply; but the stimulus is
adroitly applied, as, for instance, in profunda, with its hint of the great
gulfs below.? The effect is that of a series of shots of the flames
and smoke alternating with close-ups of Phacthon’s face as it regis-
ters horror, bewilderment, and despair. The syntactical structure
enforces rapidity of reading: even editors who habitually over-punc-
tuate are sparing with commas in this passage, but it seems to me
that Ovid’s Latin here requires no punctuation at all, and I have so
printed it.

A special class of descriptive problem is posed by the metamor-
phoses themselves. As with the transitions, variety was of the essence,
especially in the numerous cases of persons who were changed into
birds. Clearly it gave Ovid pleasure to rise to this technical chal-
lenge, and he delighted to lavish on these descriptions all that clev-
erness which has so much annoyed some of his critics.”' On occasions
they constitute what might be called set-pieces of enargeia. Are they
anything more? In this sort of writing Ovid has been praised by
Addison and blamed by Adam Smith;*? and in this remarkable dis-
agreement [ find myself siding with the great economist’s apparently
prosaic objection that these descriptions “are so very much out of
the common course of nature as to shock us by their incredibility.”

20 The comparison itself, as Bémer observes ((1969) 299 ad loc.), is conventional;
it is the choice of epithet that lifts it out of the ruck.

2 “Sometimes Ovid is indeed too clever. He was told so in his own time, and
his ghost has been hearing it ever since” (Nims {1965) xxvii).

292 Spectator no. 417 (28 June 1712); Lectures on Rhetoric and Belles Lettres, ed.
M. Lothian (1963) 61-62 (both passages cit. Stroh (1969) 71, 86).
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However far-fetched the premises of Owid’s ethopoeia, he never parts
company completely with the fundamental humanity of his charac-
ters: into whatever excesses of speech and behavior their passions
may carry them, the reader is never quite out of touch with the real
world, and the Callimachean rule of poetical credibility, “so to lie
as to persuade one’s hearer,”®? is not broken. With what might be
termed the ethopoeia of material phenomena Ovid is less successful.
For him, this was essentially an extension of the rhetorical exercise
“Imagine the words of so-and-so in such-and-such a situation” (tivog
av eimot Adyouvg 0 deiva). He handles such themes like the great
rhetorical artificer that he was, and it is impossible not to admire
the versatility with which he varies the “basic” transformations into
birds, trees, and rocks.”®* An especially elaborate example is the meta-
morphosis of Cyane into a spring:

at Cyane raptamque deam contemptaque fontis 425
lura sul maerens inconsolabile uulnus

mente gerit tacita Jacrimisque absumitur omnis

et quarum fuerat magnum modo numen, in illas

extenuatur aquas: molliri membra uideres,

ossa pati flexus, ungues posuisse rigorem, 430
primaque de tota tenuissima quaeque liquescunt,

caerulei crines digitique et crura pedesque

(nam breuis in gelidas membris exilibus undas

transitus est), post haec umerl tergusque latusque

pectoraque in tenues abeunt euanida riuos, 435
denique pro uiuo uitiatas sanguine uenas

lympha subit, restatque nihil quod prendere possis (5.425-37).

But Cyane, as she mourned the rape of the goddess and the insult to
the rights of her spring, cherishing deep in her heart a wound that
could not be assuaged, dissolved away in tears and was rarefied into
the very waters whose great godhead she had lately been. One could
have seen her limbs softening, her bones becoming limp, her nails los-
ing their hardness. First it was the thinnest parts of her that liquefied,
her blue-green hair, her fingers, toes, feet, and legs (for the thinner
members are easily changed into cool water); next her shoulders and
back, flanks and breast melted away into liquid streams. Finally into
her softened veins instead of living blood clear water flowed, and there
was nothing left of her that one could grasp.

% Hymns 1.65: “Let me lie so as to persuade the ear of the listener.”
1 See Lafaye (1904/1971) 245-49, Quirin (1930) esp. 118-19 on Ovidian varatio.
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From the purely technical aspect this is first-rate writing, able to give
much intellectual pleasure to a sophisticated reader.® It obeys the
principles of enargeia. The reader is invited to witness the transfor-
mation (429, wuideres) and to test it for himself when it is complete
(437, quod prendere possis). The introductory passage is heavily enjambed
and moves fast; the start of the description proper is signalled by
the molossus mollir: (429), with alliterative reinforcement. First come
theme and variation to convey the notion of softening; then the grad-
uated list of parts of the body in order of their susceptibility and
disappearance; finally the inner structures and the blood within. The
articulation of the description is clear, with a hint of pedantry that
is made explicit in the sly parenthesis®® in which the order of events
is explained. The whole is rounded off by antithetical responsion
with chiasmus: 428-29, magnum modo numen . . . aquas ~ 437, lympha . . .
miful. All very efficient; but we cannot suspend our disbelief so as to
share emotionally in Cyane’s experience in the sense that we can
share the experiences of Byblis or Phaethon. The reader cannot feel
sympathy with her. In the metamorphoses the method of leaving
things to the reader’s imagination, so effective in descriptions of the
real world and of familiar phenomena, does not come off: for the
imagination has nothing to work upon, nothing that it recognizes
and can use as a starting-point.

We may perhaps discern in the arch semi-pedantry of this par-
ticular description the hint of a realization of this fact on the poet’s
part, an implicit acknowledgment that the reader’s pleasure must
here be, as has been said, intellectual rather than emotional. Perhaps
this should be seen as in some sense a confession of failure. By that
I mean that the pleasure felt by the reader of a poetical description,
if it is to amount to anything at all, must be essentially emotional
and sympathetic; and that by using the suggestive and impression-
istic methods appropriate to real descriptions in the composition of
unreal or fantastic scenes such as few, if any, sane readers could
envisage, Ovid can be seen failing to relate his stylistic means suc-
cessfully to his ends.*” The distinction that I have in mind between

5 Tt is the first transformation into water that we encounter in Met., and by far
the most elaborate: cf. Quirin (1930) 106-8.

29 Fditors have not usually printed nam breuis . . . transitus est as such, but this is
obviously what Ovid intended: so, rightly, von Albrecht (1963) 52 and Tarrant in
OCT (forthcoming).

27 The poem has a rich iconographical tradition, but artists on the whole have
preferred not to illustrate the actual moment of metamorphosis: cf. Kenney {1967) 52.
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what it is and is not reasonable to expect from a reader of poetry
may emerge more clearly if we consider Ovid’s great allegorical set-
piece descriptions of Hunger, the Cave of Sleep,”® and so forth;
there is grotesque detail and to spare in these, but the best of them
succeed because what is enlarged or diminished or distorted remains
fundamentally recognizable and part of human experience. It is the
difference, perhaps, between Diirer and Hieronymus Bosch. If there
i1s anything in these criticisms of Ovid’s transformation-scenes, it
should not be allowed to weigh heavily when set against the stylis-
tic excellences that I have tried to illustrate and, partially, to account
for. In the Metamorphoses descriptions of the act of metamorphosis
could hardly be lacking, and it can be argued that it functions as a
symbol of the human condition in a universe in which no identity
is ever wholly secure. But it is not what the poem is, essentially,
“about.” It posed a technical problem which he solved adroitly, on
occasions brilliantly; but the scenes of metamorphosis are not what
linger in the reader’s mind. It was in the depiction of kuman actions
and emotions—and what could be more human than the gods of
the Metamorphoses>™—that Ovid displayed the full range of his poetic
powers.

Sections VI-X of this article reproduce, with occasional corrections
and some modest amplification, my contribution, “The Style of the
Metamorphoses,” to J.W. Binns (ed.), Ovid (1973), 116-53, and appear
here by permission of the publishers, Messrs Routledge Ltd. Sections
I-V on the elegiac poems are new; here and there they provide
some additional data relating to the Metamorphoses which it was not
practicable to attempt to integrate into the earlier piece.

2% Inuidia 2.760—82; Fames 8.788-808; Somnus 11.392-623; Fama 12.39-63.
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CHAFPTER THREE
THE AMORES: THE INVENTION OF OVID

Barbara Weiden Boyd

Contemporary discussions of the Amores have tended to start from
one of a number of premises or concerns, which may roughly be
classed as of two general types: literary and historical. For conve-
nience’s sake I shall use these two categories to provide a frame-
work for the discussion that follows, although it will be readily
apparent to my readers that the divisions thus implied are much
tidier than what reality presents us with. My readers should also be
acquainted with the critical perspective that would find even these
categories misleading, since, as the argument goes, there can be no
separation between the shape of poetic discourse and the political
matrix in which it is modelled.' I shall return to this approach near
the close of the chapter; meanwhile, I intend to look at how Ovid
invents a poetic identity for himself in the Amores.

1. Literary Approaches

Under this heading I consider a variety of interrelated matters, chief
among which are questions of literary influence, imitation, and par-
ody; generic considerations (themes, motifs, topoi); Ovid’s style; and
the structure and organization of the three books of Amores. Limitations
of space suggest that the most efficient way to address all of these
topics—as well as to suggest possible future directions—is to look
carefully at one poem in the collection in which they all raise a par-
ticular concern or merit renewed consideration, and to use the insights
thus gleaned to establish an interpretive context for other poems
in the collection. I shall suggest in the following discussion that this
poem, while not chosen entirely at random, does in many of its

! For the now-classic discussion, see Kennedy (1992).
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particular features serve as a sort of window onto the Amores as a
whole. Meanwhile, readers seeking an interpretation of the Amores
that works from the general to the particular rather than the reverse
are referred to McKeown’s invaluable edition with commentary of
the Amores and his bibliography.

Even the numbering and possible division of the poem to which
I shall now turn remain topics of lively discussion: Kenney’s Amores
2.9 and 2.9b are believed to be one elegy by many scholars, and
are printed as such by McKeown.? The inconclusiveness of the man-
uscript tradition and the character of the debate since Lucian Miiller
first proposed the division of 2.9 into two separate poems in 1856
are fully discussed by Damon, who proceeds to argue that a strong
case for the division of 2.9 (as well as of 3.11) into two separate but
paired elegies can be made by a comparison of these pairs with the
uncontroversial pairs in the collection, 1.11-12, 2.7-8, and 2.13-14.?
On the basis of her persuasive argument, I shall proceed to con-
sider 2.9 and 2.9b as two separate but paired poems; it should be
clear from the outset, however, that the consensus on this question,
while growing, is not universal,* and I can only hope that my dis-
cussion will help to support its plausibility.

The two poems may be summarized briefly as follows: in 2.9, the
lover, addressing Cupid, asks the god why he will not leave the
defeated lover alone. It is typical, after all, for love to abandon lovers
once captured; why, then, does Cupid linger now (1-14)? After all,
there are many men and women yet to be conquered by love; if
Rome had been as sluggish as Cupid is now, it would never have
gone on to conquer the world (15—18). Nature and custom both man-
date that humans, animals, and even inanimate objects be allowed
to retire once they have been worn out; the weary lover, too, deserves
to be put out to pasture (19-24). With the opening of 2.9b, how-
ever, the lover does an abrupt about-face: the thought of living with-

? McKeown 1:91-92 and 3:28-29 and 169. Cairns (1979b) builds his discussion
of the relationship between Am. 2.9 and 3.11 on the foundation of the unity of 2.9;
cf. also Lorcher (1975) 18—23. Booth (1991) 52-55 gives a judicious review of the
scholarship, finally opting for division.

® Damon (1990) offers ample bibliography. On the relationship of 2.2 and 2.3,
see also the cautious discussions of McKeown 3:28—29 and Booth (1991) 30-33; on
the editor’s responsibility generally, see Heyworth (1995b).

* The text referred to here is Kenney’s (1995); McKeown prints the pair as one
continuous poem.
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out love is laughable, since however he may try to shake it off, it
always returns (1-10). Indeed, the lover positively wants Cupid to
keep doing what he does best; after all, if a lover is going to sleep
at night, he might as well be dead (11-22). Even Mars has been
conquered by Cupid and follows the love-god’s example (23-26); so
with the lover, Cupid is welcome to stay permanently, so long as
he brings women with him (27-30).

The two-sidedness of 2.9 and 2.9b should be apparent from this
summary, with the pair of elegies divided by a dramatic emotional
reversal. In fact, 2.9b in both placement and theme enacts the emo-
tional turmoil described by the lover as part and parcel of the ele-
giac love affair: moments after declaring his desire to leave love
behind, the amator finds himself eager to be back in the throes of
emotional upheaval again, and so in effect negates the plea to be
retired that had given 2.9 its theme. Ovid’s sophistic use of rhetoric—
negating a position already successfully argued—works well in a num-
ber of paired poems, the most notorious of which are probably 2.7
and 2.8, addressed to Cypassis (and immediately preceding the pair
discussed here).?

The most basic structural components of Ovid’s elegiac book, jux-
taposition and opposition, are techniques which Ovid also uses with
poems that are less clearly to be considered pairs® or thematic clus-
ters. Thus, the three poems with which Book | opens are clearly
linked programmatically; and each of the three books both opens
and closes with a poem or poems concerning Ovid’s poetic calling.’
Other pairs or groupings of poems serve a more subtle structural
role, sometimes uniting the three books almost as if they were to be
read as three dramatic acts:® thus, as I have shown elsewhere, 1.15,
2.6, and 3.9, on the poet’s immortality, the death of Corinna’s
parrot, and Tibullus’s death, respectively, all approach the theme
of poetic immortality from a different perspective, and with each
poem we see an increasing awareness on the poet’s part of the irony

® See Watson (1983b).

¢ Davis (1977) uses the term “diptych,” borrowed from the visual arts.

7 On 1.1-3 as Ovid’s program, see Boyd (1997) 147-53; cf. also Moles (1991)
and Keith (1992b). On 1.1 and 1.15, 2.1 and 2.18-19, and 3.1 and 3.15, cf. also
Holzberg (1997b) 13.

8 Holzberg prefers the imagery of a “Liebesroman,” but mufatis mutandis his inter-
pretation bears many similarities to mine: (1997a) 42, (1997b) 12-13.
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inherent in his position as successor to a long line of inspired poets.®
In 2.19, Ovid advises the puella’s husband to take better care of his
wife, since the harder she is to reach the more desirable she is to
her lover; in 3.4, we discover that the husband has been doing his
job all too well. Again, in 1.4, the amator advises his puella on how
to flirt with him at a party while escaping her husband’s notice; in
2.5, she has learned how to do so so well that now she deceives
Ovid, too. The two elegies with which I opened this discussion, 2.9
and 9b, are reprised in 3.11 and 11b,' the first another attempt to
free himself from his love, the second a recognition that his love
endures in spite—or perhaps even because—of her betrayal.!' While
not so closely linked dramatically as before-and-after scenes, 2.11
and 2.16 lLikewise play upon a basic elegiac conceit—the separation
of lovers—by imagining two different scenarios which can arise in
consequence.'? The first is a propemptikon in which the amator laments
Corinna’s departure, and the second, a poem in which he urges her
to hasten to him in Sulmo. As a final and more complex example
of how a number of these structuring devices can be linked to effect
marked juxtaposition, contrast, and/or dramatic irony, I note 2.4
and 2.10, both reflections on the amator’s seemingly endless interest
in (and proven virility regarding) a variety of women, although even
as these two poems work together the first is undercut by the second,
in which Ovid moves from praising all puellae to a focus on two in
particular. The first of these, 2.4, is humorously juxtaposed to the
diptych 2.2 and 2.3, addressed to the effectively degendered custo-
dian of the lover’s puella, the eunuch Bagoas; and the boasts of both
2.4 and 2.10 are in turn undermined by the lament of 3.7, on the
lover’s inopportune impotence.'?

The current shape of the Amores as a collection in three books,
apparently published together after the revision of a first edition (on
which, see further below), also invites us to see the collection as a

¢ Boyd (1997) 165-89.

' This division, like that of 2.9 and 2.9b, was first proposed by L. Miiller: see
Kenney ad loc., Damon (1990), McKeown 3:28-29. Cairns (1979b) reads these also
as a single poem.

' McKeown 1:95.

2 McKeown 3:223 and 329-30. On both poems considered separately, see Boyd
{1997) 20—30 and 53-66.

1% See McKeown ad loc.; on 3.7, see Sharrock (1995). For other discussions of
siructural patterns in the Amores, see, e.g., Lorcher (1975).
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whole functioning on at least two levels: as a narrative describing
the “discovery” of the poet Ovid and his first effort to carve out an
identity for himself as elegist,’* and as a narrative of a love affair,
described in perhaps the most complete detail offered by any of the
elegists from its origins until its imminent departure from Ovid’s life
(and he from it)."” Read in this fashion, the three books can be seen
to be subtly but effectively united by the interconnectedness of many
of the individual elegies, a few examples of which have been men-
tioned here: from the opening intervention of Cupid and the forced
invention of Ovid the erotic elegist in 1.1 to the poet’s heralding of
a “greater work” (grandius opus, 3.1.70; cf. area maior, 3.15.18) to come
in Book 3, we sece the working through and out of all the conven-
tions of the genre as exemplified most fully by Propertius. With the
discovery of a new love in 1.2, Ovid embarks upon a poetic explo-
ration of what it means to be an elegiac lover. The triumph of love
and the lover’s enrollment in mulitia amoris; the pleasures and pitfalls,
even traumas (e.g., abortion; impotence), associated with an intense
physical relationship; the game of seduction, the risk of discovery,
and the pain of betrayal; the hyperbolic violence of passion and the
melodrama of separation—all these themes and emotions are not
only treated by Owid, but are explored and varied, even inverted,
as the poet approaches them from a variety of different perspectives.
Owvid thus claims “subjective” elegy for himself, pushing the genre
to its very limits by exposing its workings.'® Paired poems like those
under consideration here, 2.9 and 2.9b, are an important part of
the techniques Ovid uses to incorporate this double narrative into
the Amores—while in the first of these elegies we see the abject lover,
beaten both by Cupid and by his own emotional turmoil, the second

* Boyd (1997) 136; see also Holzberg (above, n. 8). McKeown 1:93-96 resists a
reading of the three books as a narrative by arguing that, e.g., the roughly data-
ble historical event alluded to in 1.8, Rome’s encounters with the Sygambri between
16 and 8 B.C., and the allusion to an apparently dead Tibullus in 1.15 suggest
that at least some of the poems in Book 1 were written after the event commem-
orated in 3.9, the death of Tibullus. On the dating and publication of the Amores,
sec further below.

15 Keith (1998) 149-50.

'6 Given Ovid’s relationship to his theme, it should perhaps not be surprising
that the motif of servitium amoris is of far less interest to Ovid than it had been to
the earlier elegists. The elegiac domina’s role as such in the Amores is far diminished
from what we see in Propertius and Tibullus; rather, it is divinities like Cupid and
Elegia with whom Ovid’s reladonship is most dynamic.
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restores to center stage a poet who controls his material admirably,
even if—and because—it is by nature wild and unmanageable. Ovid
thus uses the genre to explore and expand upon the oxymoron al-
ready developed in verse by Propertius and Tibullus (and, presum-
ably, Gallus):" controlled, even analytical passion. Consequently, it
1s little surprise that the two other Ovidian works most closely con-
nected to the Amores in terms of likely date of composition and of
theme develop many of the same concerns: the Heroides put a name
and a wvirtual face on the amafor's beloved, as each of the heroines
who speaks in these elegies becomes a female counterpart to the
lover/poet of the Amores; and the first two books of the Ars Amatoria
(not to mention their sequels) give us the poet now using his earlier
experience with love and love poetry as a fertile source of instruc-
tive advice addressed to others.

The subject of elegy as a genre, its limits, and its range in turn
calls for a consideration of two other related topics, the influence of
earlier poetry on Ovid and his response to it. In his discussion of
2.9 (including what I here call 2.9b as well), McKeown has collected
a large group of earlier examples of the renuntiatio amorss, from both
Hellenistic epigram and earlier Roman love poetry; he also suggests
that Propertius 2.12, the description of a playfully destructive Cupid,
is an important source for Ovid.'"® The clichéd character of the theme
itself should make us wonder why Ovid would take it on—but then,
this same question writ large has dogged criticism of the Amores as
a whole until very recently.” Yet when we turn from the general
theme to its particulars as developed by Ovid, there is ample indi-
cation in both poems of this pair that Ovid is using this cliché as
an opportunity to experiment with elegy.

To return to 2.9, then, let us consider the address to Cupid with
which the poem opens. Its stylistic elevation suggests (to Cupid and
reader alike) that Ovid is about to launch into a prayer, mock or
serious, to the god (1-8):

O numquam pro me satis indignate Cupido,
o in corde meo desidiose puer,

quid me, qui miles numquam tua signa reliqui,
laedis, et in castris uulneror ipse meis?

17 On the likely character of Gallus’s Amores, see Ross (1975) esp. 39-50.
18 McKeown 3:169-70.
' Boyd (1997) Introduction.
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cur tua fax urit, figit tuus arcus amicos?
gloria pugnantes uincere maior erat.

quid? non Haemonius, quem cuspide perculit, heros
confossum medica postmodo iuuit ope?

O Cupid, never despised enough in proportion to my situation, o boy
lazy in the case of my heart, why do you harm me, who as a soldier
in your service has never abandoned your standards, and who am
myself wounded in my own camp? Why does your torch burn your
friends, your bow and arrow strike them? There would be greater
glory in conquering those who fight you. Well then—did not the
Haemonian hero later aid with medical assistance the wounded one
whom he had struck with his spear?

The fact that the first couplet does not end with a complete pause
is noteworthy, given Ovid’s usually tidy handling of the elegiac dis-
tich;?® equally striking are the two epithets for Cupid with which
Ovid sets the tone here, indignate®® and desidiose. While the precise
meaning of the first of these i1s problematic, the general sense is not
entirely opaque: as Bomer suggests,” indignatio is more often felt by
deities against humans than vice versa; here, the inversion of this
relationship, i.e., the despising of a god by a human, sets the tone
for the reproaches to follow. Desidiose underlines the sense of ironic
inversion in this couplet: desidia is precisely the thing Ovid had
foresworn in 1.9, when after demonstrating through a long series of
exempla that military and amatory campaigns are equally strenuous,
he declares (31-32): ergo desidiam quicumque uocabat amorem,/ desinat:
ingenti est experientis Amor. The physical rigor associated with amor is
emphasized again in the final verse of 1.9, when the poet defines
love as the very opposite of desidia (46): quz nolet fieri desidiosus, amet.”
In fact, the relationship between desidia in the opening of 2.9 and
its status at the end of 1.9, while inverted, is simultaneously rein-
forced by the accumulation of military imagery in the two couplets
that follow: mules. . . tua signa (3), in castris uulneror . . . meis (4), gloria
pugnantes uincere mator erat (6); and the exemplum provided by Achilles

2 On the infrequency of run-on couplets in the Amores, see McKeown 1:108-12;
Kenney, chapter 2 above, discusses the integrity of the typical Ovidian couplet.

2 Following Kenney; McKeown 3:170-71, “hesitantly” following Goold (1965)
35, prefers the alternate reading O numgquam pro re satis indignande Cupido; see also
Booth (1991) ad loc.

2 Bomer, Met. 1 on 1.181, noted by McKeown 3:171.

# See McKeown 2:280 and 3:172; Booth (1991) ad loc.
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(Haemonius . . . heros, 7) parallels the featuring of Achilles in an exem-
plum at 1.9.33-34 meant to illustrate that even the greatest military
heroes have experienced the rigors of love. In 2.9, however, Cupid
1s behaving in what is both an extremely novel and extremely annoy-
ing way: he does not move on, once having vanquished Ovid, but
lingers lazily and allows his victim no escape.

In the couplets to follow, the lover as poet decides to offer Cupid
himself some advice in the form of exempla: both in war and in
hunting, the victors generally move on to new conquests, so Cupid
should follow their lead (9-16). In fact, Rome herself is the perfect
embodiment of the right attitude; had she not actively extended her
reach around the world, her inhabitants would still be lLving in
thatched huts (17-18). Ovid closes this part of his argument with a
new series of exempla,” serving to illustrate that retirement is appro-
priate for worn-out objects, animals, and people alike (19-24).

Poem 2.9 thus concluded, we can see that by itself it neatly responds
to and inverts in an unexpected way the lesson of 1.9: it is indeed
not the lover who is lazy, but Love himself. The exertion expended
by the lover is all well and good, but ultimately pointless, at least
in Owvid’s case: and so the general wisdom I have already cited from
1.9.31-32, ergo desidiam quicumque uocabat amorem,/ dgsinat, is not only
of absolutely no use, but also wrong. Cupid is the embodiment of
desidia.

The radical revisionism of 2.9 would seem to be the final word
on the subject—until, that is, we turn to 2.9b, and consider its open-
ing lines (1-2): ‘Viue’ deus ‘posito’ si quis mihi dicat ‘amore’,/ deprecer:
usque adeo dulce puella malum est. As in 2.9, so in this elegy the first
verse is not immediately perfectly clear: is the speaker of the imag-
inary advice given at the opening of the poem a god (deus . . . st quis),
or is deus in apposition with the subject of the advice, ie., ‘Viue deus
posito . . . amore’®® The latter alternative would imply that some un-
named person, presumably a (misguided) friend, has advised Owvid
that a loveless (and presumably, therefore, painless) existence is what
separates gods from mortals. My own preference is to imagine that
“some god” is the speaker, presumably a god other than Cupid, and
that having overheard the lament of the preceding poem he rec-

# Reminiscent, McKeown notes, of the exempla at Prop. 2.25.5-8.
» The second of these was proposed by Fliedner (1975), cited by McKeown
3:183.
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ommends to the poet a life free of love. But we are in for a sur-
prise with the opening of the second verse: deprecer: usque adeo dulce
puella malum est. Yet again the lover is back, having changed his mind
upon the discovery that the pain of love brings pleasure, too. Ironic-
ally, the lover realizes that he will have better control over his love
if he abandons himself to it—in fact, it is when his passion has sub-
sided that he is most at risk of losing control, for then he can lose
his love.

One could indeed call this a fundamentally Ovidian paradox, not
very different in its essentials from the one to be played out in
extended form in the Metamorphoses. Movement and change, both
emotional and physical, give the lover, like the poet, a purpose and
meaning: without love there can be no lover, just as without change
there can be no poet. Ovid underlines this lesson with an extended
simile,”® the character of which calls for our attention. Just when he
thinks his ardor has faded, reports the lover, he is overpowered again
by a turbe of some sort: cum bene pertaesum est animoque relanguit ardor,/
nescioquo muserae turbine mentis agor (3—4). Because the origin of this
emotional upheaval is not precisely clear, the lover uses two com-
paranda to describe the effect: it is like a horse racing out of con-
trol as his master tries in vain to control the reins (5—6), or like a
sudden breeze which blows a ship off its course just as it is about
to enter the harbor (7-8). Thus, says the lover, does the “uncertain
breeze of Cupid” (incerta Cupidinis aura, 9) often carry him back to
his love.

I have discussed elsewhere Owid’s liking for the extended simile,
especially of the compound sort, i.e., with more than one com-
parandum. This important feature of the style of the Amores is one
thing which sets off the collection from its elegiac predecessors, as
it allows Ovid to open up elegiac imagery to incorporate vistas from
beyond the elegiac horizon, including the range of epic. Because
Ovid tends to use the extended simile to analyze and intellectualize
his love, this stylistic device also serves to remind us that we are
witnessing at one remove Ovid’s poetic love affair. The artifice of
verse transforms experience, so that the lover’s abandonment to his
passion becomes a paradoxical way of controlling it.”

% See Boyd (1997) 90-93 on this term, and for an extensive bibliography on
Ovidian and other similes.
2 Boyd (1997) 141-42.
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The extended similes of the Amores have not always been seen as
among the more successful features of the collection; in fact, because
of their obvious association with epic from Homer onward, critics
of Ovid have often found his elegiac similes overblown and dis-
tracting, indeed, wholly inappropriate to the intimate and closed
world of elegy. I have demonstrated elsewhere that it is a more prac-
tical sort of criticism to look at these passages as moments in which
we can see Ovid attempting to expand the embrace of the genre,
to open up its borders to influences from outside the small world of
love elegy.”® His success at doing so can best be evaluated by look-
ing at how Ovid creates these similes, and by observing how these
similes function within an individual poem. It should not be sur-
prising to find, given the tradittons which nurtured extended similes
in ancient poetry, that Ovid uses the imagery they provide both to
acknowledge and to transform this inheritance. For the sake of clar-
ity 1 quote the passage under consideration (2.9b.5-8):

ut rapit in praeceps dominum spumantia frustra
frena retentantem durior oris equus;

ut subitus, prope iam prensa tellure, carinam
tangentem portus uentus i alta rapit—

As a horse too hard of mouth pulls headlong its master, while he tries
in vain to restrain the foaming reins; as a sudden wind, when land is
just now come within grasp, pulls onto the deep seas the prow at the
moment of its reaching the port—

Ovid uses a balanced structure, much as seen also in his exempla,
with each couplet encompassing one image and the anaphora of ut
in asyndeton. The first hemistich of each pentameter is marked by
the vivid use of a present participle (retentantem, tangentem) to charac-
terize the vain effort expended, by rider and ship, to control the
forces working against them. A chiastic pattern links the two simi-
les: rapit in praeceps begins 5, and has as its subject equus at the end
of the first couplet; a nominative epithet, subitus, opens 7, while in
alta rapit ends the second couplet. In addition to contributing to the
structural balance of the pair of similes, the repetition of rapit also
serves to tie together the two similes thematically: Ovid is as much
the unwitting victim of his own passion as is the master of a run-
away horse or a ship blown back out to sea as it heads for shore.

% Boyd (1997) 90-103.
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The two separate images are also linked by the use of language in
the first which also belongs to the range of imagery in the second:
The reins (spumantia . . ./frena) held in vain by the horse’s master are
foaming, much as is the sea when it hosts a raging storm.

The aptness of the imagery used by Owvid here may at first dis-
tract us from the fact of its being “borrowed” imagery. In fact, how-
ever, two very similar images are used as closings for the two halves
of the first Georgic.”® At G. 1.201-3, Virgil uses a simile describing a
rower who, should he slacken even momentarily, would lose control
of his boat because of the river’s strong current:

non aliter quam qui aduerso uix flumine lembum
remigiis subigit, si bracchia forte remisit,
atque dlum in praecceps prono rapit alueus amni.

Not otherwise than the man who, if he by chance has released his
arms, scarcely pushes his rowboat with oars against the river, and the
river-bed pulls him headlong with its rapid stream.

The image is used by Virgil to illustrate the relentlessness of labor
in the world of the Georgics. As Thomas comments: “This is not a
passing touch of pessimism, nor is it embellishment, it is the very
heart of the poem.”* The same pessimistic note is struck at the close
of Georgics 1, as Virgil uses the image of a chariot out of control to
illustrate the current condition of the world as he knows it (1.511—-14):

saevit toto Mars impius orbe,
ut cum carceribus sese effudere quadrigae,
addunt in spatia, et frustra retinacula tendens
JSertur equis auriga neque audit currus habenas.

Ruthless Mars rages throughout the world, as when four-horse chari-
ots have thrown themselves forth from the gates, increasing their speed
from lap to lap, and the charioteer holding the reins in vain is car-
ried along by the horses, and the chariot does not hear the reins.

Ovid’s double simile, then, recalls the pessimistic doublet from Georgics
1, to illustrate in this case not the ineluctability of labor or the mad-
ness of war, but rather the emotional struggle raging within him.
This reference is not in itself, however, entirely unmediated or straight-
forward. Rather, Ovid adds to the two couplets features drawn from

#® Thomas, G. 1.512-14; cf. Farrell (1991) 167-68.
¥ Thomas, G. ad loc.
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other similes, again but not exclusively Virgilian. Lines 7-8, prope iam
prensa tellure, carinam/tangentem portus, use similar language but
reverse the image found in a third simile from Georgics 1, at 303—4:
ceu pressae cum tam portum tetigere carinae,/puppibus et laeti nautae
imposuere coronas.” Propertius clearly has the Virgiian phrasing in
mind (though in a broadly metaphorical sense, rather than as a sim-
ile), in describing his own restoration to sanity and well-being upon
his escape from the emotional turmoil caused by Cynthia (3.24.15-16):
ecce coronatae portum tetigere carinae,/ traiectae Syrtes, ancora iacta
mihi est® In fact, Ovid’s use of the Virgilian image in a scene that
closely recalls the setting of Propertius’s poem but restores the image
to a simile acts as a type of “window”® reference, in which two
models are openly acknowledged at once.

Let us return now to the fertium comparationss for Ovid’s two simi-
les: as we saw, the fickleness of Cupid (incerta Cupidinis aura, 9) has
taken Ovid by storm, as it were, and has driven him into a state of
emotional confusion. The phrase wncerta aura 1s capable of being under-
stood in two different ways: it suggests both a particularly volatile
breeze, the direction and source of which keep changing, and a
breeze the nature of which is hard to define. Immediately before
breaking into his extended simile, Ovid had described the source of
his confusion as a furbo in his mind, likewise of unknown character
(nescioquo miserae turbine mentis, 4). The two epithets nescisquo and
tncerta which frame the simile effectively provide a rationale for a
simile built of two comparanda: in an attempt to describe a feeling
he cannot quite comprehend, the lover is driven to use two images
to make the sensation thus described as vivid as possible. On a
metapoetic level, however, Ovid’s repeated emphasis on the inde-
terminate source of his emotions—what sort of mental furbo is this,
exactly?—pushes his reader to seek other explanations, and in doing
so opens up a new range of furbines, all of which are likely to have
been a part of the “poetic memory”** informing the Amores.

# The context is a description of midsummer; as Mynors (1990) comments ad
loc., “The sailors have brought a valuable cargo safc home; hence their joy.” The
image itself—of safe harbor regained—has a long history in Latin poetry: cf. Aen.
4418 and Pease (1935) ad loc.

2 Propertius’s heralding of the Aeneid at 2.34.65-66 indicates that he already had
seen (or heard) at least some of the poem before it was published.

3 Thomas (1986) 188.

% The term is Conte’s (1986) 35-36: see Boyd (1997) 27-30.
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The word #urbo (and its uncommon variant, turben)* has an unusu-
ally broad range of meanings, developed from its basic association
with a whirling or spinning movement. It can denote both natural
phenomena, like whirlwinds, violent storms, and whirlpools, and man-
made spinning tools and toys, like spindles, fly-wheels, and tops (OLD
s.v.). Thus, turbo can be used to describe both something that whirls
of (what at least to the naked eye seems to be) its own accord, like
a strong wind, and something that is spun by the application of an
external force, like a spindle or top. The imagery of Ovid’s nescio-
quo miserae turbine mentis agor in fact seems to combine the two aspects
of turbo—he both is driven (agor) by a turbo, which acts upon him as
an alien force of sorts, and imagines it as a metaphor for the tur-
moil within himself (miserae turbine mentis).*

The expressive range of furbo appears to have been exploited first
in Latin poetry by Catullus, in a poem of unparalleled formative
importance to several generations of poets following him: turbo appears
three times in the so-called epyllion 64. DeBrohun has recently dis-
cussed Catullus’s play with furbo, noting a duality or ambivalence in
its meaning for the story of Ariadne’s abandonment by Theseus.”’
Its first use is by the narrator of 64, in a simile describing the way
in which Theseus overwhelms the Minotaur in the labyrinth (105-10):

nam uelut in summo quatientem bracchia Tauro
quercum aut conigeram sudanti cortice pinum
indomitus turbo contorquens flamine robur

eruit (illa procul radicitus exturbata

prona cadit, late quaeuis cumque obuia frangens),
sic domito saeuum prostrauit corpore Theseus. . .

...for just as an untamed whirlwind, twisting timber with its blast,
uproots the oak shaking its limbs on lofty Taurus or the cone-bearing
pine with its sap-oozing bark (and the tree falls forward at length,
removed by force from its roots and breaking everything in its path
far and wide), so did Theseus lay low the savage beast with its tamed
body . ..

% Murgatroyd (1980/1991) ad loc. and Critical Appendix 310. Interestingly,
Servius on Aen. 7.378 notes that this unusual alternative form was used by Catullus.
Although turben does not appear in the extant Catullan corpus, it should perhaps
come as no surprise that Servius associates Catullus with this word and its conno-
tations; see my discussion below.

% The ambiguous character of the top’s propulsion—driven from without or gen-
erated within?>—made it an appealing subject in Stoic debates of causality and
responsibility: see Rabel (1981); cf. Horsfall (2000) on Virg. Aen. 7.378.

¥ DeBrohun (1999) esp. 424—26.
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DeBrohun observes multiple ambiguities in this simile, only one of
which we need recall here: Catullus marks the thematic centrality
of the word furbo by repeating its sound in the word exturbata (108),%
simultaneously complicating its interpretation by linking the second
word not to the whirlwind but to the uprooted tree, torn out of the
ground in a whirling blast.*

The complication grows with the next appearance of twurbo in 64,
this time in Ariadne’s monologue: she is the one responsible for sav-
ing the treacherous hero from certain death, ‘certe ego te in medio uer-
santem turbine leti/ eripui’ (149—-50). Here, the word turbo is not applied
to Theseus himself, nor to the Minotaur, but apparently to the
labyrinth or the violent confrontation experienced within it. Thus,
she locates the violent movement associated with this image not in
Theseus himself, but in the external forces which, without her help,
would have overwhelmed him.

Ariadne’s intervention gives Theseus only temporary reprieve from
destruction, however, for after he abandons her and she calls down
a curse on him, we learn from the narrator how the Parcae resume
their handiwork, one of them spinning out the thread of destiny:
libratum tereti uersabat turbine fusum (314). With this instance of furbo,
Catullus exploits its concrete application to the drop-spindle used for
making thread; simultaneously, of course, the imagery of spinning
associated with the Parcae has a metaphorical dimension, and this
turbo takes on the character of fate, spun outside of Theseus’s con-
trol but destined to overcome him. In the course of this poem, then,
Catullus has exploited the range of furbo as both concrete object and
metaphor, as both a violent force within an agent brought to bear
upon another and an external agency of doom. “Was Ariadne, then,
an agent of fate, or one of its victims (or both)?”*

* And perhaps by anticipating it as well in Tauro (105): DeBrohun (1999) 425
n. 18.

¥ Is it possible that Catullus is engaging in an interlingual wordplay here as well?
The simile of a tree torn by its roots from the ground has obvious Homeric
antecedents, including the scene in Ifiad 14 when, struck by a rock thrown by
Telamonian Ajax, Hector falls to the ground in a coma, “like a tree...” Homer
precedes this extended simile with a much briefer comparison, saying that Ajax
strikes Hector “like a top” (otpopPov 8'@c, Il 14.413). In using the word turbo at
64.107 to describe the force that uproots a tree, Catullus may be conflating the
two Homeric similes.

* DeBrohun (1999) 426.
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Lest I seem to have roamed rather far afield in this discussion of
Catullus’s use of furbo, let me emphasize why I think it is relevant
to Ovid’s use of turbo in Amores 2.9b: I do not mean to suggest that
Ovid is “imitating” Catullus here, or even that he is “alluding” to
him for any particularly significant purpose. Rather, my goal is to
demonstrate first of all how the imagery of turbo has become, long
before Ovid “discovers” it, a valuable part of the Latin poetic ver-
nacular, particularly because of its broad and suggestive range and
profound ambiguity; and secondly, how with the single word nescio-
quo Ovid can evoke this range and ambiguity, confident that at least
his thoughtful readers will appreciate the gesture. A third goal is the
one to which I shall now direct attention again: the power of sim-
iles to introduce both a certain clarity and a blurring ambiguity into
the contexts in which they occur.

This phenomenon is clearly captured by Virgil’s use of turbo in
two very different similes in the Aeneid,*' two similes which also move
us closer to the range of meanings exploited by Owvid. At Aen.
2.416—-19, Virgil uses turbo in a simile to describe the onslaught of
the Greeks:

aduerst rupto ceu quondam turbine uenti

confligunt, Zephyrusque Notusque et laetus Eois
Eurus equis; stridunt siluae saeuitque tridenti
spumeus atque imo Nereus ciet aequora fundo.

As when opposing winds collide, when once 'a whirlwind has burst
forth, the West Wind and South Wind, and the Southeast Wind, rejoic-
ing in the horses of dawn; the forests resound with harsh creaking,
and foaming Nereus rages with his trident and stirs up the scas from
the very depths; . ..

Virgil’s imagery in this simile parallels that used by Ovid: the winds
are headed In many directions at once, and the calm waters are
stirred to their depths. All of this turmoil, blasting sea and sky, is
the result of a whirlwind; agency and outcome are virtually identi-
cal. Similarly, the Greek attack, provoked by the temporary loss of
Cassandra (ereptae uirginis ira, Aen. 2.413), is a demonstration of wrath
born of wrath, violence leading to violence.

# Rabel (1981) observes the play on meanings of furbo in Virgil.
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Another sort of furbo is envisioned by Virgil later in the poem,
however, when he uses the image to illustrate the frenzy of Amata
when inflamed by Allecto (den. 7.378-84):

ceu quondam torto uolitans sub uerbere surbo,
quem puerli magno in gyro uacva atria circum
intenti ludo exercent—ille actus habena
curuatis fertur spatiis; stupet inscia supra
impubesque manus mirata uolubile buxum;
dant animos plagae; non cursu segnior illo
per medias urbes agitur populosque ferocis.

As once a top, flying beneath the twisted lash, a top which boys, intent
on their game, drive in a great spiral around the empty halls—that
top, driven by a whip, is carried through winding spaces; unknowing,
the youthful band gapes from above, amazed, marvelling at the spin-
ning boxwood; their blows give it energy to move. No more slowly
than that top’s course is Amata driven, through the midst of cities and
fierce peoples.

The Virgilian image is unusual both in its content and in its devel-
opment of material seemingly extraneous to the major comparison.
As West has shown, however, the wealth of detail in this simile is
best understood as contributing to the multiple correspondences
between simile and narrative. West draws attention in particular to
the repetition of forms of the verb agere both in the simile and around
it, and to the description of the top’s movement, so like that of the
Bacchants whom Amata will presently provoke to dance. Both of
these points bear emphasizing, because they focus our attention on
the nature of the agency acting upon the spinning top: Virgil com-
pares Amata to a turbo driven at first from without, as a toy by play-
ful children, but gradually becoming self-propelling and a source of
provocation for others. Ovid, on the other hand, says that he is dri-
ven by a turbo; we might go so far as to put Cupid in the role of
playful child, but Owid does not explicitly do so. Rather, he invites
us to think about the difference between the two sources of energy
suggested by Virgil even as he implies a similarity through the use
of the verb agor (28), which in various forms appears several times
in the Virgilian passage: actus (380) and agitur (384), as seen above,
and later in the description of Amata, agit (393 and 405).* Are we,

* On the repetition of agere in this passage, sce West (1969) 49.
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then, to think of Ovid as out of control and driven by forces out-
side himself, like Amata-as-top? Or might Ovid expect us to recall
as well that, immediately after Virgil compares Amata to a top, he
describes how she herself becomes in turn an agent of chaos and
unrest, provoking the Italian matres to leave their homes and join the
ecstatic following of Bacchus (7.385—405)? The turbo which had begun
by exerting itself upon Amata externally has now taken up residence
within her, thus confronting us with a Virgilian reversal from victim
to aggressor.* We may well wonder whether the furbo experienced
by Ovid may not in fact have a similar outcome.

We would of course expect to find that Ovid’s questioning of the
origins and implications of his inner turmoil is much more lightly
handled than what we have seen in the Aeneid (or in Catullus, for
that matter); indeed, with his concluding description of the turbo as
incerta Cuprdinis aura, Ovid pulls back from the ambiguity of the pre-
ceding lines and “chooses” a definition, so to speak. The turbo inflicted
upon him is in fact a whirlwind “out there,” not within him; it has
a divine source, Cupid; its very ambiguity is in fact a familiar sen-
sation (sic me saepe refert, 9), and the weapons used to inflict it are
well known (nota . . . tela, 10). “That old, familiar feeling” 1s the stuff
of elegy, after all; and in exerting the power of language and poetic
imagery to express this feeling, Ovid demonstrates that, after all, this
lover controls his love, rather than the other way around.

Ovid’s exploration of the meaning of nescioguis turbo through alter-
native similes concludes with what I have suggested is a clarification
of its meaning; his linking of furbo with awra also suggests a “tam-
ing” of the imagery, so to speak—aura is generally used to describe
a much weaker and less overwhelming phenomenon than is furbo.
In fact, the one other appearance of #urbo in Catullus besides those
I have already noted juxtaposes furbo and aura as two very different
types of air movement, the first dangerous and destructive, the second
soothing and restorative. We should not be surprised, I think, to find
that the context is one of Catullus’s most elaborate similes (it con-
stitutes in fact a simile within a simile), in poem 68: hic uelut in
nigro actatis turbine nautis/lenius aspirans aura secunda uenit . . .
(63—64). Catullus is describing the relief he experienced as a result
of Allius’s support of his love affair; for him, then, furbo symbolizes

¥ See Horsfall (2000) ad loc. throughout this passage; and cf. Rabel (1981).
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the state of being separated from his beloved, while aura represents
the intervention of Allius. The strong contrast in Catullus is muted
in Ovid—while Catullus had emphasized the difference between turbo
and aura, Ovid draws on their similarities. But both lovers are, at
least by implication, the storm-tossed sailors of these similes, saved
to weather the storm of love again.

The range of Owid’s play with turbo is made fully apparent when
we turn to Tibullus, who like Ovid uses a simile featuring a turben*
to describe the emotional turmoil of being in love, a condition he
has attempted repeatedly to abandon but which he finds himself
drawn to again and again: namque agor ut per plana citus sola uerbere
turben,/ quem celer adsueta uersat ab arte puer (1.5.3—4). Tibullus’s turben,
the toy of a playful boy, drives him about like the fwrbo by which
Ovid describes himself as being overwhelmed—but Tibullus has cho-
sen to describe in very precise terms the same phenomenon left
vague by Ovid. Tibullus is evidently looking to a Callimachean
description of boys and their tops for the imagery of his simile. In
Epigram 1 Pf., Callimachus reports that Pittacus, when asked for
advice about choosing a wife, pointed to some boys playing with
tops and indicated that they had the answer (7-12):

... 6 8¢ oxinavo. yepovtikdv OrAov deipog:

‘fvide keivol ool ndv épéovowv émog.’
oi 8" &p vmd nAnyfior Oodg BépPixag Exovteg

£otpegov edpein moldeg évi TpLode.
‘keivov Epyeo,” enot, ‘pet’ Yvie.” xb pév énéotn

nAnciov- ot 8’ #Aeyov- ‘thv xotd covtov Ea.’
And raising his staff, an old man’s weapon, [Pittacus said]: “Look,
those [boys] will tell the whole story to you.” For the boys were spin-
ning swift tops by blows at a broad crossroad. “Go,” he says, “in their
tracks.” And he stood by; they were saying, “keep to your course.”

The apparent kAnddv convinces the enquirer to stay with a woman
of his own class; as the boys seek to control their tops, so should
he control his desire. Callimachus’s depiction of the spinning of tops
by boys at a broad crossroads (ebpein évi tp1ode) is clearly echoed
by Tibullus’s per plana . . . sola; but whereas there is a group of
boys in Callimachus, Tibullus focuses in on one. Even more strik-
ing, however, is the reversal of meaning that results from the use of
the boys-and-tops similes by both poets: Callimachus chooses to

# See above, n. 35.
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emphasize the desirability of control, while Tibullus uses the image
to describe his own loss of control. Owvid in turn makes the same
point as Tibullus—the on-again, off-again character of love—even
as he rejects the meaning given to turbo/turben by the earlier clegist.
Inspired by the conflation of Virgil’s two furbo similes, Ovid’s “cor-
rection” of Tibullus is substantive as well as stylistic: not only does
Ovid complicate the simile by offering alternative images, but he
also ultimately chooses a definition for furbe different from that used
by Tibullus. In simultaneously including the Tibullan simile in and
excluding it from his frame of reference, Ovid recognizes that the
poems of both elegists address the plight of indecision aroused by
amatory furor; he also, in passing, offers a rereading of a curious and
disturbing moment in the Aeneid, when Amata sets out to bring chaos
among the Latin women, driven by Allecto.” The furor that drives
her is not the same, or at least it appears not to be, as the ama-
tory furer of an indecisive lover; yet, as Ovid’s reader knows, Amata’s
Suror is disturbingly suggestive (cf. den. 7.344—45),* and may well not
be neatly separable from erotic passion. Even the variability noted
earlier in the imagery surrounding the two kinds of turbines, one inter-
nally driven and the other externally pushed, advances the two-
sidedness of Ovid’s evocation of the nature of love in 2.9 and 2.9b—
his lack of emotional control is captured and controlled through the
language of emotion in Latin poetry. And in a final typically Ovidian
gesture, the paradox of controlled furor that teases its way through
the poem receives redefinition—and clarification—in ironic closure
at the end of the elegy, as the generically tantalizing nescioquis turbo
gives way to a disorderly but ultimately far more manageable phe-
nomenon: ninuum vaga turba, puellae (29). Ovid’s amater acknowledges
that he has been bested by Cupid—-but then, so have all those way-
ward girls who, in their very number, universalize the experience
and make love elegy familiar territory after all. Simultaneously, Ovid
acknowledges that the lesson of the Callimachean epigram has been
learned, too: just as Pittacus uses the example of the playing boys
to make the punning point, “Stay in your course,” so Ovid returns
in Amores 2.9b to the literary theme—and love-life—we know best.

* See now also Bleisch (1996), who develops an argument at length for the rel-
evance of the Callimachean epigram to Virgil’s top-simile; and see the full discus-
sion of Horsfall (2000} ad loc.

* Cf. Lyne (1987) 13-16, 116-17.
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2. Historical Questions

As the preceding discussion has illustrated in passing, questions of
influence and relative priority are not automatically and easily answered
by readers of the Amores. It would be much easier to be certain about
the role played by Tibullus and Propertius, e.g., not to mention by
Virgil, in Ovid’s early poetic development if we were able to fix on
a date for the publication of the Amores; but we cannot. We simply
do not have a definitive indication, either in the work of Ovid him-
self or in references to Ovid’s work made by contemporaries or later
writers, when the poems were begun, when they were finished, when
published, when revised. From exile, Ovid himself refers to these
poems only as a work of his youth (7r. 4.10.57-58)—but there is a
period of about 20 years, between Ovid’s twentieth and fortieth birth-
days, more or less, about which he tells us even less. It is only at
the end of this period that most scholars would locate the approx-
imate age at which he may well have published the first two books
of the Ars.*” A logical, though not essential, terminus post quem for the
start of the Amores would appear to be Owid’s cighteenth birthday
m 25 B.C.; but again, this tells us nothing about the actual facts of
publication, which may have taken place as little as a year or two
or as much as 20 years (or more) later.® A further question con-
cerns the relative timing of the composition of the Heroudes and the
first two books (at least) of the Ars Amatoria: the notoriously prob-
lematic Amores 2.18" indicates that at least some of the Heroides had
already been written by the time of this poem’s appearance, and the
mention of artes Amoris at 2.18.19 suggests that the Ars are in progress,
too. We thus have, at least potentially, not one but three major early
collections attributable to the period c. 25—¢. 2 B.C.; and, given the
clear indications that, later in his career, Ovid was inclined not to
limit himself exclusively to work on one project at a time,” it may

¥ See Watson, chapter 5 below; cf. McKeown 1:74-89 for a summary of what
we do and do not know, or suspect, about the relative chronology of Ovid’s early
works, and Holzberg (1997a) 41-48 and (1997b) 10-15 for an alternative (and much
simpler) chronology.

*# Cameron (1968); McKeown 1:84-85.

¥ See the relevant discussions of Knox, chapter 4 below, and Watson, chapter 5
below; McKeown 1:86-89 provides a summary of opinion and a cautious approach;
Holzberg (1997b) reopens the debate.

" E.g., Hinds (1987a) passim.
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well be anything but daring to suggest that his earlier career wit-
nessed the first manifestations of this tendency.

Uncertainty regarding the dating of the Amores’ composition is fur-
ther complicated by the (presumably) separate matter of their pub-
lication. The witty epigraph with which three of the four earliest
manuscripts for the Amores open the collection raises the question
squarely:

Qui modo Nasonis fueramus quinque libelli,
tres sumus: hoc illi praetulit auctor opus.
ut jam nulla tibi nos sit legisse uoluptas,
at leuior demptis poena duobus erit.

We who had just recently been the five books of Naso are now three:
the author preferred the present collection to the previous one. Although
you may now get no pleasure in reading us, at least, with two books
removed, your suffering will be lighter.

In the first couplet, Owvid’s “talking books” report that, though once
five in number, they have now become three; and the phrasing of
the final pentameter (demptis . . . duobus) is explicit—or so it first appears;
it remains to be asked whether the poet has indeed removed some
poems that had originally appeared in the collection, and if so,
whether he has supplemented them with others; or simply cut away;
whether he has rearranged the remaining elegies, or left them in
virtually the same configuration as that in which they had appeared
earlier, but now with different book divisions; and to what extent if
any the poems as we currently have them show signs of an earlier
and a later edition. The facts, such as they are, are well known, and
I shall not rehearse them here;® but it is worth noting that the frus-
tratingly aporetic nature of all enquiries into the circumstances of
the Amores’ publication has recently been met head on by the sug-
gestion, from varied quarters, that the epigraph itself is a bit of
metapoetic fun, and that there really was no “earlier” edition than
that which we have now: Ovid is simply announcing to all who may
be about to embark upon a reading of the Amores, the very first
words of which (arma graui numero wiolentaque bella parabam/ edere, 1.1.1-2),
if taken by themselves, herald—ominously—an epic undertaking, that
this is no anti-Callimachean “big book™ afier all.”?

' Cameron (1968), McKeown 1:76-82, 90-102.
5% For three voices raised independently in support of this view, see Barchiesi
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Whatever we conclude, the fact remains that, as we have it, the
collection appears to consist of 50 poems, neatly arranged in three
books as 15 + 20 + 15—so long as we agree with the poem divi-
sions discussed above, and acknowledge the apparent inauthenticity
of 3.5 This tidy arrangement invites comparison with the most
self-consciously Alexandrianizing publications of the 30s and 20s B.C.,
chief among them the Eclogues, the Propertian Monobzblos, and Horace’s
three books of Odes. Appearing as these did at a formative time in
Owid’s literary education, they are likely to have made a lasting
impression; but whether this impression first bore fruit in the late
20s or at any other point in the next two decades B.C. has not
been, and is not likely soon to be, conclusively answered. What is
clear, as we have already scen, is that at least in its present configuration
the collection works as a planned unit, with three dramatic acts, so
to speak, in the progress of Ovid’s literary love affair captured by
each of the three books.

When we turn elsewhere for clues to the earliest publication his-
tory of the Amores, the necessary imprecision of the picture already
sketched is only reaffirmed. Corinna in role and in name clearly fol-
lows In a long line of literary mistresses, beginning with Catullus’s
Lesbia and continuing to Gallus’s Lycoris, Propertius’s Cynthia, and
Tibullus’s Delia; but unlike these other women, whose real identities
are evidently concealed behind poctically apt pseudonyms, Corinna
is not unmasked by any ancient commentator.”* We can therefore
not link her or her husband to a social circle known from other
sources; and indeed, as I have suggested elsewhere, she may be as
fictive as is the erotic drama Ovid creates around her.”> Even more
curious, perhaps, is the fact that Ovid mentions no great and power-
ful friend as dedicatee or intended recipient of the collection; there
is no Pollio, no Messalla, no Maecenas here, and only three of the
poems (1.9, 2.10, 2.18) have named addressees.®® Any number of

(1997¢ [1988]) 101-3; Boyd (1997) 142-47; and Holzberg (1997a) 41-43, (1997b)
10-14.

3 On the history of 3.5’ association with the collection, see Kenney (1969a);
Richmond, chapter 14, below; and McKeown’s discussion, forthcoming, in the final
volume of his commentary.

% For Lesbia, Cynthia, and Delia, Apuleius Apol. 10; for Lycoris, Servius on Ecl.
10.1.

% Boyd (1997) 133-34.

% McKeown 1:25; Boyd (1997) 134; White, chapter 1 above.
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scenarios may be imagined to explain this absence—and, if prov-
able, might be used to narrow the likely timing for the collection’s
publication. As it 1s, however, the sparse links to real people and
events offered in the Amores only serve to emphasize the unusual
“weightlessness” of the collection in the Augustan cultural universe.

Most interesting in this regard is the overarching absence of
extended political or historical references in the poems. Aside from
an allusion to the Sygambri at 1.14.45-50,”” no historical events are
explicitly mentioned in the Amores. 3.9 eulogizes the dead Tibullus,
whose passing is generally believed to have taken place around 19
B.C., and in 1.15.25-28 the deaths of both Virgil and Tibullus are
taken as facts.® In this regard the Amores are far closer in feel to the
Heroides, which exist almost entirely in the timeless (albeit changing)
world of myth, than to the Ars, which locates itself and its poet
squarely in the streets, buildings, and public spaces, and among the
people, of Augustan Rome.

There is on the other hand and more broadly speaking a dis-
tinctively (though not necessarily pro- or anti-)Augustan cast to the
collection, seen chiefly in Ovid’s engagement with subject matter
reflective—or subversive?—of Augustan family values. Thus, Barchiest
has pointed to Ovid’s clever and complex transformation, at Am.
3.11.39, of the truism “women—can’t live with them, can’t live with-
out them” as observed by the censor Q). Gaecilius Metellus Macedo-
nicus in his speech de prole augenda, delivered in 131 B.C. and repeated
before the senate by Augustus, most likely in 18/17 B.C., in sup-
port of his pro-marriage agenda.”® Mediated through an Ovidian re-
reading of Catullan questioning of Roman values, this cliché takes
on new pointedness, simultaneously echoing the political discourse
of the age and establishing an aesthetic distance from it. Whether
we are to see and interpret this as a precise indication of impend-
- ing social repressiveness by Augustus, and of Ovid’s undermining of
the paternalistic authoritarianism of the Princeps, or as part and par-
cel of the very essence of amatory elegy—and of the elegist himself
who, by definition, rejects political limitations upon his identity—is
however less clear, as both intent and intensity on the part of Owvid

% See above, n. 14.

® See McKeown 1:79-80 for possible interpretations of references to other poets
in the Amores.

% Barchiesi (1997c [1988]); see also the companion piece by Badian (1997 {1988]).
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are as difficult to define here as ever. Even with the abortion-poems
2.13 and 2.14, sometimes viewed in the context of Augustan family
legislation,” we should not lose sight of the fact that the melodra-
matic excess found in them is cut from the same cloth as that found
in a poem like Amores 1.14, where Ovid’s solitary reference to the
Sygambri is made not as a criticism of Roman military endeavors
per se, but In the context of an ironic solution to Corinna’s traumatic
baldness—now she will have to buy a wig made from the hair of a
Sygambrian woman.

We may look back at the pair of poems discussed earlier in the
chapter to test this view. In Amores 2.9 and 2.9b, Ovid incorporates
{or reflects) what might both properly and imprecisely be termed
Augustan political discourse. In the first poem, as part of his com-
plaint that it is time for Cupid to let him be and to move on to
new congquests, Ovid draws an analogy between what Cupid should
be doing and the way in which Rome herself has agressively pro-
moted her own global authority: Roma, nist immensum uires promosset in
orbem, / stramineis esset nunc quoque lecta casis (2.9.17-18). Ringing yet
another change on the topoi of Cupid’s triumph and the lover as
soldier (cf. Amores 1.2 and 1.9), Ovid suggests that Rome provides a
good role model for Cupid: just as the Romans have progressed
from the primitive Romulean huts in which they first lived (and
which witnessed the first Roman battle waged for love, the rape of
the Sabines) to world prominence through aggression, so can—and
should—Cupid move outward and away from the modest triumph
represented by Ovid to bigger and better prey. In 2.9b, Ovid again
uses Cupid’s military accomplishments, now even trumping those of
Cupid’s step-father Mars, to explain his own willing resubmission to
the on-again, off-again life of love: quod dubius Mars est, per te, priuigne
Cupido, est,/ et mouet exemplo witricus arma tuo (2.9b.23-24). Ovid’s clever
inversion of “every lover is a soldier”—here, the soldier par excel-
lence becomes a lover, too®—seems to flout the very glorification of
military accomplishment urged upon Cupid in the earlier poem. Each
poem engages, however momentarily and lightly, the fabric of its
world, creating a way to find humor in what is otherwise the serious

% E.g., Gamel (1989).
81 Cf. Ovid’s similar treatment of Mars in . 3.1-10, introducing Mars’s rape of
Silvia, and see Hinds’s discussion of the episode, (1992) 88-105.
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and deadly business of war. These poems thus offer an ironic take
on Ovid’s times, as well as on his love; but whether we are there-
fore invited to go further, and to see this as a political statement,
intended or otherwise, on Ovid’s part is a leap we are not I think
mvited by Ovid to take. To those readers more keenly driven than
I to find the stirrings of a political subversive in Ovid’s first poems,
I would point to the delicate balancing-act between social and polit-
ical critique on the one hand and escapism into the worlds of Greek
myth and Roman antiquarianism on the other achieved by Ovid
and for so long negotiated by readers of the Fast: and Metamorphoses.
It should come as little surprise to find the same poet experiment-
ing in his early work with the same delicate balance, even as he
focuses most of his energy and talent on the more immediate, and
immediately rewarding, project of establishing a literary identity.

3. Concluding Remarks

The poetry of the mature Ovid has garnered much of the critical
limelight in the past two decades: his quixotic changes of mood and
style, his lightly-worn but profound learning, his combination of polit-
ical skittishness and social nicety, and the sheer audacity of his sub-
ject matter make his later work the single most extended virtuoso
performance of the age (aside, perhaps, from Livy’s history—but that
is an altogether different matter). And our fascination with his work
grows the closer we get to the time of his exile, not because we are
expecting to discover any new factual “clues” to its cause but because
of a conviction that Ovid is in the details, and that something in
those details can lead us to a better understanding of how this bril-
liantly clever man was caught short by Augustus. It 1s worth remem-
bering in this regard that on at least one other occasion Augustus
tolerated a long wait between the time of making a promise and
that of seeing its fulfillment—I refer to his vowing of the temple of
Mars Ultor in 42 B.C., as a monument to the vengeance he swore
after the battle of Philippi. It is a familiar but controversial fact that
the building itself of the temple did not begin when Augustus came
to power in 31 B.C., or when he received his imperium in 27 B.C.
Instead, the temple and its enclosing forum were dedicated in 2 B.C.,
40 years later, the temple itself not yet quite finished; and as we
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know from a number of sources, including Ovid,*? Augustus sup-
plemented his original vow to the Avenger with a more recent (though
by no means fast-breaking) reason for celebration, the retrieval of
the Parthian standards in 20 B.C. When we consider the possible
causes for Ovid’s relegatio in A.D. 8, therefore, we are well advised to
remember that the Princeps was not necessarily driven to action in
haste, and that the seeds of his displeasure with Ovid are likely to
have been planted long before our poet saw Rome for the last time.
Already in the Amores, I suggest, we see the preparation of fertile
ground to receive that seed, and the earliest evidence for the sort of
poet that Ovid not only would become but already was—pushing
the limits (of convention, genre, discretion) and refusing to be bound
to or by anything other than his own genius. Even in his earliest
literary incarnation, Ovid manages to elude our most earnest attempts
to make him fit easy definition. Instead, he gives us Ouidius poeta, the

€ K. 5.551-96; see Bomer F. ad loc. and Fantham, chapter 7 below.



CHAPTER FOUR
THE HEROIDES: ELEGIAC VOICES

Peter E. Knox

It may have been his reading of the third poem in Propertius’s final
book that sparked Ovid’s imagination and inspired him to compose
the Heroudes. Propertius 4.3 takes the form of an imaginary letter
from a woman named Arethusa to her lover Lycotas, a soldier who
is away on campaign. It is a very different kind of poem, however,
from Ovid’s series of imaginary epistles by figures from literature.
Since at least the ninth century, the reading public in the West
encountered these poems in a collection of 20 epistles,! known gener-
ally as Owid’s hber epistularum or liber heroidum. The earliest citations
of these poems (Priscian, Inst. 10.54 [= GLK 2:544.4] and the scholia
to Ibis 357, 589) refer to a collection called Heroides and this was
probably the title by which the poems were known in antiquity.? Ovid
himself refers to an individual poem in the collection as an epustula
(Ars 3.345), and this designation was probably extended to the entire
collection once it included the paired epistles, numbered 16-21 in
modern editions, half of which are assigned to male protagonists.
Whether it was Ovid himself who was responsible for this exten-
sion of the collection is a longstanding problem associated with these
poems. So, too, is the question of the relationship to the rest of the
collection of the epistle of Sappho to Phaon, which owes its position
as the fifteenth poem in modern editions to Ovid’s seventeenth cen-
tury editor, Daniel Heinsius.® Finally, Ovid’s authorship of several

' For the most part, the medieval tradition knew only poems 1-14 and 16-21
in the modern numeration. See Richmond (chapter 14 below) for the transmission
of the collection. In this chapter, the text of the Heroudes is cited from the second
edition of Showerman’s Loeb, revised by Goold (1977).

? Thus, e.g., Martini (1933) 18, Kraus (1968) 89, Horsfall (1981) 107. Many mod-
ern editors, such as Rosati (1996a) and Dérrie, have adopted the composite title,
Heroidum  epistulae. Heinze (1997) 26-27 prefers the more common medieval title,
Epistulae. See also Kenney (1996) 1 n. 1.

* Heinsius’s edition appeared in 1629. He may have been anticipated in placing
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epistles has been disputed by scholars since the nineteenth century.
Critical appreciation of the collection, however, is little affected by
the question of authorship. In the third book of the Ars amatoria,
Ovid appends an assertion of his originality to his recommendation
of these poems as reading material for his female readers (3.345—46):
uel tibi composita cantetur Epistula uoce:/ignotum hoc alizs ille nouawit opus.
This much at least is certain: no other work like this collection is
known to us before Ovid, though his innovation attracted imitators,
probably even in his own lifetime.* With the exception only of the
Metamorphoses, the Heroides have been Ovid’s most influential work
from antiquity until very recent times.

1. Authorship

No reader since antiquity, indeed, some would argue, no reader even
in antiquity, encountered the Heroides in the form in which they are
found in modern editions. Some medieval manuscripts that include
a title refer to the collection as a lber, but that designation cannot
be ancient, for the 3,976 verses that make up modern editions could
not have been accommodated in a single papyrus roll.’ The earliest
witness to the collection is Ovid himself, in an elegy of the second
book of the Amores addressed to a friend, the poet Macer, who is
writing epic verse. This prompts Ovid to describe some of his own
poetic endeavors (Am. 2.18.19-26):

quod licet, aut artes teneri profitemur Amoris
{el mihi, praeceptis urgeor ipse meis),

aut quod Penelopes uerbis reddatur Vlixi
scribimus et lacrimas, Phylli relicta, tuas,

the ES in this position by the twelfth-century Florilegium Gallicum, which includes
excerpts of the ES between selections from Heroides 14 and 16. See Richmond, chap-
ter 14 below.

* Ovid’s report in Am. 2.18.27-34 that his friend Sabinus composed “replies” to
some of the single Heroides is indicative of one kind of response to the epistles. No
major poet of antiquity attempted to duplicate Ovid’s achievement, but the type
did attract minor imitators, like the author of Anth. Lat. 71 SB, an epistle of Dido
to Aeneas. Some might also include the authors of the allegedly spurious poems in
the collection in this category as imitators of Ovid. For imitations in later periods,
cf. Dorrie (1968), Trickett (1988).

> Cf. Knox (1995) 11-12.
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quod Paris et Macareus et quod male gratus lason
Hippolytique parens Hippolytusque legant,

quodque tenens strictum Dido miserabilis ensem
dicat et tAoniac Lesbis amata lyraet

I do what I can: I either teach the arts of tender Love (and, alas, 1
am harrassed by my own precepts!) or I write what might be con-
veyed to Ulysses in Penelope’s words and your tearful lament, forsaken
Phyllis; what Paris and Macareus might read, and ungrateful Jason
and Hippolytus and Hippolytus’s father; and what pitiable Dido might
say, holding the drawn sword, and the Lesbian, loved of the Aonian

lyre.

Interpretation of this passage is bedeviled by several issues on which
scholarly opinion 1s divided: first, the date of composition of this
poem and the question of whether it formed part of the original
five-book “edition” of the Amores or was added to the reduced second
edition; second, whether the work described in 19-20 (artes . . . Amoris)
is the Ars Amaioria, completed in ca. 1 B.C.E., or the Amores; and
finally, whether this passage refers to a completed collection of Heroides
that included also poems not mentioned here.

Most scholars today agree that 2.18 appeared for the first time in
the second edition of the Amores.® This dating is closely tied to the
identification of the Ars Amatoria as the work described in 19-20, for
if Ovid is referring to the composition of the Ars, presumably Books
1-2, then this poem must be at least contemporaneous with it. On
this hypothesis the composition of the Herotdes would be placed some-
time between 10 and 1 B.C.E. Some scholars are skeptical of this
chronology for a number of reasons. In the epigram prefixed to the
revised edition of the Amores, for example, Ovid only remarks on the
removal of two books (demptis . . . duobus) from the first version,” with-
out any indication of fresh compositions.® If, then, all the poems in
our surviving edition formed part of the original five-book version,
artes profitemur amoris has a more general reference to Ovid’s love

% A survey of earlier scholarship can be found in Martni (1933) 11-14. Most
recent scholars have generally held that this poem was composed for the second
edition: cf,, e.g., Jacobson (1974) 300-318, Hollis (1977) 150-51, Syme (1978) 6-7,
McKeown 1:74-89 and 3:384-85. See also Boyd, chapter 3 above.

T Cf. Tr. 4.10.61-62, multa quidem scripsi, sed, quae witiosa putaui/ emendaturis ignibus
pse dedi, a reference to Ovid’s early career that may in fact refer to this revision
of the Amores.

% To the assertion of Syme (1978) 6 that “nothing precludes the addition of sev-
eral poems” it might be objected that nothing requires it.
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elegies and not a specific reference to the Ars.° On this interpreta-
tion, the Heroides must be an early work, contemporary with the ear-
Liest Amores. A further consequence of this argument is an increased
Likelihood that the paired epistles (16—21) are separated from the rest
of the collection in date and conception.

These conclusions are also affected by judgements concerning the
list of Heroides contained in this poem. The epistles listed here cor-
respond to nine epistles in the surviving collection: in the modern
numeration, 1 (Penelope to Ulysses), 2 (Phyllis to Demophoon), 5
(Oenone to Paris), 11 (Canace to Macareus), 6 (Hypsipyle to Jason),
10 (Ariadne to Theseus), 4 (Phaedra to Hippolytus), 7 (Dido to
Aeneas), and 15 (Sappho to Phaon). Beginning with Karl Lachmann
in 1848, some scholars have questioned whether ascription to Ovid
of any epistle not found in this List (3, 8, 9, 12-14, 16-21) is secure.’’
While the absence of any particular epistle from this list is not proof
of a non-Ovidian origin in and of itself, it has been held that this
may constitute sufficient grounds for considering whether anomalous
features in these poems have sufficient weight to justify ascription to
an anonymous imitator. This line of argument has been rejected by
a number of scholars on the grounds that this list of Heroiudes has the
characteristics of an “Alexandrian poetic catalog,” from which “it is
perverse to expect comprehensiveness.”!! Against this position it might
be argued that in fact this list is not a catalog at all, at least as the
term is generally understood in literary terms.'? As a feature of epic
poetry the catalog stems from the Homeric “Catalog of Ships” (I
2.484-877) and the use of such lists becomes a standard feature of
ancient epic, eventually to be parodied by Ovid in the Metamorphoses."

9 Thus Cameron (1968), Knox (1995) 3—4. Cf. also the summary in McKeown
3:382-87.

' Lachmann (1848). Cf. Knox (1995), Tarrant (1981). Some scholars, e.g., Hinds
(1993}, contend that the reference to male gratus Iason in 2.18.23 includes both Her.
12 (Medea to Jason) and Hypsipyle’s epistle; cf. McKeown 3: ad loc., and contrast
Booth (1991) on the same passage.

" Hinds (1993} 30. This assertion has often been echoed in recent scholarship:
e.g., Casali (1996-97) 305, Casali (1995) 228-30, Bessone (1997) 19 n. 17, Williams
{1997) 133 n. 9, Heinze (1997) 53. This is actually a restatement of an earlier gen-
eration’s reaction to Lachmann’s argument, samples of which can be found at, e.g.,
Birt (1877) 310-11 and Rand (1907) 288. In neither generation do Lachmann’s
critics buttress this assertion with evidence.

2 On the literary catalog in Greek epic, see Kiihlmann (1973).

¥ On Ovid’s use of the catalog in the Metamorphoses, see Reitz (1998). Bernhardt
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One function of such a list is, indeed, to conjure an image of com-
pleteness by way of suggestive selection. But the “catalog” of Amores
2.18 is very different from other Ovidian catalogs, for example, of
hunting dogs (Met. 3.206-25) or faithful wives (7r. 5.5.49—60). This
list of Ovid’s own poems has more in common with Alexandrian
library catalogs. Such a self-identifying reference by an author, known
as a sphragis, aims at specificity and completeness.' In any case, it
cannot be asserted with certainty either that this list deliberately
excludes genuine Heroides or that it includes all that Ovid ever wrote.

Many scholars who do not question the Ovidian authorship of the
rest of the collection nonetheless find grounds to question the ascrip-
tion of the Epustula Sapphus to Ovid."” The circumstances of its trans-
mission, separate from the rest of the collection,'® aroused suspicions
when the poem first came to light in the fifieenth century,'” but it
was generally assumed to be Ovidian until the nineteenth century.
After considerable debate, a consensus was again established around
the judgement in favor of attributing the poem to Ovid that was out-
lined by L.C. Purser.!®

The position of the paired epistles 16—21 within the collection has
long been considered a problem by scholars. Unlike the Epistula
Sapphus, they were an integral part of the medieval corpus, even
though the main stream of the tradition contained significant gaps
in this group of poems, with 16.39-144 and 21.15-250 missing in
most manuscripts.'® In addition to the external evidence, these poems

(1986) focuses on the exile poetry, but also has apt observations on the catalog in
Ovid’s other works.

* On the literary sphragis, see Fraenkel (1957) 362-63, with reference to earlier
literature. Chaucer’s Legend of Good Women offers an instructive parallel on the ten-
uous relationship between a poet’s list of his poems and a surviving corpus.

* E.g., Hinds (1993) 44-45. McKeown 3:398 believes that the extant poem some-
how replaced a genuine ES. The most complete case against Ovidian authorship
is Tarrant (1981); cf. also Murgia (1985), Knox (1995) 12-14. Ovidian authorship
is supported, by, e.g., Courtney (1990), Rosati (1996b).

1% See Richmond, chapter 14 below.

17 Commentaries on the poem were first published in 1471 at Venice by Giorgio
Merula and in 1476 by Domizio Calderini in Brescia. The substance of the lec-
tures delivered on the poem by Angelo Poliziano in 1481 are preserved in his notes,
published in Lazzeri (1971).

'8 Purser’s defense of the attribution to Ovid appears in Palmer (1898) 419-24
as the introduction to Palmer’s notes on the poem and was written on Palmer’s
instructions. Earlier monographs supporting Ovidian authorship include Comparetti
(1876) and de Vries (1885).

1 See Richmond, chapter 14 below.
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present a number of metrical and linguistic anomalies that have led
many scholars to subscribe to Lachmann’s judgement on this part
of the collection.” That view has also shifted in recent years, with the
publication of vigorous arguments in favor of assigning the poems
to Ovid by Kenney.?' Defenders of the ascription of the poems to
Owvid regularly concede that the accumulation of inconsistencies with
Ovid’s practice in his amatory elegies combines with other factors
to make composition at a later stage likely. Most settle upon a date
shortly before Ovid’s exile in 8 C.E. or not long after.”? Subjective
judgements of quality also enter into the debate. Many who accept
the attribution to Ovid as author by the medieval tradition echo the
assessment of these poems expressed by Rand: “If [they] are not
from Ovid’s pen, an ignofus has beaten him at his own game.””
Scholars who dispute this attribution often argue from the contrary
position that not only do the poems deviate from Ovid’s manner,
they fall below his high standards.?* In the debate over authorship,
however, as Courtney reminds us, it is indeed not impossible that a
successful imitator of Ovid could remain anonymous.” And the ques-
tion that should exercise scholars interested in the question of authen-
ticity is not whether the author possessed literary merit, but the
independent question of whether the author was Ovid.

% Palmer (1898) 436, against Ovidian authorship, has been influential among
anglophone readers until recently, in spite of the protest by Purser in his intro-
duction (xxxii) and defenses of Ovidian authorship mounted by Clark (1908) and
Tracy (1971).

2 Esp. Kenney (1979), (1995a), (1996) 20-26, (1999a). Cf. Rosad (1996a) 27.

2 Thus, e.g., Kraus (1950-51) 77, Tracy (1971), Hintermeier (1993) 190-95.

2 Cf, e.g., Kenney (1996) 20, Reeve (1973) 330 n. 1.

# Beck (1996) is the most recent and extensive argument against the authen-
ticity of the paired epistles. He frequently attemnpts to expose the deficiencies of
their author. In spite of many serious flaws this is an important work: cf. Kenney
(1998), Knox (2000).

5 Courtney (1997-98). Courtney (1965) set the fuse that ignited the late twenti-
eth-century debate about the authenticity of the paired epistles. Published in the
same year, Goold (1965) 43 reflects the prevailing sentiment in assigning all of
Heroides 1-21 to Ovid. A dramatic shift in his views is evident in Goold (1974) 484,
where he accepts only 1-7, 10, 11, and 15 as Ovidian. But in Goold (1983) he
returns to his earlier acceptance of 16-21 as Owvid’s work.
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2. Background and Genre

We know of no other collection of fictional verse epistles in Greek
or Latin: Ovid’s Heroides are unique.” Innovation is the hallmark of
every stage of Ovid’s career.”’ But each innovation is firmly rooted
in tradition. The originality of the Heroides consists primarily in the
combination of features from other literary forms, and in this respect
they may represent the most interesting example in Roman poetry
of innovation in genre.”® Detailed study of the Heroides uncovers
elements traceable to different branches of ancient rhetorical and
literary traditions, no single one of which can account for Ovid’s
achievement in the Heroides.

There used to be a consensus among critics that the Heroides were
little more than versified rhetorical set pieces, composed in the man-
ner of the school compositions.” Like other attempts at identifying
a single source for the Heroides, this approach is now generally regarded
as misguided, but it would be equally misguided to dismiss entirely
the influence of rhetorical training and declamation. As Owvid tells
us himself, his parents saw to it that he and his brother benefited
from study with the leading professors of rhetoric in Rome (77.
4.10.15—-16): protinus excolimur teneri curaque parentis/imus ad insignes urbis
ab arte wiros. Ovid’s decision not to pursue a forensic career would
not have implied rejection of the intellectual underpinning of his
education. On the contrary, everything that we know about his career
suggests that he continued to cultivate associations with leading
rhetoricians of the day. The elder Seneca, for example, tells of Ovid’s
relationship with the rhetor M. Porcius Latro (Contr. 2.2.8): “He was
an admirer of Latro, though his style of speech was different. He
had a neat, seemly, and attractive talent. Even in those days his
speech could be regarded as simply poetry put into prose. Moreover,
he was so keen a student of Latro that he transferred many epigrams

% The epistulae amatoriae attributed to Tibullus in the manuscript Vita are proba-
bly a mirage.

¥ As remarked by Kenney (1982) 455. For carlier discussions of Ovid’s innova-
tiveness, see, ¢.g., Jacobson (1974) 319-22.

% Questdons of genre are central to critical inquiry into the Heroides; cf. Conte
{1991) 163, Farrell (1998).

» Cf. Martini (1933) 17, Wilkinson (1955) 5-10, Maurer (1990) 49-76, Jacobson
(1974) 322-30 provides a judicious summary of earlier literature.
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(sententias) into his own verse.” Seneca adduces a number of exam-
ples of rhetorically inspired sententiae in Ovid, and it is not difficult
to identify more.*® Seneca goes on to characterize Ovid’s taste in
declaiming, observing that he “rarely declaimed controuersiae, and only
ones involving portrayal of character (non nisi ethicas). He preferred
suasoriae, finding all argumentation tiresome.” Modern critics have
not been reluctant to take this remark as the starting point for char-
acterizing Ovid’s style in the Heroides, arguing that they derive their
content and structure from the style of the suasoriae.®' It is true that
in a number of the epistles Ovid’s heroines aim at persuading their
addressees to adopt some particular course of action, and compari-
son with the suasoria can be instructive in analysis of the structure
of the argument. But Seneca’s more important observation is the
identification of character portrayal as Ovid’s primary interest.

The closest parallel in the rhetorical schools for the kind of exer-
cise of character portrayal that we find reflected in the Heroides is
the deliberative speech, known as prosopopoeia or ethopoera. As Quintilian
(10 3.8.52) notes, this type of exercise is closely related to the sua-
soria; the difference chiefly resides in the requirement that the stu-
dent represent a figure from history or literature soliloquizing on his
particular dilemma.* It is not difficult to trace the impact of this
kind of schooling on Ovid’s treatment of his heroines in the single
epistles. In the paired epistles, as Kenney notes, “Ovid gets the best
of both worlds, continuing his exploitation of ethopoeia but adding the
new dimension offered by the controuersia, the clash of opposing char-
acters and viewpoints.”* As an imaginary speech suited to a char-
acter’s circumstances, the ethopoera clearly has special relevance for
the fictional epistles of the [Heroides, adapted to the crises in which
the heroines find themselves.® But it is also possible to find close
analogies in many other types of poetry.

% E.g., Bonner (1949) 152-56.

* E.g., Dorrie (1967) 45—46, Sabot (1981) 2553-55.

# Nicolaus (Rhet. Gr. III 489) offers the standard definition of ethopoeia in antiq-
uity: fABomotic éoti Adyog &ppdlov 1ol bmokewévorg; cf. Aphthonius, Progymn. 11
Rabe, Bonner (1949) 53. Comparisons between the Heroides and ethopoeiae date back
at least to Bentley (1699) 83.

% Cf. Bonner (1977) 267-70.

% Kenney (1996) 2.

% Jacobson (1974) 325-30 offers a survey of the rhetorical affiliations of the
Heroides; cf. Kraus (1968) 90-91; Maurer (1990) 66-70.
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The monologues of Greek drama are an obvious focus for com-
parison, especially since some of Ovid’s heroines are taken directly
from celebrated tragedies.®® The epistles of Phaedra, for example,
and of Canace interact directly with well-known plays of Euripides.
Such models were important for Ovid, of course, and not only in
the epistles drawn from characters in drama, but other genres also
exerted an influence. The poetry of Hellenistic Greece is replete with
compositions in which the poet masks as a character, usually one
taken from everyday life, but sometimes from myth or literature.”
A number of poems in the Theocritean corpus can be included in
this category, such as the second Idyll, which represents the lament
of a woman who has been betrayed by her lover. Other examples
in Theocritus include monologues by pastoral characters on ama-
tory themes {(e.g., 3, 12, 23), while in Idyll 11 the poet composes a
song for the lovelorn Polyphemus. A lyric poem of the late Hellenistic
period, the so-called “Fragmentum Grenfellianum” (C4, pp. 177-80),
contains the lament of an unidentified woman in love. Another frag-
ment (CA, p. 185), preserved on a papyrus of ca. 100 B.C.E., may
represent a lament by Helen of Troy after being abandoned by
Menelaus.®® It is not out of the question that Greek poets adapted
this conceit to clegy as well. Fragments of Greek elegiac verse sur-
vive from the early empire that seem to include the monologue form
familiar to us from Roman elegy.* A plausible argument can be
made that these fragments represent a lost category of Greek elegy
that may have played a role in the development of Latin love elegy.*
And it is not inconceivable, although of course in the current state
of our knowledge it is not provable, that some Greek elegist repre-
sented the laments of a fictional woman from myth. Indeed, all of
these Greek antecedents contain many of the distinctive features of
Roman love elegy—references to mythological examples, the identi-
fication of the poet and the speaker—but none combines all of these
elements in the manner familiar to us from Latin elegy, and none
makes use of the epistolary form.

% Cf. Wilkinson (1955) 86, with references to earlier discussions.

% This tradition is discussed by Jacobson (1974) 34344, who also calls atten-
tion to the role played by such poetry in the development of subjective Latin elegy.

% Both fragments are discussed by Jacobson (1974) 344.

% For example, SH 962, 964, and P.Oxp. 54 (1987) nr. 3723.

* Cf. Parsons (1988).
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In all likelihood it was Propertius who introduced this innovation
in the fourth book of his elegies, where he casts one poem (4.3) in
the form of a letter from a woman whom he calls Arethusa to her
lover Lycotas, a soldier who is away on campaign. In the opening
verses of her epistle, Arethusa sounds a note that becomes familiar
in Ovid’s Heroides (Prop. 4.3.1-6):*

haec Arethusa suo mittit mandata Lycotae,
cum totiens absis, si potes esse meus.

si qua tamen tibi lecturo pars oblita derit:
haec erit e lacrimis facta litura meis:

aut si qua incerto fallet te littera tractu,
signa meae dextrae iam morientis erunt.

Arethusa sends these instructions to her Lycotas, that is if you can still
be mine in spite of your frequent absences. But if when you read this
some part is smeared and missing, this smudge will have been caused
by my tears; or if some writing is hard for you to make out because
the tracing is uncertain, this will be a sign that my hand was already
failing.

So similar to Ovid’s manner is this epistle and so unique in the body
of Propertius’s work, it has sometimes been thought that Ovid must
have preceded him.* It is more likely, however, that Ovid took this
experiment by Propertius as his inspiration for a more ambitious
project. The extension of this experiment to use the epistolary form
to represent characters from literature is, so far as we know, Ovid’s
distinctive achievement. The distinguishing feature of Ovid’s Heroides
is their inspiration from works of literature: the Dido of Heroides 7
is not a character recreated anew by Ovid from mythology, but quite
specifically the heroine of Virgil’s Aeneid 4. A similar relationship
between Ovid’s heroines and the literary background can be distin-
guished 1n all of the epistles for which the principal sources are still
extant.

# Cf. Knox (1995) on Her. 11.1.

*# The suggestion that Propertius imitated Ovid in the fourth book of elegies was
apparendly first made by Heinsius in his introductory note to Heroides 1. It has been
argued sporadically since, e.g., by Burger (1901) 27-29; Pohlenz (1913) 14-17;
Mersmann (1931). Of course, the possibility that some of the Hervides antedate the
composition of Propertius 4.3 cannot be dismissed, but there is no convincing evi-
dence to that effect: cf. Reitzenstein (1936) 17-34, Becker (1971} 469-70. Most
scholars accept as the more likely scenario that Ovid, the younger of the two, took
Propertius’s example of an elegiac epistle as a springboard for a new poetic ven-
ture. For the idea of drafting a love letter in verse, as Maurer (1990) 38-45 has
argued, Propertius might have drawn on traditions of narrative in Hellenistic verse.
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Each of the epistles in the collection, including the paired epistles
with male correspondents, refers self-consciously to a specific source
in earlier literature. The opening epistle from Penelope to Ulysses
may be read as programmatic in that respect. It becomes clear to
the reader that the timing of Penelope’s writing accords with the
events of Book 19 of the Odyssey. We know from Homer that Penelope
has just had an interview with a recently arrived stranger who tells
her much about her absent husband. Ovid fills the gap in Homer’s
account with this letter that Penelope, as is her wont (59-62), will
hand to none other than the disguised Odysseus himself.* Even
though Ovid alludes to other sources for the story,** the central text
against which this poem 1is read is always the Odyssey. The Homeric
background provides the material for an ironic interplay between
texts. In the course of reading the seventh epistle from Dido to
Aeneas, we become aware of its setting in Virgil’s epic in the terri-
ble moments before dawn when Dido knows that the Trojans are
departing. Ovid’s use of literary models represents a very different
approach to the process of allusion or imitation observable elsewhere
in the mythological narratives of Roman poetry. Ovid begins with
his characters as they have already been constituted in the works of
his predecessors and explores the interpretative possibilities not explicit
in the original works. In the following sections devoted to the major
portions of the collection, we will pursue the ways in which the rela-
tionship of the Heroides to the literary tradition is exploited by Ovid.

3. The Single Fpistles

Heroides 1-15, as numbered in modern editions, consist of imaginary
letters from figures of myth and literature to their absent lovers or
husbands: Penclope to Ulysses, Phyllis to Demophoon, Briseis to
Achilles, Phaedra to Hippolytus, Oenone to Paris, Hypsipyle to Jason,
Dido to Aeneas, Hermione to Orestes, Deianira to Hercules, Ariadne
to Theseus, Canace to Macareus, Medea to Jason, Laodamia to

# For this approach to the Heroides as “episodes set in the interstices of the lit-
erary tradition” (Knox (1995) 18), see Kennedy (1984), whose discussion of Heroides
1 has been influential in subsequent analyses, e.g., Barchiesi (1987), Williams (1992a),
and Knox (1995) 18-25.

* See Knox (1995) 86-87.
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Protesilaus, and Hypermestra to Lynceus. Each of the heroines writes
within a framework established by an important literary treatment
of the myth. For example, Briseis’s epistle is set within the Zliad in
the aftermath of the failed delegation to Achilles in Book 9. In the
fourth poem Ovid provides us with the text of the letter sent by
Phaedra to Hippolytus in Euripides’ tragedy. In the sixth epistle,
Owid picks up at the conclusion of the Argonautica of Apollonius of
Rhodes to represent Hypsipyle writing to Jason after his safe return
to Iolcus. The fourth book of the Aeneid provides the setting for
Dido’s futile attempt to prevent Aeneas’s departure in Heroides 7.
Most often, the reference is implicit in the relationship of the epistle
to the earlier model, but on several occasions there are more explicit
signposts in the text.

In the epistle of Briseis, for example, the relationship between this
poem and its model is evident in the treatment of the story through-
out, including details which can only have been known to Briseis
from a reading of Homer and no other known source.* But there
is also a more overt signal of the intertextual play in this poem. A
clear example is Briseis’s use of the example of Meleager in her
attempt to persuade Achilles to give up his anger (91-93): nec tbi
turpe puta precibus succumbere nostris;/ coniugis Qenides uersus in arma prece
est./res audita mihi, nota est tibi. The story of Meleager was recounted
to Achilles by his old tutor Phoenix as a cautionary tale in 71
9.529-99. That is how the exemplum became known (nota) to Achilles,
but Briseis was not present at that scene and can only have heard
of it (res audita miht) from someone else: not from Phoenix, however,
who remained with Achilles, nor, one would imagine, from Odysseus.
Her best source, so to speak, would have been the flad.

Likewise, in the epistle of Dido to Aeneas, Ovid incorporates a
number of references designed to direct the reader to the source in
Virgil. She recounts how she heard the voice of her dead husband
call to her, whereupon she exclaimed (7.105-6): da wueniam culpae!
decepit idoneus auctor;/ inwidiam noxae detrahit ille meae. In this context
the most obvious reference is to Aeneas, the auctor of her fault. But
the phrase idoneus auctor most readily denotes a trustworthy literary

* Cf. Her. 3.145-48, where Briseis exhorts Achilles to turn on her the sword
which he almost used to kill Agamemnon. As Homer represents the moment (/.
1.188-222), only Athena had knowledge of Achilles’ intent, so Briseis’s knowledge
can only be attributed to a “reading” of the Ifiad, cf. Knox (1995) 19.
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author,* and it is likely that Virgil is thereby implicated in this ref-
erence as well.

Detailed analysis often reveals several levels of influence at work
in the Heroides. In the tenth epistle of Ariadne to Theseus, for exam-
ple, the influence of Catullus’s narrative of her abandonment on
Naxos in Poem 64 has always been recognized. Indeed, Ovid sig-
nals his allusions to that text in a number of ways now familiar. In
verses 1722 of her epistle, Ariadne describes to Theseus how she
went mad with grief when she realized that he had sailed away with-
out her:

... specto, si quid nisi litora cernam.
quod uideant oculi, nil nisi litus habent.
nunc huc, nunc illuc, et utroque sine ordine curro;
alta puellares tardat harena pedes.
interea toto clamaui in litore “Theseu!”:
reddebant nomen concaua saxa tuum.

I 'lock to see if there was anything there but shoreline. As far as my
eyes could see, they find nothing but shore. Now this way, now that
way, I run, and always at random. The deep sand slows my girlish
feet. And all the while along the entire shore I called out “Theseus,”
and the hollow rocks echoed your name.

This description reprises the scene in Catullus 64, where we are told
that Ariadne went to the shore to scan the horizon and call out to
Theseus (124-27):

saepe illam perhibent ardenti corde furentem
clarisonas imo fudisse e pectore uoces

ac tum praeruptos tristem conscendere montes,
unde aciem <in> pelagi uastos protenderet aestus.

Often, they say, in the fury of her burning heart she poured forth
piercing cries from the depths of her breast; and now she would sadly
climb the rugged mountains from which to extend her gaze over the
vast swells of the ocean.

In this poem, as in other poems in the collection, it is not unlikely
that Ovid refers, as Catullus surely did, to other sources for the story
now lost to us.”

* Cf. Knox (1995) ad loc.
# In this instance, Catullus’s allusion to other sources is suggested by perkibent in
64.124. Comparison of this and other passages in Catullus, Ovid, and Nonnus leads
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It is reasonable to assume that similar intertextual play is at work
even in the epistles for which the apparent models do not survive.
For example, the second epistle from Phyllis to Demophoon almost
certainly is based on a work by Callimachus that was apparently
quite famous, to judge from the familiarity of late antique sources
with the myth.*® Likewise, we have enough information about Euripides’
lost tragedy Aeolus to be certain that it provided the backdrop for
Herotdes 11.* The evidence is more scanty for two other epistles,
Heroudes 5 and 10, and does not allow us to identify a specific source,
although it is highly likely that the characters of Oenone and Ariadne
had been developed in some lost narratives of the Hellenistic period.”
The eighth epistle perhaps exploits Sophocles’ lost Hermione, while it
is most likely that Hypermnestra’s epistle draws on Aeschylus’s tril-
ogy on the myth of the Danaids. Medea’s epistle is set within the
context of Euripides’ famous play, though it also exploits other treat-
ments of her story, including perhaps Ovid’s own lost Medea.”!

The epistle of Phaedra to Hippolytus, another poem in which
Ovid takes his starting point from Euripides, offers a clearer exam-
ple of how Ovid alludes to more than one stream of the tradition.
The intertextual affiliations of this poem are complicated by the fact
that Euripides produced two versions of the play, the first of which
is lost, but was probably known to Ovid.”? Ovid’s epistle certainly
exploits the ironies accessible to readers familiar with the surviving
play. Phaedra represents herself as an elegiac figure writing to her
lover (1-2): quam nisi tu dederss, caritura est ipsa, salutem/mitiit Amazonio
Cressa puella uiro. Like Penelope (1.3), Phaedra sees herself as a puella,
emphasized by the pointed juxtaposition with uiro. The risks latent
in this situation are amplified by her next, apparently rhetorical ques-

some scholars to infer the existence of an influential account of the myth earlier
than Catullus: see Knox (1998), with reference to earlier literature.

# Knox (1995) 111-13.

¥ See Williams (1992a) for ironies in Ovid’s allusions to the lost play.

% For Oenone, see Knox (1995} 140-41. For Ariadne, see Knox (1998).

5! This has sometimes been seen as evidence against Ovidian authorship of this
epistle, e.g., by Knox (1986¢). For a different view of the relationship with earlier
models, one that is consistent with the epistle’s authenticity, see Hinds (1993), Heinze
(1991-93) and (1997) 51-55, and Bessone (1997) 11-41.

3 See Barrett (1964) 32 n. 4 on Ovid’s source for Met. 15.500-546 and F.
6.737-45. It is highly likely that Seneca follows the lost Hippolytus in his Phaedra,
but the precise extent of his reliance upon it is much debated. Cf. Coffey and
Mayer (1990) 5-6 and Halleran (1995) 25-26.



THE HEROIDES: ELEGIAC VOICES 131

tion (3): perlege, quodcumque est—quid epistula lecta nocebit? For the reader
who knows that she will write another letter implicating Hippolytus,
however, this question has a clear response not “intended” by Phaedra.

But as with the other heroines, Ovid’s allusions to the primary
source are sometimes filtered by matenial from other traditions, in
this instance probably Furipides’ earlier play. This is particularly the
case where Ovid is depicting Phaedra as justifying her emotions.
Thus, her declaration that in making her approach to Hippolytus
she follows a god’s mandate (10—12, dicere quae pudwit, scribere iussit
amor./ quidquid Amor tussit, non est contemnere tutum;/regnat et in dominos ius
habet ille deos) has no parallel in the extant play. But it is very close
to a fragment of the first Hippolytus:>®

Exa 88 16Aung xai Opdoovg Siddorarov
&v 101G GUNEVOIoIY £DTOPATATOV,
"Epwta, névieov Svopaxdtotov Bedv.

But I have as an instructor of boldness and daring Eros, most resource-
ful in impossible circumstances, and the hardest god of all to fight
against. (trans. Halleran (1995))

The virtuous Phaedra of Euripides’ second play is complicated by
references to the character of the first, who makes a conscious attempt
at seduction.”* Subversion of the text of the extant play also high-
lights the development of Phaedra’s character. Euripides’ virtuous
character from the first never ventured to speak her passion (Hipp.
393-97):

ApEdunv pév odv
ék 1008e, owav tHvde xai kpdntewy véoov:
YA®oon Yop o0div motdv, §i Bupaic pev
@poviipot’ Gvdpdv vovbetely érictoran
avt) 8 be’ abrtiic nAsloto kéxTnTon Kaxd.
So I began with this, to keep quiet about this disease and conceal it;
for nothing can be trusted to the tongue, which knows how to admon-
ish the thoughts of others, but itself possesses the most evils by its own
doing. (trans. Halleran (1995))

> Fr. 430 N (= C Barrett).

% Other correspondences between Heroides 4 and Hippolytus 1 can be found, e.g.,
at 4.113-28, where Phaedra blames her love for Hippolytus on Theseus’s wrongs:
cf. Plut. Mor. 27-28a (= B Barrett) thv . . . ®aidpav kal npoceykarodcav 1d Onoel
nenoinkev (sc. Ebpwidng) dg ud 1 éxsivov mopavopiog Epacdeicav 10d Innodbrov.
Cf. also fr. 433 N (= P Barrett) with Her. 4.129-34.
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Not so Ovid’s Phaedra (7-8): ter tecum conata loqui ter inutilis haesit/ lin-
gua, ter in primo restitit ore sonus.”® Her letter supplies the approach only
because words failed her earlier. Ovid’s portrayal of Phaedra is deep-
ened by the appropriation of a range of literary texts.”

Another important aspect of the single epistles is the effect achieved
by depicting epic or tragic themes in elegiac coloring.”” It is perhaps
most prominent in the ninth epistle from Deianira to Hercules. In
this epistle, the poet probably relies less upon interplay with a model
text than in other epistles in the collection. The epistle deals with
the subject of the Trachiniae of Sophocles.”® After capturing Oechalia,
Hercules sends Iole, the daughter of its slain king, to Trachis. Deianira
knows that she comes not as a captive only, but as Hercules’ latest
paramour. Consumed by jealousy, she sends him a cloak dipped in
the blood of the centaur Nessus, thinking it a love-charm to win
him back. The setting of this epistle is the immediate aftermath. In
fact, the poem here departs from the plot of Sophocles’ play, in
which Deianira is denounced by her son, to picture her receiving a
message while in the act of writing (143-44): sed quid ego haec refero?
scribents nuntia uemit/ fama, wirum tunicae labe perire meae. 'This is the only
instance in the [eroides in which an event external to the epistle is
represented, and it does not, as external logic might suggest, bring
the writing to a close: Deianira continues for 22 more lines.”® In a
sense, then, this epistle not only refers to dramatic action, it incor-
porates it. This serves to highlight the contrast with the representa-
tion of its heroine in elegiac mode.

Critics have detected this note from the poem’s opening distich:
gratulor Oechaliam titulis accedere nostris;/ wictorem wictae succubuisse gqueror.
In gueror modern readers have seen an allusion to elegy’s supposed
association with lamentation.®® Deianira represents herself as aban-

% The point is underscored by allusion to Medea as represented at Ap. Rhod.
3.654-55.

% Contrast Palmer in his introduction to this epistle: “He [sc. Ovid] has accu-
rately caught the Euripidean conception of the character of Phaedra.” Yes, but
which?

7 For this approach, cf. Spoth (1992), Casali (1992), and Barchiesi (1987) 67-71.
It 1s also applied fruitfully to the paired epistles by Rosati (1991) 103-14.

% Cf. Casali (1995) 11-17.

% Casali (1995) on 143-68 sees here a deliberate reversal of important motifs in
Trach., but if so, there are hardly any lexical markers.

% Thus, on this passage, Casali (1995) 12. Cf. Hinds (1986) 103-7, Barchiesi
(1987) 76.
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doned by her husband, whom she represents as captive of yet another
love affair. To illustrate her condition, she refers to his past pursuit
of Omphale, her choice of this exemplum being motivated by the
parallels between Hercules’ embarrassing behavior then and—as she
sees it—now (73—74):* inter Ioniacas calathum tenuisse puellas/ dicenis et
dominae pertimuisse minas In dicerts, Deianira signals an allusion to ear-
lier treatments in literature, though not Sophocles’.®” The motif is
familiar in love-elegy, the seruitium amoris. Propertius, for example,
makes use of this same exemplum to justify his own voluntary sub-
jugation to a woman (3.11.17-20):

Omphale in tantum formae processit honorem,
Lydia Gygaeo tincta puella lacu,

ut, qui pacato statuisset in orbe columnas,
tam dura traheret mollia pensa manu.

Omphale, the Lydian girl who bathed in Gyges’ lake, achieved such
renown for her beauty that the man who had set up his pillars in the
world he had pacified spun her soft wool with his rough hands.

This alternative tradition about Hercules’ three years of servitude at
the court of Omphale is not part of Sophocles’ treatment.”® In the
Greek tradition it is not attested until late, and its origins appear to
be Hellenistic.** Lexical markers are insufficient to secure a refer-
ence to Propertius here, but the affiliation with the background of
love-elegy is clearly evoked.®

This method provides Ovid with a framework for developing seri-
ous issues raised by his models from an entirely new perspective.
Untl recently critics have not generally recognized the extent to
which in the Heroides, Ovid has reconfigured his heroines so as to
invite the readers to respond to his models as literary critics. Ovid’s
Dido poses questions about Virgil’s treatment and simultaneously
suggests answers to ambiguities in her representation in the Aeneid.

8 Cf. Jacobson (1974) 238-39.

2 Thus, righdy, Casali (1995) ad loc.
% Contrast Trach. 69—72, 248.

°* See Fedeli (1985) on Prop. 3.11.17-20 and Pianezzola (1991) on Ars 2.217-22,

% This passage is intrinsically connected to Ars 2.218-22: ille, fatigata praebendo
monstra nouerca,/ qui merutt caelum, quod prior ipse tulil,/inter Ioniacas calathum
tenuisse puellas/creditur et lanas excoluisse rudes./paruit imperio dominae Tirynthius
heros. Deianira’s epistle appears to allude to this passage, both here and at line 17,
but such a relationship would pose difficulties of chronology (Heroides 9 later than
the Ars) and raise doubts about Ovidian authorship.
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Throughout the Heroides Ovid seizes upon moments in which his
abandoned women may re-assemble the components of the onginal
narratives in new and sometimes arresting combinations. In these
moments Ovid causes the reader to separate his reactions from the
original model and to question the values represented there. He
effects this separation by endowing his heroines with a new voice
fashioned out of his experience as an elegist.

In this respect the epistle of Sappho to Phaon (£S) stands apart
from the other single epistles in the collection. In all of these epistles,
including those whose authenticity has been disputed, a character is
taken from an earlier narrative and depicted at a crucial juncture
of her story. That does not appear to be the case with the ES,
although the state of the evidence does not allow us to assert this
as a certainty, since it is possible that the epistle draws on some lost
work in which Sappho figured as a character in narrative. For exam-
ple, there were at least six comedies produced in Athens with the
title Sappho; other sources are also possible.®® But none of these works
seems to have achieved the notoriety that would encourage a read-
ing of this epistle as an intertextual play in the manner of the other
single Heroides. The author of the ES clearly knew Sappho’s poetry
and in places alludes to extant fragments of her work, and other
passages in the poem may be plausibly traced to Sappho.®” The nar-
rative setting of this poem, however, is not drawn from any work
of literature, but from ancient biographies of Sappho and the later
traditions surrounding her life.® This was an ingenious idea, allow-
ing the poet to play off the reader’s assumptions about the poet,
formed both from a reading of her verse and from biographical spec-
ulation about her life. The finished product is a fascinating portrait
of the lyric poet in elegiac mode, but the effect is very different from
the other poems in the Heroides.

4. The Paired Epistles

In many respects the paired epistles (16-21) represent a logical exten-
sion of the underlying conceit of the single epistles. Like them, these

8 Comedies called Sappho are attested for Diphilus, Amipsias, Amphis, Antiphanes,
Ephippus, and Timocles. For details see Knox (1995) 278.

¢ Again, see Knox (1995) on, e.g., ES 9-10, 17-18, 63-8, 154, or 199-202.

8 Cf. Knox (1995) 278-29.
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epistles are embedded in the narratives of earlier literature. The idea
that Ovid’s epistles might elicit “responses” from their fictive addressees
was probably nearly contemporaneous with the dissemination of the
first examples. Ovid reports that his friend Sabinus composed replies
to some of the single poems (4m. 2.18.27-34):

quam cito de toto rediit meus orbe Sabinus
scriptaque diuersis rettulit ille locis!
candida Penelope signum cognouit Vlixis;
legit ab Hippolyto scripta nouerca suo.
lam pius Aeneas miserae rescripsit Elissae,
quodque legat Phyllis, si modo wviuit, adest.
tristis ad Hypsipylen ab Iasone littera uenit;
dat uotam Phoebo Lesbis amata lyram.

How quickly my friend Sabinus returned from his journey all around
the world and brought back letters from distant places. Fair Penelope
has recognized the seal of Ulysses, and the stepmother has read a let-
ter from her Hippolytus. Pious Aeneas has already written back to
poor Elissa, and there is a letter for Phyllis to read, provided she is
alive. An unhappy letter has come for Hypsipyle from Jason, and the
woman of Lesbos, accepted in love, is dedicating to Phoebus the lyre
she vowed.

But there is a profound difference between the conception of the six
paired epistles and Sabinus’s responses to the single epistles. The lat-
ter were set in specific circumstances that did not allow for the pos-
sibility of a reply, a circumstance slyly alluded to by Ovid when he
points out that Phyllis is likely to be dead before a response could
arrive from Demophoon. The paired epistles were conceived as units,
with each poem anticipating or reflecting upon its mate.

Even in the fragmentary state of our knowledge, it is possible to
draw conclusions about the sources for the three exchanges of cor-
respondence. For Paris and Helen, the poet drew upon early epic,
but this time not primarily from Homer. Ovid’s sources for their
story included a lost play by Euripides and the early Greek epic
Cypria, also lost.” But his characters retain their Homeric accents
and Ovid plays off the reader’s familiarity with the sequel to their
courtship as it played out in the ffiad. As with the other two pairs
of letters, the man’s comes first, with Paris urging that Helen has

% On Ovid’s use of Euripides’ Alexandros, Ennius’s Alexander, and the Epic Cycle,
sec Kenney (1996) 6. The sources for this pair probably also included the same
used by Ovid in Oenone’s epistle.
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no choice but to return to Troy with him. His justification is based
in his life’s story, which gives Ovid the opportunity to incorporate
a lengthy narrative of the events that set the story in motion. All of
this is only to provide a backdrop for Helen’s reply. In the paired
epistles it is the women who are most fully characterized. Ovid’s
Helen has evidently already made up her mind to go with Paris
before she set reed to papyrus: she is not fooled by Paris’s plea, but
1s the willing accomplice of his scheme. Consistent with his technique
in the single epistles, Ovid transforms the heroic lovers into recogniz-
able human beings operating in accordance with the “norms” estab-
lished in elegiac love poetry.

The second pair of correspondents, Leander and Hero, is taken
from a lost Greek poem, the date and authorship of which we can
only guess. The broad outlines of the story in this lost work can
only be surmised from what Ovid and the late Greek poet Musaeus
made of it.”” The hypothesis of a Hellenistic original rested upon
the evidence of only these texts until the publication in 1982 of a
fragmentary papyrus containing parts of 50 hexameters in which
many of the significant details of the story are present: the sea, a
lover, a tower, and a lamp.”' Whether or not this is part of the lost
poem known to the Roman poets, as some speculate, it is further
evidence for the diffusion of the story in Greek literature, the back-
drop against which Ovid’s epistolary drama is played.”

Like Paris and Helen, figures drawn from epic, Leander and Hero
are portrayed in the softer tones of elegy. And so, Leander, “like
Narcissus in his celebrated soliloquy in the Metamorphoses (2.446-53) . . .
dwells on the paradoxes of his position, and like Narcissus he resorts
to elegiac cliché”” (18.177-78): quo propius nunc es, flamma propiore cale-
sco,/ et res non semper, spes mihi semper adest. The imagery of the fire of
love is as old as love poetry; Leander’s formulation is the more cliché
because he elaborates it with a proverbial antithesis in the penta-

" A common source for Ovid and Musaeus seems a necessary inference, since
Ovid can be ruled out as a source for the later poet and the story was certainly
known to Virgil: cf,, e.g., Kost (1971) 17-23. Recent treatments of the problem of
these epistles’ source can be found in Hintermeier (1993) 58-60, Kenney (1996)
9-11, and Rosad (1996a) 15-26.

' The papyrus, now SH 901A, was first published by Maehler (1982).

2 Another fragment of the first century B.C.E. (SH 951) has little chance of com-
ing from that poem; cf. Lightfoot (1999) 207-8.

7 Kenney (1982) 426.
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meter.”* Likewise when Hero responds to Leander’s complaints about
the narrow strait that separates them, she does so in famihar ele-
giac terms (19.141-42): parce, ferox, latoque mari tua proelia misce!/seducit
terras haec breuts unda duas. Hero’s phrasing evokes a fragment of the
first Roman elegiac love poet, Cornelius Gallus, perhaps also writing
of his separation from his lover: uno tellures duudit amne duas. That
famous pentameter refers to another body of water that, according to
some in antiquity, also separates Europe from Asia, the river Hypanis.
For the ancient reader who recognized the context, the allusion would
probably have been particularly pointed.”

The final pair of epistles was drawn from the story of Acontius
and Cydippe which became famous in antiquity in the version nar-
rated by the Hellenistic poet Callimachus in his elegiac narrative
poem, Aetia.”® The fragments of Callimachus’s treatment are extensive
enough to allow us to form a more complete impression of Ovid’s
relationship to his sources here. The more expansive format of Ovid’s
epistolary exchange imposes a focus on character, and Ovid’s Acontius
and Cydippe are more complex, more fully developed than their rel-
atively passive Callimachean counterparts. Acontius, for example, in
contrast with the pretty boy of Callimachus, is a coldly calculating
man, obsessed in his pursuit of his beloved. Ovid exploits the fact
that the entire situation turns on a quasi-legalistic interpretation of
Cydippe’s obligation to abide by the oath that she unconsciously
swore. Acontius argues his case, employing the language and the
logic of a Roman rhetorical education.”” The difference from Calli-
machus is highlighted by specific intertextual markers.

In the Aetia, Acontius is an inexperienced boy, lacking native cun-
ning, who is instructed by Eros (fr. 67.1-4 Pf):

ad1og "Epag é8idaev "Axévtiov, onmdte xoAf
fi0eto Kvudinnn neig éni napbevi,

éyvv—ov yap 3y’ £oke moAdkpotoc—Oppa Aéyor[ro
70010 S Lwfic otivopa kouvpidiov.

™ Cf. Kenney (1996) ad loc.

™ For this fragment, sece Courtney (1993) 263. For speculation about its context
in Gallus and the echo here, see Knox (1985).

® Our knowledge of Callimachus’s treatment derives from fragments (fr. 67-75
Pf) and from Aristaenetus, Fpist. 1.10, which is based on it. For useful introduc-
tions to the Aetia, see Hopkinson (1988) 85-91, d’Alessio (1996) 36-43.

7 For a full development of this interpretation, cf. Kenney (1970a), (1996) 15-18.



138 PETER E. KNOX

Eros himself taught Acontius the art, when the boy burned for the
beautiful maiden Cydippe (for he certainly was not clever), so that he
might be called her lawful husband for all his life.

Ovid’s Acontius is also not naturally gifted: in the first instance it is
the girl that inspires him to cleverness (20.25-26): non ego natura nec
sum tam callidus usu; /sollertem tu me, crede, puella facis. Acontius asserts
that he has learned that lesson, in terms that suggest that for him
Callimachus’s téxvn is legal training. Addressing Cydippe, he notifies
her that she is bound to him by the marriage vow that he com-
posed with Amor’s guidance and vaunts his legal prowess (20.27-30):

te mihi compositis—si quid tamen egimus—a me
adstrinxit uerbis ingeniosus Amor.

dictatis ab eo feci sponsalia uerbis,
consultoque fui iuris Amore uafer.

It was ingenious Love who bound you to me with words that 1
drew up, if indeed I played any part in the matter. It was at his dic-
tation that I betrothed us and by consulting Love I became cunning
in the law.

As Purser notes,” wris is probably to be taken both with consulto and
uafer by the figure of amphibole, thus yielding “Love being my Counsel
learned in the law I became cunning therein.” callidus, sollers, and
uafer immediately evoke a recollection of moAbdxporog,” the quality
that Acontius lacks in Callimachus. Acontius is now the cunning
lawyer, trained by bis jurisconsult, Amor.

In the paired epistles, as in the single epistles, the poet effects the
portrayal of character by consistent reference to a literary background
familiar to his readers. Allusion, subversion, and contradiction of this
background are all part of his repertoire. Ovid’s special achievement
in the Heroides is to have recognized the application of an elegiac
perspective to the exploration of character in settings beyond the
subjective portrayal of the poet-lover. When one considers the broad
sweep of the narrative settings of the Heroides, the consistency with
Owvid’s amatory elegies in style, diction, and theme is remarkable.
Some degree of similar innovation may be discerned in Propertius,

® In Palmer (1898) ad loc.; cf. Kenney (1996) ad loc.

™ For mohdkpotog, cf. d’Alessio (1996) ad loc. The genitive with ugfer would be
unique, but is justified by analogous constructions, and it conjures up associations
with legal craftiness; cf. Hor. Serm. 2.2.131, uafri inscitia wuris.
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particularly in the elegies of his final book, but it was Ovid who
advanced to the next stage and successfully negotiated the transfer
of the elegiac voice to representations of other characters. In this
respect, the Heroides can be viewed as an important stage in Ovid’s
development as a narrative poet, culminating eventually in the Metamor-
phoses.® Some sense of their role in this development lies behind his
claim to originality in these poems. Ovid’s innovative reformulation
of the heroines’ voices in the Heroides provides us with a unique per-
spective on his reading of the Greek and Roman traditions of nar-
rative verse. It was not an altogether surprising step for this poet
then to move from a critical commentary on those traditions to a
retelling on a larger scale in the Fasti and the Metamorphoses.

% Byblis’s epistle to her brother Caunus, which is incorparated into the narra-
tive at Met. 9.530-63, is an acknowledgement of this progression. Her epistle is a
vehicle for Byblis to offer a commentary on her own situation, as do the women
in the Heroides. In the Metamorphoses, however, Ovid embeds this commentary in a
narrative of his own making, which is similarly cast in the tradition of elegy. On
this aspect of the Metamorphoses, see Knox (1986a).
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CHAPTER FIVE
PRAECEPTA AMORIS: OVID’S DIDACTIC ELEGY

Patricia Watson

1. Introduction

The Medicamina Faciet Femineae is usually' regarded as the first of
Owid’s didactic elegies. Whether it was composed early in Ovid’s
career or immediately prior to the Ars is unclear; all that we know
for certain 1s that it predates Book 3 (drs 3.205-6).

Books 1 and 2 of the Ars Amatoria were onginally published together,
Book 3 being brought out later, either separately® or as part of a
second edition comprising all three books.> The “table of contents”
(drs 1.35—40) makes no reference to the third book; even more telling
1s the concluding couplet of Book 2 (745-46) alluding to the women’s
request for instruction, which spoils the closure and was clearly added
later after the composition of Book 3. The conventional dating for
Books 1/2 is late 2 B.C. or 1 B.C., the latter being the year when
Gaius Caesar set out on his Parthian expedition, which Ovid talks
about (drs 1.177-212) as imminent.* Book 3 and the second edition
of 1 and 2 followed within the space of a year or two.’

The final poem in the group was the Remedia Amoris. Allusion to
a possible military triumph of Gaius Caesar over the Parthians (Rem.
155-58) fixes A.D. 2 as the flerminus ante quem, the sentiments being
rendered irrelevant by Gaius’s diplomatic agreement with the Parthians
in that year.®

' For the argument that it was written between Ars 172 and Ars 3, see Rosati
{1985) 42-43.

2 Hollis (1977) xiii.

* See Murgia (1986).

* See Hollis (1977) 65-73.

3 For a radically different view, see Murgia (1986), dating Book 3 and the sec-
ond edition of 1/2 to A.D. 8: this rather too conveniently explains the gap, on the
conventional dating, between the publication of the 4rs and the date of Ovid’s exile.

® Henderson (1979) xi—xii argues for mid-A.D. 1, others for A D. 1-2. See also
Pinotti (1988) 13.
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The Ars Amatoria has been the focus of a great deal of scholarly
attention in recent years, though commentaries in English are still
lacking for the second and third books.” The best overall treatment
of the poem is Myerowitz’s monograph (1985). On the Medicamina
Facier Femineae there i1s an excellent Italian commentary by Rosati
(1985), but as yet none in English. The Remedia Amoris is well served
by commentaries in English (Henderson (1979)), Italian (Pinotti (1988))
and German (Lucke (1982), Geisler (1969)).

2. The Medicamina Faciei Femineae

Owvid’s earliest didactic elegiac poem, the Medicamina Facier Femineae,
is interesting both in its own right and in the ways it anticipates the
Ars and the Remedia. The poem as we have it contains only 100
lines, and is clearly a fragment of a longer work.? It falls into two
sections: an introduction, in which the use of cosmetics is justified
as part of the cultus of contemporary Rome (1-50) and a highly tech-
nical passage giving five recipes for skin-care preparations (51-100).

Scholarly attention has been focused on several issues: 1) the length
of the original, 2) the technical material, 3) whether or not the piece
was intended as a serious handbook, and 4) the prooemium.

1) The poem must have been of a reasonable size; otherwise, the
introduction would be out of proportion with the rest. On the anal-
ogy of the Ars and the Remedia, Toohey® has suggested that the com-
plete poem may have contained up to 800 lines. But this ill suits
Ovid’s description of the work as paruus (Ars 3.206). A better com-
parison would be the first book of Virgil’s Georgics, which Owid cer-
tainly had in mind (see below): this is 514 lines long with a preface
of 42 lines. If the Medicamina was around 500 lines it could have
accommodated a lengthy introduction, while still being able to be
described as paruus, especially in comparison with Ovid’s other didac-
tic elegies.

" For Book 1 see Hollis (1977). A major German commentary on Book 2 has
recently appeared (Janka 1997); Brandt’s complete edition (1902) remains invalu-
able.

¥ The poem was published (cf. Ars 3.205), but not in its extant form, given the
abrupt ending and the absence of any formal closure.

¥ Toohey (1996) 162.
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2) A detailed and interesting investigation of the technical mate-
rial (51-100) has been undertaken by Green.'® Ovid probably obtained
his information from a technical treatise on cosmetics, like those men-
tioned by Galen.!' In versifying a prose treatise, Ovid followed in
the tradition of Alexandrian “metaphrasts” like Nicander. The poem
also has an affinity with the sub-genre of frivolous didactic poems
(artes) which were popularly composed for the Saturnalia (77. 2.491);
the subject of cosmetics is specified by Ovid in his list of such pieces
(Tr. 2.487).

In the extant fragment, there is a disjunction between the two halves.
Whereas the prooemium has much in common with Ovid’s later
didactic elegies, the technical section is for the most part in the dry
impersonal style of the “metaphrasts.” Though Owvid’s style is per-
haps as “poetical” as the subject matter allows,'? it nevertheless lacks
the embellishments—similes, mythological exempla, and digressions—
that characterize the later didactic elegies.

3) Having demonstrated that Ovid’s recipes would actually work,
Green suggested that the poem was designed as a practical text-
book."”? Certainly there is no reason to suppose that the female
addressees of the poem were not accustomed to mixing cosmetic
lotions for themselves; they may even have availed themselves of the
poet’s advice. But Ovid’s primary motivation was surely less a desire
to be of service to women than the poetic challenge of turning into
verse highly intractable technical material. Like Virgil, he wrote for
a wider audience, who would appreciate his efforts to rise to such a
challenge.

4) The prooemium is the most interesting part of the fragment,
in several respects anticipating the Ars Amaforia.’* It begins as follows:

Discite quae faciem commendet cura, puellae,
et quo sit uobis forma tuenda modo.

cultus humum sterilem Cerealia pendere iussit
munera, mordaces interiere rubi;

' Green (1979).

" See Rosati (1985) 46.

2 A sprinkling of phrases recalls the Georgics (nec tu . . . dubita (69), profuit et . . . addere
(91), and uidi guae . . ./ contereret (99—100)): these were to become part of Ovid’s didac-
tic style in the Ars and Remedia.

% Green (1979) 391-92.

"t For a detailed discussion, see Heldmann (1981).
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cultus et in pomis sucos emendat acerbos, 5
fissaque adoptivas accipit arbor opes.

Learn, women, what care enhances your appearance and how you
may preserve your beauty. Cultivation bids sterile ground produce the
gifts of Ceres and devouring brambles are destroyed; cultivation also
changes the bitter juices in the fruit and a tree, engrafted, receives
adopted bounty.

The lines clearly recall Virgil’s Georgics and so foreshadow the didac-
tic parody developed more fully in the Ars. In the opening couplet,
a summary of the theme in the manner of didactic prooemia, the
indirect questions recall the first five lines of the Georgics, while cura
is a favorite Virgilian term.” The examples of culius (3—8) suggest
Virgilian themes: remedying unfertile soil (3; cf. G. 1.84-93), remov-
ing weeds (4; cf. G. 1.150-59), and grafting (6; cf. G. 2.82, miratasique
nouas frondes et non sua poma: Virgil’s personification is mirrored in
Ovid’s adoptiuas).

At the same time, the prooemium, like the Ars and the Remedia,
bears a close relationship with the elegiac tradition. In purely for-
mal terms, the use of the elegiac meter is a notable departure for
a didactic poem, and thus a significant generic marker. Moreover,
the argumentative style is essentially that of elegiac didactic.'® Finally,
a number of themes are derived from elegy, such as the attack on
magic (35-42) and the warning about the ravages of time on beauty
(45-50). The exemplum of the Sabine women (11-16), who repre-
sent an outdated austerity, recalls Am. 1.8.39—40. Most important,
female adornment is placed in the context of eroticism when con-
temporary cultus is justified on the grounds that the men whom the
women hope to please are similarly elegant (23-24).

In eulogizing cultus, Ovid both recalls and distorts the elegiac tra-
dition. The elegists had condemned luxurious female adornment {(cul-
tus) because of its association with immorality—in particular, infidelity
to the lover."” In both the Medicamina and the famous passage in the
Ars which it foreshadows (3.101-28), cultus is recommended, in keep-
ing with the poet’s role as teacher of women, though in the latter
it is redefined as simple elegance (munditiae).'"® In the Medicamina, Ovid

1519 occurrences in the Georgics.

18 See further discussion of Ars 1.41-60 below.

7 Especially Propertius 1.2 and 4.5.

& Given Ovid’s persona of poor lover/poet in the Ars, it is not in his interest to
advocate expensive luxuries, for which the lover would be expected to pay.
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defends women’s desire for bodily adornment by pointing out that
cultus is not in itself immoral, but only if a woman uses it in order
to attract a lover rather than to please herself (27-32);' the prooemium
also concludes (43-50) by emphasizing that good character will last
longer than physical beauty.

The apology is especially necessary because Ovid has included
married women among the poem’s addressees (25-26).° Given the
traditional link between cultus and impudicitia, Ovid’s theme invites
the potential criticism that he is teaching immoral conduct to matronae
in the face of the Augustan adultery laws; hence the attempt to dis-
sociate cultus from sexual promiscuity.

Whether this is to be taken seriously, however, is another matter,
especially after Ovid’s irreverent treatment of those cherished Augustan
icons, the Sabine women, whose austerity is contrasted unflatteringly
with the finery adopted by modern women (11-16). The reader
would here recollect Am. 1.8.39—40, where an explicit link is made
between the lack of cultus of the Sabine women and their lack of
promiscuity.?’ Ovid’s efforts, then, to counter the possible charge that
in teaching cultus he is also teaching immorality may well be just as
disingenuous as his statements in the Ars (discussed further below)
that he is writing not for married women but for courtesans.?”

3. The Ars Amatoria

The Ars Amatoria 1s both an elegiac and a didactic poem: a striking
example of generic mixing. It was to some extent, if not principally,
the cause of Ovid’s exile, and in its cynical presentation of love it
has been blamed by many for the virtual demise of the elegiac genre.
While most would acknowledge that it contains many examples of
brilliant Ovidian wit, the degree of seriousness of the work has been
the subject of much debate, as has its precise relationship to the
elegiac genre. Scholarly appraisal of the poem has ranged from
the morally disapproving, to the simplistic (drs = Amores reduced to

' On these lines see Rosati (1985) 67.

% For the cultus of matronae, see Wyke (1994) 141-44.

2V Forsitan immundae Tatio regnanie Sabinae/noluerint habiles pluribus esse wiris. cf. Med.
L1, forsitan antiquae Tatio sub rege Sabinae.

2 For a more extended discussion of the Medicamina, see Watson {2001).
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theory), to the highly sophisticated.?® The first two approaches tend
to judge the work as inferior to the Amores, while the third, more
recent line of scholarship has led to a more positive evaluation of
the poem because it presupposes that Ovid is successful in achiev-
ing his poetic goals—whatever these might be.

Scholars have focused on a number of aspects of the work. These
include 1) the relationship of the Ars to the didactic tradition; 2) the
Ars as an elegiac poem; 3) whether the poem has a serious moral
purpose; 4) Ovid’s didactic persona; 5) the use of myth; 6) Owid’s
treatment of Augustan themes and the extent to which the Ars was
the reason for his exile; 7) the sexual material; and 8) Owid’s atti-
tude to women, particularly in Book 3. In the following discussion,
I will use these topics as headings, summarizing the state of schol-
arship on each question and where appropriate offering my own
contributions.

a) The Relationship of the Ars to the Didactic Tradition

Ovid’s debt to didactic poetry, especially the De Rerum Natura and
the Georgics, has been thoroughly investigated® and needs no repe-
tition here. But though the Ars has been demonstrated to be replete
with stylistic and thematic reminiscences of Lucretius and Virgil, the
reason for this intertextuality is open to question. Some have argued
that Ovid is making a serious point, e.g., that he recalls Lucretius’s
history of early man in order to highlight the importance of love in
the development of civilization,” or invokes the cultus of the fields
in the Georgics to elevate love to a similar cultural importance.® A
different approach views the didactic borrowings as purely parodic,
though there is disagreement regarding the purpose of the parody.”
It may be intended simply to amuse by its cleverness, or there may
be a more sinister intent: subversion of the underlying ideology of
the Georgics, and thus by extension, of Augustan ideology.?® Alternatively,

2 For the last, see especially Sharrock (1994a) and Downing (1993). Holzberg
(1981) gives a good overview of modern scholarship.

% Eg. Kenney (1958b), Krokowski (1963), Leach (1964), Hollis (1973) 89-93,
Steudel (1992).

¥ Krokowski (1963) 149.

% Solodow (1977).

27 On parody, see Dalzell (1996) 147—48, Steudel (1992).

% E.g., Scivoletto (1976), Pianezzola (1972). For arguments against the “subver-
sive” approach see Labate (1991).
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Ovid’s use of “georgic” imagery may be seen as part of a misogy-
nistic stance.®

Of relevance here is Sharrock’s recent study (1994a), which breaks
new ground in making extensive use of two forms of modern criti-
cal methodology: reader response criticism and intertextuality. With
the first, the relationship is investigated between the speaker of the
poem and the addressee(s)—a relationship integral to didactic poetry.
The second approach involves not merely identifying “sources” but
discussing through a close reading of the text the way in which the
poet utilizes these. In the case of the didactic tradition, Sharrock’s
work, confined to Book 2 of the Ars, points the way for similar close
readings of the relationship between Ovid and the earlier didactic
poets.

b) The Ars as an Elegiac Poem

Wheeler’s early articles® demonstrated the presence in elegy of a
strong didactic element, not just in the obviously paraenetic lena
poems (Propertius 4.5 and Amores 1.8) and Tibullus 1.4 (Priapus’s
teaching on pederastic relationships), but in a general tendency for
the elegists to offer advice to others on the basis of their personal
experience. To some extent the Ars is a full-length extension of this
trend. Moreover, the basic argumentative style of the poem bears close
similarities to the elegies mentioned above, especially Amores 1.8.%
Much of Ovid’s subject matter derives from elegy, though there
are relatively few extensive borrowings. A notable exception is the
passage (1.135-62) on finding a girl at the races, which 1s a reworking
of Amores 3.2. Simple comparisons of the two passages have invariably
resulted in a verdict in favor of the latter, outstanding in the Amores
collection for its lively spontaneity and humor. More recent critics,
accepting that the Ars version is by comparison a dry and deriva-
tive series of precepts, view this not as failure on Ovid’s part but a
deliberate way of adapting elegiac material to the didactic mode.*

» Leach (1964).

% Wheeler (1910), (1910-11).

3 See Romano (1980).

# See Dalzell (1996) 141-42, Boyd (1997) 204-10, Downing (1993} 27-39, who
also argues that the passage is meant to demonstrate that the “lifeless and mechan-
ical” is not preferable to the “natural and spontaneous”; Sharrock {1994a) 3—4 on
the relation of the Ars to earlier elegy in general.
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The most interesting aspect of the relationship between the Ars
and earlier elegy is Ovid’s transformation of the elegiac concept of
love. Whereas in the elegists amor 1s is an overpowering furor result-
Ing inevitably in misery, the aim of the art of love is to enable the
practitioner to enjoy the experience by remaining in control: love
becomes a pleasurable game.*® The idea is expressed metaphorically
in the prooemium through the image of the praeceptor taming Cupid,
the god who in elegy inflicts passion on the unwitting lover. Although
this may be viewed merely as a witty playing with elegiac motifs,
many have viewed the poet’s attack on Amor as an attack on the
genre of elegiac poetry itself. By presenting the behavior of the ele-
giac lover as a set of rules which can be learned, Ovid not only
holds this behavior up to ridicule, but effects the virtual demise of
the genre with the result that it is no longer possible to take this
sort of love seriously. On this topic, Conte’s discussion (1994) is par-
ticularly useful: he argues that Ovid goes some way towards under-
mining elegy in the Amores, while still ostensibly maintaining the
stance of suffering lover: in the Ars this stance is dropped and the
Ars, together with the Remedia, is the ultimate outcome of a trend
already begun.

c) Does the Ars Have a Serious Moral Purpose?

Few would disagree that Ovid’s irreverent treatment of his prede-
cessors 1s an important source of humor in the poem. The major-
ity of recent critics, however, have felt uncomfortable with taking
the Ars as simple parody of the didactic and/or the elegiac tradi-
tions. Somehow, they feel, this devalues the work, and Ovid must
have some more serious point to make.** Exactly what point has
been the subject of much discussion. Ovid’s use of Cicero’s De officiis
has been seen as giving a serious philosophical basis to the poem.*
Many have focused on Ovid’s attitude to cultus, in the wider sense
of the sophisticated culture of Rome. Ovid’s lover, applying cultus to
the natural impulse of love, becomes a “cultural ideal,”®® or as

* For love as play see Myerowitz (1986).

* Or at least his underlying “humanity and psychological insight” must absolve
him from the charge of mere frivolity: Barsby (1978) 23; cf. Hollis (1973) 113.

* E.g., Labate (1984) 121-74.

% Solodow (1977).
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Myerowitz puts it: “the Ars Amatoria represents the wide-ranging spirit
of play which sees play as the proper, indeed the only valid, option
for the man of culture.”?

I come down on the side of those who view the poem as essen-
tially playful and parodic in tone.*® Moreover, as my comments below
will suggest, I would question the common assumption that the poem’s
merit is compromised if it lacks a serious message.

d) Ovid’s Drdactic Persona: The Praeceptor Amoris

A useful way of evaluating the way Ovid’s humor works has been
through the concept of the persona, in other words, the speaker of
the poem (commonly referred to as the praeceptor) as opposed to the
“real” Ovid. The character of the praeceptor is derived from both the
elegiac and didactic traditions. Like the didactic poets, he exhibits
an evangelistic desire to teach an ars in which he claims personal
expertise. As a lover and a pauper poeta, he is to some extent a con-
tinuation of Ovid’s Amores persona grown older® and able to offer
younger lovers the benefit of his own experience. Finally, as a self-
proclaimed expert who offers systematic instruction to his pupils with
an air of self-confidence frequently tinged with pomposity, he is rem-
miscent of elegiac teachers, in particular Tibullus’s Priapus (1.4).
The way we view the praeceptor depends to some extent on what
sort of amor we think he is teaching. The question ought to be
straightforward, but as has often been noticed, there is an inconsis-
tency in Ovid’s presentation of love, which seems to vacillate between
elegiac passion, e.g., 1.165—66 (a reference to the elegiac concept of
love as a wound)® and mere role play, e.g., 1.611, est &ibi agendus
amans, umitandagque wulnera uerbis. Some of the praeceptor's teachings pre-
suppose pretence, for instance the advice that the lover must attend
his girl on her sick bed in order to furnish proof of his devotion
(2.315-36). On the other hand, the precepts on enduring a rival

% Myerowitz (1986) 39. For a list of others who approach the work seriously,
see Dalzell (1996) 133.

% E.g., Hollis (1973), Dalzell (1996), Holzberg (1997a).

* Cf. the comparison between the praeceptor and the senex Chiron (1.14), and the
recommendation of older women (2.663-82) and men (3.565-76) as lovers. The
seniority of the praeceptor is one of several respects in which the persona and the
“real” Ovid coincide.

* Cf. 1.83, 176, 257-58, 615, 2.520.
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(2.535—600) suggest some sort of emotion on the part of the lover:
if he were totally indifferent, would he be affected by jealousy?

It has become fashionable to solve this difficulty by emphasizing
those places where the lover is represented as engaging in pretence.
The Ars is not, then, teaching elegiac love at all, but the art of
courtship, in which the lover plays a part but is completely devoid
of emotional commitment. But this approach fails to take due recog-
nition of the close relationship of the poem with the elegiac tradition.

To distinguish between “real” elegiac love and seduction involv-
ing only a pretence of “real” passion 1s, however, misleading. Of
course the lover of the Ars who is urged to “be miserable” or to “be
pale” is different from the elegiac lover who needs no such prompt-
ing, but the difference is one of intensity rather than of kind. On
the one end of the scale are unhappy elegiac lovers like Propertius,
whose passion is imposed upon him and is outside his control. At
the other end of the spectrum is the sort of lover whom Ovid aims
to create: one who is happy in a long-term sexual relationship (cf.
Ars 1.38, wut longo tempore duret amor) because he retains his freedom.
But there is a thin dividing line between sexual attraction which is
sufficiently strong to initiate a relatively long-lasting affair and over-
whelming “Propertian” passion. As Ovid himself says (1.615-16):
saepe tamen uere coepit simulator amare,/ saepe, quod incipiens finxerat esse, fui.
And therein the irony of attempting to teaching the art of love. It
is an art which is virtually unteachable, because by simulating mad
passion, the pupil may easily become a “genuine” lover unable to
exercise the necessary control.

The praeceptor, then, in attempting to turn elegiac love into an art,
is an intentionally mock-serious creation.*' One of the ways this is
brought out is by self-referentiality: on occasion the praeceptor alludes
to personal “experience” to demonstrate that he is unable to follow
his own advice. At 2.535-46, for instance, he enunciates the all-
important precept that a rival must be borne with patient endurance.
The authority of the teaching is however undermined by the unex-
pected admission of its ineffectiveness in the praeceptor’s own case: hac
ego, confileor, non sum perfectus in arte;/ quid faciam? monitis sum minor ipse

* Downing (1993) argues that Ovid succeeds in turning love into an ars, but
thereby makes it much less interesting than the irrational passion which it seeks to
replace, and so demonstrates that ars is not after all preferable to natura.
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meis (547—48).*? There follows (549—52) a reminiscence of an inci-
dent in the praeceptor's past “life,” ie., Amores 2.5; the undercutting
effect is compounded by the suggestion that this was not an isolated
instance of failure (553, non semel hoc witium nocust mihz).

The passage also illustrates a second factor in the creation of the
mock-serious persona, namely, exploitation of the incongruity between
the serious didactic stance and the essential banality of the subject
matter. This incongruity underpins the Ars as a whole, a result of
Owid’s choice of amor as a subject for didactic poetry. But it is espe-
cially emphasized in those passages where the figure of the praeceptor
is self-consciously in the foreground. So for instance the passage that
begins: quid moror in paruis? amimus maioribus instat;/magna canam: toto
pectore, uulgus, ades. (535-36). The mock-elevated style parodies both
epic and didactic poetry;* it continues in similar vein for a further
couplet but dissolves into bathos as the nature of the “greater themes”
1s revealed—“patiently endure a rival” (riualem patienter habe, 539).

e) The Use of Myth

In purely structural terms, Ovid’s use of myth illustrates the way ele-
giac and didactic elements are combined in the poem. Short exempla
used to corroborate an argument or as paradigms of behavior are
a feature of elegy, especially elegies in didactic mode.* The longer
mythological episodes are incorporated into the text by being made
to illustrate a point, and in this sense are extended exempla. There
1s some elegiac precedent for this, such as Propertius 1.20 and 3.15,
and Am. 3.6.49-82. Mythological narrations are also of course a fea-
ture of didactic poetry, e.g., the Aristacus “epyllion” which forms the
second half of Georgics 4.%

In the case of the longer myths, since they are narrated at a length
which 1s strictly unnecessary merely to reinforce an argument, they

* Compare Tib. 1.4.79-84, where the image of the poet as successful teacher
1s deflated by the lament that his art fails in the case of the boy Marathus.

¥ For qud moror, cf. Virg. Aden. 2.102, 4.325, 6.528; antmus maworibus instat recalls
Aen. 7.44—45, maius opus moueo. For ades, cf. Lucret. 1.499 and Manil. 3.36-37.

* E.g., Tib. 1.4.23-26, 37-38, Ov. 4m. 1.8.47-48, Prop. 1.2.15-24; see Watson
(1983a) 117-18.

* Ovid emphasizes this by using didactic formulae of transition, e.g., ergo age
(1.343, 2.143), sed repetamus opus (3.747).
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are usually labelled “digressions.” They may be simply viewed as
part of Ovid’s parody of didactic poetry; nevertheless, the label
“digression” “suggests the criticism of self-indulgence and irrelevance”*
and many scholars have consequently attempted to find a more subtle
meaning in the episodes than mere formal imitation of didactic style.
In particular, the Daedalus and Icarus narrative (Ars 2.21-96) has
generated much discussion.”

Ovid’s use of myth is also a major source of humor in the Ars.
Many of the myths come from a heroic context and thus are strictly
inappropriate to elegy; they are often adapted to their new erotic
milieu by changes in character and motivation, with a resultant
deflating of epic heroes and heroines to the level of contemporary
lovers. The effectiveness of the exempla in reinforcing an argument
is thereby called into question, and their frequent employment by
the praeceptor substantially undermines his authority as a teacher.

To illustrate how this sort of humor works, I shall discuss one of
the longer mythological narrations, the rape of the Sabine women
(1.101-30). The episode has been viewed as a burlesque of a
Callimachean aition*® or as a parody of the ancient preoccupation
with inventors.® It also plays with Livy’s version of the story, in
which an incident in the story is an aition for part of the Roman
marriage ceremony.”® For Ovid, by contrast, the legend is an aition
for the conduct of a contemporary love affair.

In Livy, the myth is about marriage, with Romulus a prototype
Roman husband and the abducted Sabine women later to become
paradigms of chaste matronae. The transferral of the story into the
novel context of love elegy, however, involves a radical change of
characterization.”® Romulus becomes not merely the prototype of a
contemporary lover, but a sexual rpdrog gbpemg, the discoverer of
one of the arts of love. Moreover, the Sabine women are viewed
implicitly as the forerunners of modern puellae.

EEEN 19

% Sharrock (1994a) 89.

# For a detailed analysis and summary of the scholarship, see Sharrock (1994a)
87-195.

# Wilkinson (1955) 123.

* Hollis (1977) on 101. Inventors have a prominent place in didactic poetry.

% The ritual cry Thalassio: Liv. 1.9.12.

* For a different interpretation, see Myerowitz (1985) 62—67, who sees Romulus
as instituting marriage by rape in a public context and suggests that Ovid implic-
itly criticizes Augustus for trying to exercize public control over marriage.
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A comparison with Livy’s account highlights how this effect is
achieved. In describing the rape, the historian makes no mention of
erotic feelings: Romulus and his men, in need of wives to increase
their population, simply fall upon the assembled wuirgines, each seiz-
ing any girl at random (1.9.11). By contrast, Ovid depicts the men
as lovers planning their moves in advance; as they sit in the theater
each looks back and picks out the girl of his choice {109—10). Such
behavior is nothing less than a practical demonstration of the maxim
tu praecipue curuis uenare theatris (89), itself an adaptation of an elegiac
theme.? The erotic orientation continues in 115-16: protinus exiliunt,
amimum clamore fatentes,/ wirginibus cupidas iniciuntque manus. Animum clamore
fatentes suggests not merely “revealing their intentions” but “confessing
their love,””* the idea being restated in the next line by the epithet
cupidus; contrast Livy’s bland statement cuuentus Romana ad rapiendas
wirgines discurrit (1.9.10).

Furthermore, in keeping with the function of the myth as an aition
for marriage, Livy’s Romulus emphasizes in his speech of concilia-
tion to the women the benefits they will obtain as a result of the
rape—marriage, Roman citizenship, and motherhood. In the Ars, by
contrast, the erotic element is to the fore, emphasized by the focus
on a single couple and by the words of the man (‘quid teneros lacrimis
corrumpis ocellos?,’ 129), which sound like an elegiac lover’s address to
his mistress.” And Livy’s statement that husband will compensate
for loss of parents becomes ‘quod matri pater est, hoc tibi . . . ero’ (130):
the parent-child relationship has faded out of sight and stress is trans-
ferred to the sexual relationship of the parents, which is to be repeated
in the case of the newly-joined couple.

Romulus and his men, then, are portrayed as elegiac lovers. More
controversial is the depiction of the Sabine women, but there are
indications that they are viewed as potential elegiac mistresses. First,
the women, termed wigines by Livy, are referred to twice by Ovid
(109, 125) as puellae, a word heavily laden with erotic connotations.
Second, the emphasis is on fear rather than flight. In 118-19 (utgue
Jugit wisos agna nouella lupos,/sic dlae timuere wiros sine lege ruentes), the
simile of the lamb fleeing wolves is somewhat surprisingly followed

2 Cf. Prop. 4.8.77, Ov. Am. 2.7.3-4.

% For anmimus in this sense, cf. 2.250, Am. 2.19.24, Catull. 45.20. For fatere of
acknowledging a secret passion, cf. Ars 1.573, Her. 4.156, 11.38.

* Cf. Am. 3.6.57, quid fles et madidos lacrimis corrumpis ocellos?
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by sic timuere,”® and in the following static tableau (121-24), only one
woman is shown fleeing. The idea that their resistance is half-hearted
1s also suggested by 127, st qua repugnarat mimium comulemque negarat: as
Hollis remarks, it was an eleglac commonplace that “it was right
and proper to put up a show of reluctance, but not to carry their
opposition too far.”®

Once again, Ovid’s methods are set in relief by a comparison with
the account of Livy (1.9), where the reactions of the women are
expressed in terms of strong moral disapprobation (indignatio §14, irae
§15, miunia §15). When they finally acquiesce in their fate they are
persuaded by blanditiae, certainly, but the marriage is already a fau
accompli, whereas Ars 1.127-30 suggest the seduction by an elegiac
lover of a reluctant mistress prior to the sexual act.”

£) Ovid and Augusius

Ovid’s own specification of the Ars Amatoria as one of the two causes
of his exile (7r. 2.208, perdiderint . . . me duo crimina, carmen et error; “two
charges brought me ruin, a poem and a mistake”) has inevitably
generated widespread scholarly debate. Two major questions have
been addressed: (1) to what extent was the carmen, as opposed to the
error, responsible for Ovid’s banishment?, and (2) granted that the
Ars was in some way implicated, what was it about the poem that
caused offense?

The nature of the error has given rise to much futile speculation.
Perhaps Ovid was somehow involved in a dynastic scandal involv-
ing Julia the Younger and her lovers.”® All attempts to gauge the
relative importance of the carmen and the error are frustrated by Owvid’s
secrecy about the nature of the latter, and more recenty the focus

» One might have expected sic fugere: cf. Hor. C. 1.15.29-31, quem tu, ceruus uti
uallis in altera/wisum parte lupum . . ./. . . fugies.

% Hollis {1977) ad loc. The verb negare is also common in elegy of a girl refus-
ing a lover’s overtures. For a different reading, which views Ovid as misogynisti-
cally enjoying the women’s fear, see Richlin (1992) 166-68.

> For an argument that Livy’s Sabine women are abducted but not sexually
molested, and that their agreement, attained through blanditiae, foreshadows the con-
sent of the bride which was a necessary part of later Roman marriage, see Vandiver
(1999), who provides a convenient list of recent scholarship on the episode in Livy.

# See Syme (1979) 216-22; cf. also White, chapter 1 above and Williams, chap-
ter 11 below.
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has been placed, quite correctly, on the second question—the role
of the Ars—which more readily rewards investigation. This is not to
say that earlier generations did not address the problem: Wilkinson’s
discussion, for instance, remains valuable.”” A major difference, with
some exceptions, between earlier and more recent scholars is that
the former view Ovid as playfully irreverent, but essentially apoliti-
cal, the innocent victim of a vindictive emperor; the latter tend to
regard Ovid as consciously mocking, if not subverting, the Augustan
ideology.%°

There is any number of elements in the Ars which could have
offended Augustus. To some, Ovid’s elevation of the frivolous pur-
suit of love to the level of conventionally respectable artes like farm-
ing is a subversion of the Augustan moral ethos.®’ Then there are
allusions to Augustan monuments or to public events, such as the
imagined triumph of Gaius Caesar, which in Ovid’s world are use-
ful primarily as convenient venues for love affairs. Likewise, the irrev-
erent treatment of Augustan icons like Venus and Romulus might
have annoyed the Princeps.

In the cases just mentioned, the degree of imperial displeasure
would have been in inverse proportion to Augustus’s sense of humor.
There was one area, however, in which the emperor would not have
been amused. In his defense, Ovid focuses on the charge that mar-
ried women learned adulterous behavior from his teachings (77.
2.347). If this were true, the Princeps’ indulgence would have been
particularly tested, especially as the publication of the Ars coimncided
with the banishment for adultery of his daughter Julia. The relation
of the poem to the adultery laws has, indeed, received the most
emphasis on the part of recent scholars,”® who argue—correctly, in
my view—not only that Ovid’s female lovers included married women,
but that his disclaimers to the contrary (e.g., 1.31-34) are purposely
disingenuous, a way of drawing attention to the role of matronae in
the poem.

At Tr. 2.255-56 Ovid acknowledges the possible criticism that
despite his statements that he was not writing for matronae but for

* Wilkinson (1955) 294-98. See also Rudd (1976).

% See especially Sharrock’s excellent “anti-Augustan™ reading of the Ars (Sharrock
1994b).

8 Cf. note 28 above.

2 E.g., Sharrock (1994b); see also Stroh (1979) who however views Ovid’s inten-
tions as humorous but not political.
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courtesans, married women might nonetheless learn from reading a
poem addressed to others. In defense, he argues that he cannot be
accused of corrupting matronae because it was not his intention to
instruct them. But this supposes that didactic teaching is directed
solely at the addressee of the poem. The Readers (addressees) of
Book 3 are meretrices, but the wider circle of intended readers must
have included Roman matronae.”

There are many indications that Ovid had matronae in mind. For
instance, allusions to activities such as wool-making (2.686) and fre-
quent childbirth (3.81-82) are more appropriate to married women
than to courtesans. The use of the famous Mars/Venus love affair—
an unequivocal case of adultery—as an exemplum has been com-
mented on.** Finally, the dependence of the Ars on the clegiac tradition
is important. As in elegy, the deception of the wir by the puella is a
prominent theme (e.g., 4rs 1.579-88, 602, 3.483-84). The status of
this character in elegy is unclear: he could be a husband, a reign-
ing lover, or the patronus of a freedwoman courtesan. The vagueness
of the terminology, however, allows for the inference that elegiac
love—and likewise the Ars—is about adulterous relationships. If Ovid
did not mean his poem to be taken in this way, he surely would
have underplayed the role of the wr rather than emphasizing it.

But Ovid was guilty of something worse than merely promoting
adultery. His pupils, both male and female, are imagined as com-
ing to him voluntarily for instruction: Ovid’s role is to teach them
how to achieve what they themselves already desire. The implica-
tion is that adultery is a universal practice, i.e., that Augustus’s mar-
riage laws are ineffectual. Ovid’s offense, then, was to present Roman
sexual mores as they really were rather than as Augustus would like
to pretend them to be.

Whether or not Ovid deliberately set out to attack the regime, his
treatment of the marriage laws is so provocative that it is difficult
to see how he could have expected the emperor to believe that he
was writing only for courtesans, or to regard the whole thing as a
joke. Perhaps the poet calculated that he would be safe because
Augustus, if he denounced a popular poet for reflecting what every-

% T use here Sharrock’s distinction {1994a 5-20) between the Reader (addressee)
and the reader (implied audience).
% E.g., Sharrock (1994b) 113-22.
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one knew to be the truth, would not only look foolish but would
draw greater public attention to the unpalatable truth that his adul-
tery laws were having little or none of their desired effect on the
mores of the Roman upper classes.®®

g) The Sexual Material

It has been customary to dismiss as unimportant the two passages
on sexual technique (2.703-32, 3.769-808): they make up only a
small percentage of the poem and are seemingly tacked on apolo-
getically at the end.®® But though the Ars is certainly concerned less
with sex than with seduction, it might be argued that the prominent
closural position of the sexual material makes up for the brevity of
its treatment. And Ovid’s hesitant tone may be a disingenuous means
of drawing attention to subject matter which is intended to shock.

Recent discussions have largely been undertaken in the context of
Roman attitudes to sexuality and to women.®” In particular, the
different character of the advice offered to men and to women has
been noted: the former are assumed to have a certain knowledge by
nature; what they can learn from Ars is the refinement of pleasure,
primarily in the control and timing of the orgasm. In Book 3, by
contrast, the precepts are designed to show women how to fashion
themselves so as to be most attractive to men.

Let us return to the pudor affected by Ovid in introducing explic-
itly sexual material, especially in Book 3, where he begins: wlteriora
pudet docuisse, sed alma Dione/ praecipue nostrum est, quod pudet’ inquit ‘opus’
(3.769-70).

Such apologies were of course standard when dealing with sexual
matters, and here especially necessary because of the breach of generic
decorum.®® But there is more to these lines than a stock apologia

% McGinn (1998) 245-46 argues that the Augustan laws were not as ineffective
as has been supposed, but allows that “adultery may have been tolerated in some
sectors among the elite.”

% Hollis (1977) xviixix, for instance, makes no mention of the sex manuals
among Ovid’s sources for the Ars; see also Hollis (1973) 84-85.

7 See Parker (1992), Myerowitz (1992), and, for a detailed discussion of the
schemata, Ramirez de Verger (1999).

% Although following elegiac practice by employing euphemisms rather than basic
obscenities, Ovid deals in detail with matters that are merely glossed over in elegy.
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for introducing obscene material. I suggested above that Ovid’s self-
conscious coyness 1s a means of drawing attention to the sexual mate-
rial, with the purpose of scandalizing, as well as titillating, the reader.
It is not simply that such material was disreputable.®® In the Remedia,
where sexual techniques are again treated, this time in a prominent
position in the center of the poem (Rem. 397-440), Ovid offers an
extended apology (Rem. 357-96). Not only does he argue for the
inclusion of explicit sexual matter on the clearly disingenuous grounds
of generic appropriateness, but he also introduces the well-worn
theme that he is not writing for matronae. In Ovid’s mind, then, the
question of the intended audience is closely linked not just to the
charge that he was teaching adultery, but to the use of explicitly
sexual material.

It is in this respect that the end of Book 3 might have been
regarded as especially outrageous. Granted, as argued earlier, that
matronae were among the audience of the poem, Ovid 1s here teach-
ing them not merely adultery, but a whole range of sexual tech-
niques which were considered the province of courtesans. The use
of improba wuerba, for instance, recommended by Ovid at 796, was
regarded as unseemly for matronae,” while lascivious movements (3.802)
were used by prostitutes both to pleasure the male and to “divert
the seed”: for both reasons they were not recommended for use by
married women (see Lucret. 4.1268-77).

h) Ars 3 and Owid’s Attitude to Women

Ovid’s attitude to women has been viewed in two opposite ways: (1)
he is the closest thing in ancient Rome to a fermnist,”! or (2) he
shares the misogyny of the average Roman male. The second view
seems justified in the first two books, in which Ovid, taking the side
of his male pupils, teaches them techniques which could be con-
strued as hostile to women, such as breaking promises and using
force. And though Ovid attempts to defray the potential offensiveness
of such behavior by noting that women are themselves deceivers

% For the bad reputation of the erotic handbooks on which Ovid drew espe-
cially for the section {3.771-88) on sexual positions (schemata), see Parker (1992).

7 See, e.g., Mart. 3.68, 5.2, 10.68, 11.15.1-2, Juv. 6.196-97.

' Most recently Martin (1999) 198.
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(1.645—46) or that they enjoy rape (grata est uss ista puellis, 1.673), such
remarks display a cynical attitude to women which is not entirely
engendered by the immediate context. Leach (1964) and others have
pointed to the imagery depicting women as prey, or as the materia
upon which the male lover can exercise his ars”>—part of a general
attitude, common in the ancient world, that sees women as belong-
ing to the realm of wild nature, over which man must exercise his
controlling cultus. A striking instance is the Pasiphae episode in Book
1 (289-326), surrounded by a prolonged series of mythological exem-
pla to illustrate, at unnecessary and inappropriate” length for the
argument that “all women can be caught,” the violence and destruc-
tiveness of female lust.

More contentious is Book 3, where Ovid betrays his male pupils
by offering advice to the “enemy.” Some have regarded the writing
of the book as evidence of an ability on Ovid’s part to see things
from a feminine perspective; others argue that for all his protestations
Ovid remains on the side of the male. The latter view seems more
persuasive: the poet’s decision to undertake a third book addressed
to women doubtless arose from the delight of a rhetorically-trained
mind in presenting the same theme from the opposite perspective.
And although there are times when the advice given to puellae is
designed for their sole benefit, for instance when they are warned
to avoid dubious “dandies” (433-52), on the whole Ovid’s precepts
are presented with the advantage of the male lover in mind.

One passage which has commanded attention is the advice that
the woman too should enjoy sex (3.793-94, sentiat ex imis Venerem reso-
luta medullis/ femana, et ex aequo res tuuet illa duos). To those who con-
sider Ovid a feminist, this is evidence of an unusual concern for
female welfare, but surely Ovid is interested not so much in the
woman’s enjoyment as in the extra excitement that her pleasure gives
the lover. The surrounding context reinforces this reading: in the
preceding lines, sexual positions are recommended with a view to
maximizing the woman’s appeal to the man, rather than her own
enjoyment, and in the succeeding lines frigid women are advised to
fake orgasm—surely for the benefit of their lovers.”

2 Myerowitz (1985) 129-49.

™ The description of the horrifying results of women’s lust might deter lovers
rather than encouraging them.

™ See Myerowitz (1992) 135-36, Holzberg (1997a) 113.
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On the other hand, this advice 1s immediately followed by the
poet’s own comment: nfelix, cui torpet hebes locus ille, puella,/quo pariter
debent femina wirque frur—a rare but unequivocal case where the poet
displays a genuine empathy with the female sex.

I conclude with a discussion of a passage, from Book 1, chosen both
to illustrate Ovid’s didactic manner, and to bring together many of
the themes treated above.

dum licet et loris passim potes ire solutis,
elige cui dicas ‘tu mihi sola places.’
haec tibi non tenues ueniet delapsa per auras;
quaerenda est oculis apta puella tuis.
scit bene uenator, ceruis ubi retia tendat; 45
scit bene, qua frendens ualle moretur aper.
aucupibus noti frutices; qui sustinet hamos,
nouit quae multo pisce natentur aquae.
tu quoque, materiam longo qui quaeris amori,
ante frequens quo sit disce puella loco. 50
non ego quaerentem uento dare uela iubebo,
nec tibi ut inuenias longa terenda uia est.
Andromedan Perseus nigris portarit ab Indis,
raptaque sit Phrygio Graia puella uiro:
tot tibi tamque dabit formosas Roma puellas, 55
‘haec habet’ ut dicas ‘quicquid in orbe fuit.’
Gargara quot segetes, quot habet Methymna racemos,
aequore quot pisces, fronde teguntur aues,
quot caelum stellas, tot habet tua Roma puellas:
mater in Aeneae constitit urbe sui. 60

While you are allowed, and you are able to wander at random with
reins loosened, choose a woman to whom you can say “you alone
please me.” She will not come to you gliding down through thin air:
you must search out with your eyes a suitable girl. The hunter knows
very well where to stretch out his nets for the deer, he knows very
well in what valley the boar with gnashing teeth lingers; copses are
well-known to bird-catchers; the fisherman knows what waters many
fish swim in: you too, who are looking for the object of a long-last-
ing love affair, learn first what places girls frequent. I will not tell you
to set sail in your search, nor do you have to tread a long road in
order to find a girl. Perseus might have transported Andromeda from
the dark-skinned Aethiopians, and the Greek girl might have been car-
ried off by the Trojan hero, but Rome will give you so many girls
and such beauties that youll say “This city contains all the girls in
the world.” As many as the crops of Gargara, the vine clusters of
Methymna, the fish that lurk in the sea, the birds in the trees, as many
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as the stars in the sky, so many girls does your Rome contain: Aeneas’s
mother has taken up residence in the city of her son.

Stylistically, the passage is a characteristic blending of elements from
elegy and didactic poetry. The basic paraenetic form is elegiac, recall-
ing in particular Propertius 4.5, Amores 1.8, and Tibullus 1.4. A pre-
cept 1s enunciated in a single couplet (41-42) and elaborated in the
next (43-44). This is then reinforced by a series of analogies (simal-
itudines) joned by anaphora (45—48), followed by a couplet linking
the foregoing list to the argument. There follows another precept
presented in a single couplet and backed up by two contrasting
mythological exempla. After another series of sumilitudines the passage
concludes with a sententious utterance in the final pentameter. To
this basic format are added touches in the manner of the didactic
poets, e.g., anle . . . disce (50) and dubebo (51).” Didactic subject mat-
ter is also recalled in the analogies from hunting (45—48) and agri-
culture (57), while the statement that all the lover’s requirements are
catered for in Rome without need of foreign imports parodies in
particular the famous Laudes lialiae at G. 2.136-76. The hunting
imagery, common in elegy and other erotic contexts, combines both
elegiac and didactic motifs.

In addition, a number of important themes and attitudes are adum-
brated in the passage. Lines 4142, for instance, are a neat summary
of Ovid’s adaptation of elegiac love in the Ars, the pupil being advised
to use the words of an elegiac lover,” but as a result of conscious choice
(elige). Lines 49-50 illustrate the way in which women are viewed as
the raw material on which the male lover exercises his ars.

The passage also testifies to the centrality in Ovid’s scheme of
things of the city of Rome, which is the proper setting for love. The
analogies from rural hife, parodying the Georgics, emphasize this rever-
sal of Virgihan and Augustan values.

The exempla at 53-54 are typical of Ovid’s witty use of myth.
The motivation for Perseus’s and Paris’s journeys is changed to suit
a new context, and the pair thus become by implication the proto-
types of young lovers forced to journey abroad to acquire a woman
because of a shortage at home.”

™ See Hollis’s notes ad loc.
® Tu mihi sola places: cf. Prop. 2.7.19; [Tib.} 3.19.3.
77 In the Perseus story, he accidentally comes across Andromeda on his mission
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The last line is an instance of Ovid’s irreverent treatment of Augustan
symbols. On the one hand, by alluding to Venus as the mother of
Aeneas, he adverts to the Venus Genetrix of Augustan iconography,
whose sexuality is subsumed in her role as ancestress of the Julit and
patroness of fertility.”® At the same time, however, by placing Venus
at the climax of a section on the availability of puellae, Ovid deliber-
ately calls to mind her identification with the Greek Aphrodite, the
patron goddess, as it were, of extra-marital love”*—an association
which Augustus would hardly have been pleased to see underlined.

4. The Remedia Amons

Duscite sanart per quem didiscitis amare: so Ovid addresses suffering lovers
near the beginning of his last didactic elegiac poem, the Remedia
Amons (ine 43). The neat jingle makes 1t sound as if the poem is
simply a reversal of the Ars Amatoria, and to a certain extent this
holds true. Inevitably, many® of the precepts given in the Remedia
are clever inversions of those recommended by the praeceptor amoris,
for instance,

turgida, si plena est, si fusca est, nigra uocetur;
in gracili macies crimen habere potest.
et poterit dici petulans, quae rustica non est;
et poterit dici rustica, si qua proba est (Rem. 327-30)

If she is full figured let her be called fat, if dusky, black; in a slender
girl skinniness can be reproached. And she who is not unsophisticated
will be able to be referred to as forward, and unsophisticated if she
is honorable

—reverses Ars 2.657-62 where the lover was advised to turn a girl’s
faults into assets by the use of euphemistic terms such as fusca, gra-
cilis, and plena.

Although the subject matter of the Ars is of necessity repeated to
some extent in the Remedia, the latter is not a straightforward inver-

to kill Medusa, while Paris is sent after Helen by Aphrodite. See further Watson
(1983a) 123-24.

78 See Zanker (1988) 195-201.

¥ And the mother of Aeneas by an adulterous liaison. Her role as adulteress is
also emphasized in the Mars/Venus episode in Book 2.

8 See Henderson (1979) xvi for a list.
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sion of its predecessor, or a palinode, as it has sometimes been
described.?’ The praeceptor of the Remedia is not just an expert teacher
who advises on how to be rid of love rather than how to find it.
Making extensive use of the common metaphor of love as a disease
or wound, Ovid creates a persona who is also a doctor, a healer of
love, in the same way that Nicander is a healer of snakebites or poi-
sons. This is underscored by the invocation to Apollo, god of heal-
ing (75-78), and by the frequent use of imagery from medicine.
However, this aspect of the poem, important as it is, should not be
overstated. The doctor is also a lover (8) who calls on his personal
experience in the course of the poem.®? It should not be forgotten,
as well, that there is elegiac precedent for the poet/lover playing the
role of healer as well as teacher.®

Second, the subject matter is derived not only from the Ars but
from a variety of sources, including Lucretius’s fourth book.* In
keeping with Ovid’s pose as doctor, there are frequent references to
medical writings, which are also mirrored in the structure of the
argument.®

A major arca of debate concerns the tone of the poem, with recent
critics tending to see a serious side to the work. Toohey,* for instance,
finds that the use of negative exempla such as Circe and Phyllis,
where the emphasis 1s on the suffering caused by love, adds a pes-
simistic tone—a private voice of Ovid to counterbalance the prae-
ceptor’s frivolous pose as a healer of love. In a more extended discussion,
Davisson,” also focussing on Ovid’s use of myth, argues that the
exempla, as often in the Ars, fail to serve their ostensible illustrative
function, the overall effect being to make the serious point that love
cannot easily be cured, and that attempts to do so may even cause
further suffering.

I agree with Davisson that the effectiveness of the praeceptor’s teach-
ing in the Remedia is constantly undercut, but whereas she separates

8 See Conte (1994) 57.

8 E.g, 311-22.

% E.g., Prop. 1.10.17; cf. also Theocritus Idyll 11.

% Cic. Tusc. 4.74 has also been compared, e.g., for the advice (135-50) to seek
other pursuits.

% See Henderson (1979) passim, Pinotti 15-24. Jones (1997) 6987 discusses the
argumentative form as part of the persona of the healer.

% Toohey (1996) 169-73.

4 Davisson (1996).
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this from the witty aspects of the poem, seeing a “coexistence of
parody and warning,”® 1 would view Ovid’s intentions as more con-
sistently humorous. As in the Ars, the persona is a mock-serious cre-
ation. Moreover, the Remedia casts retrospective light on the Ars. In
its prooemium, Ovid claims that his teaching is directed not at suc-
cessful lovers but whoever suffers the tyranny of an unworthy girl
(male fert indignae regna puellae, 15-16). But the Ars—which the latter
is presumed to have read (44)—had taught lovers to endure with
equanimity a girl’s infidelity. The fact that a scenario is imagined in
which some readers of the Ars have fallen into an elegiac passion
beyond their control undermines the praeceptor’s boast to have turned
love into an art.

I would like to discuss briefly a passage which nicely illustrates
the tone of the Remedia. At 136 the love-smitten pupil is advised to
avoid otium above all. He should engage, rather, in those conven-
tionally respectable pursuits which are elsewhere antithetical to amor
in Ovidian elegy—law (151-52), warfare (153—68), and agriculture
(169-98). The last of these is a logical consequence of the presen-
tation in the Ars of amor as an exclusively urban activity, the farmer
being specifically contrasted with the lover (4drs 1.725-26). Ironically,
Ovid recommends agriculture as a serious activity only when amor
is no longer desired. To emphasize the irony, the passage parodi-
cally recalls the Georgies in many places, eulogizing the farmer’s life
not for its own sake but merely as antidote to love.*

As has often been remarked, the passage recalls not just the Georgics
but the whole literary tradition of the idealization of the country and
the simple rustic life. More important, it also glances at pastoral
poetry. For instance,

ecce, petunt rupes praeruptague saxa capellae:

iam referent haedis ubera plena suis. 180
pastor inaequali modulatur harundine carmen,

nec desunt comites, sedula turba, canes.

Lo, the goats make for the crags and the steep rocks, presently they
will bring back their full udders to their kids. The shepherd plays a
song on his pipe of unequal reeds, nor does he lack company in the
form of dogs, a faithful crowd.

% Davisson (1996) 258.
% For instance, with 173-74 compare G. 1.223-24; with 185 cf. G. 4.230.
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The lines recall several passages in Virgil’s Eclogues.® A little further
on, there are reminiscences of Tibullus’s first elegy, with its pastoral
setting.’’ But although these allusions to pastoral themes are subtly
woven into Ovid’s description of the farmer’s life, they are in fact
entirely inappropriate. First, the pastoral world, with rustics playing
on their pipes, is one of ofum rather than hard work. Second, their
carmina are largely on the topic of love—and unhappy love at that
(e.g., the song about Daphnis dying of unrequited love in Eclogues 5).
This is hardly the sort of world where the lover could escape from
love by occupying himself with strenuous rural activities, The same
inappropriateness applies to the reminiscence of Tibullus because in
1.1 the idyllic farmer’s life which the poet imagines himself leading
is also a setting for love. The passage then both parodies didactic
poetry and also by the incongruous introduction of pastoral elements
undermines the efficacy of the praecepior’s advice.

Taken as a group, Ovid’s didactic elegies have much in common.
They share the same meter, adapting elegiac subject matter to didac-
tic mode, while at the same time there is a constant tension between
the frivolousness of the subject matter and the seriousness of the
didactic stance. Clearly there is an enormous gap between the
Medicamina, with its limited theme, and the later elegies, but much
of the style of the later poems is adumbrated in the former, espe-
cially in the prooemium. Also present in Ovid’s earliest didactic elegy
is a cavalier attitude to Augustan ideology. Ovid’s didactic persona
undergoes a development, from the teacher/metaphrast of the Medica-
mina to the elegiac lover/teacher of the Ars, and finally in the Remedia
there is the added dimension of the poet as healer. Within this basic
framework more serious messages may be discerned, but Ovid’s
didactic persona is essentially mock-serious, and it is the sophisti-
cated humor and the play with literary traditions which continues
to make a lasting impression.

% Cf. Virg. Ed. 1.75-76, 4.21-22, 5.14, 6.8, 1051, and for the “interlocking
appositional structure” typical of Virgilian pastoral see Henderson (1979) on 182,
Solodow (1986).

' With 187-88 cf. Tib. 1.1.47-48, with 189 cf. Tib. 1.1.7-8.
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CHAPTER SIX
THE FASTI: STYLE, STRUCTURE, AND TIME

John F. Miller

1. Introductory

Long neglected, Ovid’s elegiac calendar-poem, the Fasti, has been
voluminously recognized by recent scholarship as a literary master-
work.! The poet himself calls it “greater” (2.3, 4.3) than his earlier
poetry, no doubt in reference to its grand scale as well as the august
central topics—Rome’s religious feasts, national legends, and the
Emperor. The plan called for twelve books but we have only six—
January through June—totaling 4,972 verses (this outstrips the 4,755
lines of Aeneid 1-6). Speaking to Augustus from his exile at Tomis,
Ovid claims that he has written twelve books of Fastt (Tr. 2.549,
seripst), but most now agree that he is overstating the achievement
for apologetic purposes. Although the calendrical narrator on three
occasions explicitly anticipates sacra of the year’s second half (3.57-58
and 199-200; 5.145-48), no trace of the last six books survives.
Strong intratextual links between Books 1 and 6 (among other things)
suggest to some that Ovid finally designed the calendrical fragment
which we possess as an integrated work.? Even the poem’s incom-
pleteness has been interpreted as part of its meaning, as Ovid’s refusal
to surrender his identity to the Emperor and the state®*—just ahead
lay the months of Julius and Augustus. However, Book 6 ends with
straightforward praises of the imperial family (6.801—-10), and the
closely knit structures of the first six months hardly rule out a bal-
ancing final half.

! Surveys of much recent work: Fantham (1995a) and (1995b); also Miller (1992a).

? E.g., Newlands (1995) 124~45 and Holzberg (1995) 353--62.

* Feeney (1992) 19, Newlands (1995) 26 (“[Ovid] resisted the subsuming of his
poetic identity in the powerful, controlling myths of his age by leaving his poem
unfinished”); cf. Barchiesi (1997b) 262. Fantham (1983) 21015 concludes that Books
5 and 6 reflect that Ovid’s available material “was drying up” (215).
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In Tristia 2 Ovid notes that he dedicated the Fast to the Princeps
and that his exile (in A.D. 8) interrupted the poem (77. 2.552, tib:
sacratum sors mea rupit opus). The work as we have it opens with an
address to Germanicus, adopted son of Tiberius and grandson of
Augustus (1.1-26). Nearly everyone takes this discrepancy to point
to revision of the “interrupted” Fasti in exile:* after the death of
Augustus in A.D. 14, Ovid changed the dedicatee to another member
of the imperial house,” added references to Tiberius and Germanicus
in Book 1, and one direct allusion elsewhere (4.80—84) to his own
sad Tomitan plight. Recent scholarship has argued for additional
revisions at Tomis,’® and Ovid’s exile colors many contemporary read-
ings of the Fasti, whether the critic aims to demonstrate how the
banished poet seeking recall updated his encomia’ or tries to uncover
his subtle protests against the regime.?

The poem’s “political” stance has dominated recent criticism. By
incorporating into the fas# new feriae celebrating anniversaries of his
achievements and honors, Augustus, like Julius Caesar before him,
firmly fixed his mark on the calendar, as on everything else in Rome’s
public life. Many of these feasts Ovid scrupulously includes in his
calendar, and he also weaves the imperial family into some tradi-

* But see now Holzberg (1995) 351-53, who argues that the evidence would suit
a poem begun shortly before exile and continued (rather than revised) at Tomis:
nothing in Book 1 assumes the death of Augustus; &b sacratum at Tr. 2.552 can be
interpreted indirectly—compare Virgil’s opening address to Octavian’s intimate asso-
ciate Maecenas in the Georgics, a poem concerned in essential respects with Octavian
himself.

® Many have taken the proem to Book 2, addressed to Augustus, to be the whole
work’s original preface, but see below, n. 56.

5 Lefevre (1976), (1980) shows that the discussion of the origin of animal sacrifices
(1.335-456) and the sections on the Fabii—from exile Ovid approached P. Fabius
Maximus as a potential advocate for his recall to Rome—Tlikely date from the later
period. Fantham (1986) 266—73 argues that the proem to Book 5 reflects the atmos-
phere of the early Tiberian age; Fantham (1992b) considers how much of the
Evander-Carments story in Books 1 and 6 was the product of the years at Tomis
(in both cases similarities with Ovid’s exilic poems form an important part of the
argument). Herbert-Brown (1994) 15962 suggests that the whole section on Carmentis
in Book 1 (1.461-542) was written after the death of Augustus. Courtney (1965)
63—64 identifies metrical grounds for Ovid’s work on the Fasti in exile. 6.666,
extlium quodam tempore Tibur erat calls Ovid’s banishment to mind, even without ref-
erence to Pont. 1.3.82, exulibus tellus ultima Tibur erat.

7 Lefevre (1980), Fantham (1986), Herbert-Brown (1994).

8 Barchiesi (1997b) starts his analysis of the Fasti from the vantage point of the
exilic elegies; Newlands (1995) prefaces her study by quoting Pont. 2.6.4, et si non
liceat scribere, mutus ero. Cf. Feeney (1992) and Johnson (1978).
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tional festivals. Not a few contemporary scholars take imperial ide-
ology to be the principal focus of the Fasii. In today’s mentalité of the
zero-sum game the essentially apolitical Ovid of previous generations
has all but vanished. “No poet could be unpolitical.” Sharp differences
have emerged, however, over this poem’s political orientation. Some
take Ovid at his word, that the Fas# is his “service” (2.9, militia) to
Augustus, that he is “versifying the calendar to honour the con-
temporary ruler.”’® An ever increasing number, however, sees the
poet’s engagement with the Princeps in agonistic terms: “When Ovid
adopted the Roman calendar as the subject of his poem the Fasti, he
implicitly engaged in a contest with Augustus over control of time.”"!
From this perspective Ovid’s characteristic wit ironically undermines
the fulsome praise of Augustus, while Greek star-myths and tradi-
tional festal merrymaking are set in opposition to the impenal re-
fashioning of Roman state cults, and the narrator’s fragmented voice
is designed to resist Augustanism’s totalizing force.

However we judge its precise political significance, Ovid’s kalei-
doscopic persona is a signal feature of the poem’s grand ambitions.
We encounter in the Fastz a broad sweep of topics, ranging from
Roman legend and imperial anniversaries to traditional rituals and
antiquarian aifia and to Greek myth, weather signs, and astronomi-
cal data. The narrator who guides us through this varied menu fre-
quently changes his mode and his tone of presentation. The instructor
in ritual performance gives way to the hymnist or the aetiological
narrator or the panegyrist; the speaker is by turns matter-of-fact,
playful, or solemn. In the long entry for the Parilia (4.721-862), for
instance, the poet opens with a lively prayer to the attendant deity
Pales, reminding her that he has often dutifully performed her rites.
Then, filled with her inspiration (729-30), he authoritatively orders
both the urban population and shepherd folk to complete the reqg-
uisite rituals, unfolding the pastoral rites in great detail. At the close
of the directions, his inspiration has apparently run dry: the multi-
tude of possible explanations for the rituals’ origin leaves him in
doubt (784). After this comic moment several alternative aifia are
posed as questions, listed in handbook style—one he rules out as

® Wallace-Hadrill (1987) 223.

19 Herbert-Brown (1994) 27; cf. earlier Williams (1978) 83-99 on Ovid’s partic-
ipation in the construction of Augustan ideology.

" Newlands (1996) 320.
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unworthy of belief (793, uix equidem credo). Next follows a breezy nar-
rative of Rome’s foundation—the Parilia marks the City’s birthday—
at the head of which the poet asks again for divine support, this
time from the divinized founder Quirinus (808); in a hymnic close
to the City itself he wishes for continued Roman world-rule under
the Caesars (859-62).

The shifis—or clashes—of perspectives within the narrating per-
sona often have a deconstructive quality, calling presuppositions into
question. The speaker’s authority is frequently ruptured, then quickly
restored. He can be naive one moment, and incredulous the next.
The constantly changing voice hardly corresponds to what we would
call a well integrated personality, but the fractured persona in fact
embodies the variegated approach of educated Romans to religion,
by turns prayerful and exegetical, performative and skeptical. The
Fasti at once encompasses the Romans’ differing, sometimes contra-
dictory, views on religion and accents the fissures in the “balkanized”
system of thought."

The present chapter emphasizes important formal aspects which
have attracted recent scholarly attention and would benefit from fur-
ther research. The formalist orientation does not mean to suggest
that literature and society exist as separate worlds, or that issues of
style and structure can be detached from the work’s ideological puz-
zles and complex treatment of Roman festivals. The limited focus
aims rather to make way for the companion chapter in this volume
to concentrate on Augustus and religion.

2. Intertextuality
1. Fast/Liber Fastorum
As the word fasti suggests, Ovid takes as a template for his poem
the Roman religious calendar. The inscribed or painted calendars
which in his day one could consult in sanctuaries or other public

areas recorded the character of each day of the year—what official
business was or was not permissible—and noted the traditional fes-

2 See Feeney (1998) 14-21 on “brain-balkanisation.”
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tivals, “birthdays” of temples, and the newer imperial feasts. Just so
does the poet at the outset promise “the order of the calendar
throughout the Latin year” (1.1, tempora . . . Latium digesta per annum—
contrast the jumbled chronological sequence of “days” enumerated
by Hesiod, Erga 765-821 and Virgill, G. 1.276-86), “sacred rites”
(1.7, sacra; cf. 2.7), and “the days that Caesar added to the religious
observances” (1.14, quoscumque sacris addidit ille dies). At the same time,
Ovid ambitiously incorporates moveable feasts like the feriae Sementivae
(1.657-704) and Fornacalia (2.513-32), a private magical rite (2.571-82),
and a broad array of astronomical and meteorological notices seen
only rarely in the remains of contemporary or older calendars."

Strictly speaking, its detailed descriptions and exegeses make Ovid’s
poem a commentary on the calendar, akin to prose antiquarian trea-
tises on the topic. Varro’s Antiquitates Diuinae contained three books
de diebus festis (Aug. Ci. Dei 6.3), and related post-Ovidian calendri-
cal researches like Masurius’s and Cornelius Labeo’s Fastorum libr:
(Macrob. Sat. 1.4.6; 1.16.29) and Nisus’s Commentarii_fastorum (Macrob.
Sat. 1.12.30) reach back to a much older scholarly tradition. Note
in this connection that the elegiac researcher on occasion speaks of
the calendar(s) as a source (1.289, 657), and that the poem’s full title
was Liber Fastorum, that is, a book about the calendar.'* On the other
hand, learned annotations had long ago accreted to the carved and
painted fasti themselves, so that one may properly call Ovid’s Fusti
“a calendar in book form.”"

Much attention has recently been directed at the principles of exe-
gesis which Ovid shares with the extant calendars’ notations, in par-
ticular, the habit of enumerating multiple explanations for a given
name or cultic practice, often without deciding among them.'® In

1% See Fasti Venusini (between 16 B.C. and 4 AD.) on May 18 (Sol in Geminis)
and June 19 (So/ in Cancre). The rarity of such notices in the fasti gives point to
Ovid’s question when he takes up the topic of the stars in earnest: Quid uetat et stel-
las . . . dicere? (1.295-96).

* Riipke (1994) 125-36; (1995) 71-73.

15 Scheid (1992) 119. The fasti attached to M. Fulvius Nobilior’s Temple of
Hercules Musarum, erected in the early 180s B.C., is the first calendar known to
have included such scholarly commentary (see Macrob. Saz. 1.12.16; Riipke (1995)
331-68); Ovid features this temple without mention of its fasti at 6.778-812. On
Roman antiquarianism during the Republic, see Rawson (1985) 233—49.

15 Porte (1985) 220-30 (“L’étymologie double™); Beard (1987) 1-15; Miller (1992b)
11-31; Scheid {1992) 122-24; Lochr (1996) esp. 192-365; Feeney (1998) 127-31.
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the extant fragmentary fastz one first encounters such information on
a large scale during Ovid’s own lifetime, in the calendar which M.
Verrius Flaccus, tutor to Augustus’s grandsons and resident in the
Emperor’s Palatine compound, erected in his home town of Praeneste.
For instance, Verrius’s lacunose note on January 9 shows that he
treated the various etymologies of the feast Agonium. Ovid’s entry
for that day enumerates, in clipped catalog-fashion reminiscent of
the antiquarians, no less than six possible explanations for the name
(1.317-34)."" Elsewhere the calendrical poet expatiates in narrative
form on variant aifia (e.g., 2.283-380 on nakedness at the Lupercalia;
3.543-674 on the identity of Anna Perenna) and even constructs
two dramatic scenes around competing etymologies (prologues to
Books 5 and 6). Ovid thus simultaneously spins poetry from prose
in Alexandrian fashion and participates intelligently in a discourse
on Roman religion. Of course he infuses antiquarian speculation (like
so much else) with his familiar ludic spirit, but then such ancient
exegesis was itself at root “a sport without limits.”'® Antiquarian prac-
tice makes it difficult to read the poem’s multiple explanations as a
de facto destabilizing element.'

The extent to which Ovid directly engages with specific antiquarian
works is often unprovable, given the fragmentary state of most such
treatises. He will certainly have reflected upon his contemporary
Verrius Flaccus’s researches, although in what form must remain
uncertain. We need not assume that Ovid studied the calendar of
Praeneste on site, which was anyway only fully set up after he was
banished to the Pontic wild.*® The commentary of the Fasti Praenestini
was probably abridged from a separate monograph by Verrius on
the calendar;? and many of the great scholar’s observations on sacral
aetiology will have been repeated in his important work De uerborum
stgnificatu, which we know in Festus’s epitome. Assuming a basic com-
monality among these Verrian works, one might venture an inter-
pretation of Ovid engaging Verrius Flaccus as an intertext, not just

7 Degrassi (1963) 113 and 393. See further Paulus-Festus 9 L., Varro LL 6.12;
Miller (1992b) 14-22.

'® Scheid (1992) 123.

19 See most recently the corrective observations of Pasco-Pranger (2000) 288. For
a different view, see Martin (1985) 264—67 and Newlands (1992) 38-39 and 47.

% On the chronology see Degrassi (1963) 141—42, who dates the calendar to 6-9
A.D., with additions over the following two decades.

2l Mommsen, CIL 1 ed. 2 p. 285.
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as a source.”? On the etymology of April, for instance, Ovid sharp-
ens the (apparently —the text is mutilated) even-handed Verrian pre-
sentation of alternative explanations into a polemical contrast: the
month’s name derives from Aphrodite; those who argue for aperire
are envious people who would begrudge the goddess her due.?® Where
the Fasti Praenestini explains abbreviations for the character of the
days (F, C, EN, etc.) when these first appear (Jan. 2—actually the
second day marked “F,” Jan. 3, Jan. 10), the antiquarian poet intro-
duces these and other preliminary data in a preface (1.45-62), like-
wise treating them once and for all (1.61, semel). The first time that
the narrator tells us that he consulted “the calendar itself” on a
specific point (as opposed to the divine authorities to whom he fre-
quently turns), informed readers can profitably compare Verrius’s
calendar with Ovid’s (Fasti Praen. on Jan. 1; 1.289-94):

[Aescu]lapio, Vedioui in Insula

Quod tamen ex ipsis licuit mihi discere fastis,
sacrauere patres hac duo templa die.

accepit Phoebo nymphaque Coronide natum
insula, diuidua quam premit amnis aqua.

Iuppiter in parte est: cepit locus unus utrumque
lunctaque sunt magno templa nepotis auo.

Feast for Aesculapius and Vediovis on Tiber Island

But here is what I have been allowed to learn from the calendar itself.
On this day the senate dedicated two temples. The island which the
river surrounds with its parted waters welcomed the son of Apollo and
the nymph Coronis. Jupiter too has a share. One place took in both,
the temples of grandson and grandfather joined together.

The anniversaries of Aesculapius and Vediovis on January 1 had
been recorded in earlier fasti (Ant. Mai. and probably Mag.), but
among extant almanacs the Praenestine calendar alone draws atten-
tion to the two temples’ topographical relationship: both are situated
on Tiber Island. Ovid glosses Vediovis as Jupiter,” but he accents

2 For the latter approach see Winther (1885) and Franke (1809); also Merkel
(1841) xcv—xcvii.

B Fasti Praen. on Apr. init.; 4.61-62; 85-90. For discussion see Herbert-Brown
(1994) 90-92.

2 Cf. 3.437; also (with reference to this temple) Vitr. 3.2.3, Livy 34.53.7; Latte
(1960) 82 n. 1.
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the same idea of local correspondence, first with enjambment of
insula at 292, then through explicit statement (cepit locus unus utrumque/
wnctaque sunt . ..). Echoing phraseology (accepit. . . cepif) and similar
word patterning in successive pentameters (292, 294) further high-
light parallelism between the neighboring monuments. From the
buildings’ temporal and spatial coincidence Owid teases forth an addi-
tional link, the familial relationship between the deities resident in
the temples: Jupiter is joined to his grandson Aesculapius, who was
introduced in terms of his parents Apollo and Coronis. Meanwhile,
the various junctions have a foil in the image of the island parting
the waters of the Tiber (diwidua ... aqua; wncta. . . templa). Verrius’s
four-word notice sparks a rich Ovidian meditation, albeit likewise in
brief compass, on the shrines and their divine inhabitants.

n. Callimachus Romanus

If the Fasti is Ovid’s most Roman poem, it also exudes an Alexandrian
spirit. Its combined focus on calendar, cult, local legend, actiology,
constellations, and weather signs distills several facets of the doctrina
at the heart of Hellenistic literature. One calls to mind Simias of
Rhodes’s Months, Eratosthenes’ Katasterismor, Aratus’s Phaenomena, and
above all else the Aetia of Callimachus. The Augustan poets’ engage-
ment with Callimachus which has occupied scholarship in the past
few decades finds its fullest expression in Ovid’s Fasti, a quintessen-
tially Callimachean work.? In announcing his aetiological theme in
the first verse (Tempora cum causis) Ovid hints at an affinity with the
Aetia. Very quickly thereafter emerges the Ovidian persona of an
eager searcher into antiquities clearly adapted from Callimachus’s
elegiac masterwork. In the entry for January 1 the speaker first
(1.71-88) unfolds the consular rituals like a master of ceremonies (as
he will often do later) in the manner of Callimachus’s “dramatic”
Hymns (2, 5, 6); then he questions the god Janus at length about
various aetiologies (89—288) in the first of many such dialogues pat-
terned after one of the Aetia’s most distinctive features. Throughout
Aetia 1 and 2 in a scene on Mount Helicon the poet talked with
several individual Muses about miscellaneous religious arcana, while

? Thomas (1993) 205. On Callimachus and the Fust, see especially Heinze (1919)
91-99; Miller (1982) and (1983); Barchiesi (1997b) Index s.v. “Callimachus.”
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at least once in the latter pair of books Callimachus depicted himself
questioning a god about his own cult (fr. 114: Delian Apollo). Ovid’s
interrogations of Roman deities fall mostly into the latter category,
though the Muses directly inform him too about various matters
(1.657-62; 4.191-372; 5.1-110). The Ovidian antiquarian’s interviews
with human authorities likewise follow a Callimachean paradigm of
exploiting chance encounters to gather aetiological information.?
In the Fasti we can recognize only a small handful of direct allu-
sions to the Callimachean texts,” given the fragmentary state of the
Aetia today, but some of these display a rich intertextual dynamic.
Like Lycian Apollo in the Aetia-prologue (fr. 1.21-22), Janus appears
to the poet who is holding his tablets (1.93). Reference to the famous
divine Callimachean literary advisor in introducing an aetiological
dialogue with a deity prompts us to recognize a commonality between
the two Callimachean types, and alerts us to the programmatic dimen-
sion of the interview with Janus, the first of many such encounters.
The god in a sense authenticates the poet’s status as aetiological poet
both with the epiphany and by addressing Ovid as uates operose dierum
(1.101). The double question put to Janus (1.89-92) has Callimachean
precedent (cf. det. fr. 7.19-21 Pf), as well as a wit imparted by the
intertexts: “What god are you, who have no Greek equivalent (except
for Callimachus’s Lycian Apollo and Delian Apollo and the Muses)?”*
Similarly, Ovid’s enwor to the charming Flora (5.377-78, floreat ut toto
carmen Nasonis tn acuo,/sparge, precor, donis pectora nostra tuis) echoes the
end of the Aetia’s first aition, a prayer to the Graces for the long life
of the poet’s elegies (fr. 7.13—14 Pf). Callimachus’s programmatic
moment enhances Ovid’s—this is the only time in the Fasi that he
mentions himself by name. The allusion also underscores the connec-
tion between Flora and the Charites which Flora herself mentioned

% At a banquet in Alexandria Callimachus and a man from Icos discuss the lat-
ter’s native customs (det. fr. 178 Pf). The Roman antiquarian poet likewise learns
from a host at Carseoli (4.679-712), the flamen Quirinalis (4.905-42), flaminica
Dialis {6.219-34), and a couple of old people whom he encounters in the City
(4.377-86, 6.395-416). See Miller (1982) 402-4.

7 F.1.93 > Callim. 4et. fr. 1.21-22 Pf; 1.327 > fr. 75.10-11 Pf; 5.377-78 >
fr. 7.13-14 Pf; 6.176 > fr. 1.14 Pf. Also 4.133-62 > Callim. Hymn 5, on which
see Floratos (1960) 208-16 and Miller (1980) 210-13. See most recently Barchiesi
(1997b) 22-23 on Battus at 3.569-78 evoking Callimachus Battiades, son of another
Battus; and Harrison (1993) on 3.661-74 and the Hecale.

® Cf. 1.103: Janus opens by directly identifying himself with the Hesiodic deity
Chaos.
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in her autobiography (5.219-20), and which Botticelli’s “Primavera”
will famously elaborate in a visual rendering of Ovid’s Flora/Chloris.
Recent studies of the Metamorphoses have investigated the Callima-
chean heritage of Ovid’s narrative style.® Barchiesi has discussed in
the light of Callimachus’s Hymn to Jeus how the Fasti interrogates
the authority of the traditional gods.*® Two areas in particular await
fuller exploration against the Callimachean background: structure
and panegyric. Pfeiffer® claimed that the aetiological narratives of
Aetia 1-2; loosely linked in the continuous conversation with the
Muses, offered the basic pattern for Ovid’s similar Kollektingedicht—in
the Fasti the calendar is the unifying strand. But the discrete nature
of the calendrical “entries” also makes them resemble the discon-
nected elegies of Aetia 3—4. The types of thematic correspondence
between various parts of the Adetia which recent scholarship has uncov-
ered—frames, pairings, instances of ring-composition—are also amply
paralleled in the Fasti.* Likewise, the panegyrical dimension of the
Aetia (as also of the Hymns), about which we know so much more
since the first appearance of the “Victoria Berenices” (see now SH
254-68),** may shed light on the contentious issue of Ovid’s treat-
ment of Augustus.* Does the Fasti ironize this aspect of its princi-
pal Greek model? Or were Ovid’s ambiguous praises of Augustus
inspired by such a Callimachean approach to the Ptolemies? Or does
his Callimachean poem’s embrace of imperial panegyric revise the
meaning of Callimachus for Ovid and the Augustan poets?

iii. Contemporary Literature

“No ancient poet, not even Virgil, can have read more poetry and
given back in his own work more of what he read and so made his

® Tissol (1997) 131-66 on certain disruptive features of style; Myers (1994a)
61-94 on framed aetiological narratives.

% Barchiesi (1997b) 181-213.

3 Pfeiffer (1953) ILxxxv.

%2 Important recent work on the structure and narrative techniques of the Aetia
by Harder (1988), (1990), and (1993). N. Krevans has work in progress on the struc-
tural legacy of the Aetia in Roman poetry (including the Fast). For brief but sug-
gestive remarks on the topic, see Barchiesi (1997b) 79.

% Cf. Thomas (1983) on the relevance of this section of the Aetia to Roman

oetry.
P % Cameron (1995) 454-83 (esp. 470 and 476-82) demands elaboration and
response in regard to the Fasti.
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own.”” No elegy illustrates this Ovidian trait more abundantly than
the Fasti. While most of the sources to which the antiquarian nar-
rator explicitly refers—like annals and stage plays—are irrecover-
able,” we can trace allusions to a multitude of surviving literary
works. A couple of Ovid’s references to earlier Latin literature have
acquired paradigmatic status in recent discussion of ancient inter-
textuality: the quotation of Ennius, Ann. 1.33 Sk. at 2.487 (where
the speaker Mars’s quotation of Jupiter mirrors the manner of allud-
ing) and Ariadne’s memory (meminz) of her lament when abandoned
by Theseus {3.473-75), underscored by the echoes of that experi-
ence as “lived” in Catullus 64 (130-35 and 143-44).¥ Ovid’s refer-
ences to his contemporaries’ works are particularly plentiful, and run
the gamut of allusive functions. He engages the historian Livy’s first
book in relating tales from Rome’s regal period,”® and Tibullus in
his depiction of popular festivals.”* The start of the last poem in
Horace’s fourth book of Odes undergoes a typical if puzzling Ovidian
reversal at (appropriately) the very end of the last (extant) book of
the Fasti: the admonitory clang of Phoebus’s lyre (C. 4.15.2, increpuit
Yyra) is softened into Hercules’ assenting stroke upon the same instru-
ment (F. 6.812, adnuit Alcides increpuitque lyram), when both poets strike
a panegyrical stance vis-a-vis the Emperor. On the Ides of May
(5.663-92) parts of Odes 1.10 are refashioned into the narrator’s
solemn hymn to Mercury, which is immediately set opposite a shady
businessman’s audacious prayer to the same divinity; then a sup-
pressed portion of the intertext surprisingly emerges to upset the bal-
ance and validate the merchant’s petition.* Propertius 4.1 reverberates
throughout the Fast, with the tour of Augustan Rome against the
background of the City’s humble beginnings (Prop. 4.1.1-38; cf.,
e.g., 6.401; ironized at 1.197-226), the characterization of certain
rites (cf. Vesta at 6.311 and Prop. 4.1.21) and places (cf. Bovillae at
3.667 and Prop. 4.1.33), and above all else the program of Latin

% Kenney (1970b) 764.

% 1.7, 4.326; on the latter source see Wiseman (1998) 23-24 and 64-74 with
further bibliography.

¥ Conte (1986) 57-67; on the larger relevance of the latter example to Ovidian
allusion, see Hinds (1987b) 17-18; Miller (1993) 153-64.

*® See Bomer (1957-58) 1.26 and most recently Fox (1996) 182-228.

*® Miller (1991) 110-16, 119-20, 125, 130-31, and 135.

* Miller (1991) 100-105. For the type of procedure at work in Ovid’s initial
oversolemnification of Horace’s hymn, see Hinds (1998) 123-29 on “Do-it-yourself
literary tradition.”
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aetiological elegy inspired by Callimachus. Ovid’s elegiac confrére
promised sacra diesque canam et cognomina prisca locorum (4.1.69), an utter-
ance which the Fasti appeals to at its start no less for authorization
than to differentiate its grander, calendrical project from Propertius’s
“Roman elegies” (1.1-7, Tempora cum causis Latium digesta per annum . . .
canam . . . sacra recognosces annalibus eruta priscts). On the lighter side,
Ovid responds to that elegy’s last verse in an unexpected context:
the astrologer Horos had warned Propertius to beware of the ill-
omened constellation of the eight-footed Crab (4.1.150, octipedis Cancr:
terga sumstra time); the first star notice in the Fasti recalls this verse
when recording Cancer’s setting (1.313—14, octipedis frustra quaerentur
bracchia Cancri:/ praeceps occiduas ille subibit aquas), thereby literally fol-
lowing Horos’s advice (i.e., Ovid avoids the star by speaking of it
only as absent).

The poet who elsewhere referred to himself as the Virgil of elegy
(Rem. 395-96) gives ample play to Virgilian intertexts in the Fast.
The introductory praise of astronomy (1.297, felices animae, quibus haec
cognoscere primis) alludes to a famous movement in the Georgics, the
juxtaposed blessings of the philosopher (2.490, felix qui potust rerum
cognoscere causas) and the rustic, which Ovid collapses into the advan-
tages of a single honorandus, the astronomer.*' The Aeneid makes
itself felt here, too, as Ovid “corrects” Apollo’s injunction to Ascanius
on how to win immortality through martial deeds (9.641, sic i#tur ad
astra) with a summarizing remark, sic petitur caelum (1.307), which sub-
stitutes the implicitly peaceful pursuit of astronomy for epic warfare
(cf. Ovid’s earlier programmatic choice of aras over arma, 1.13). The
Fasti is shot through with references to the Aeneid, one of its major
models. Already a classic, the Aeneid was for the Fasti an exemplar
of intermingling Roman legend, antiquarianism, and contemporary
politics, of a poem with grand scope—Owvid too originally planned
12 books—and of epic style and content. The traces of Virgil’s great
epic in the Fusti (in the senses of Barchiesi’s La traccia del modello)
both reveal the heritage of its occasional experiments with an epic
register—no matter how much Ovid has denatured or leveled off
Virgil’s style”—and possess a dialogic power always engaging the
new Owidian, elégiac context.

# See Fantham (1992a) for a broader perspective on the engagement with the
Georgics.

*# Kenney’s remarks (1973) 118-19 on the Virgilian background of the Metamorphoses
are apposite; further Bomer (1959) and Kenney, chapter 2 above.
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Ovid tends to look for gaps in Virgil’s narrative. At the end of
his sketch of Latian pre-history in Aenerd 8, Evander says that he was
driven from Arcadia to his present home by fate and his mother
Carmentis’s prophetic warnings: matrisque egere tremenda/ Carmentis nymphae
monita et deus auctor Apollo (Aen. 8.335-36). In commemorating the
Carmentalia in January with the story of Evander and Carmentis,
Ovid notes that the mother had previously prophesied troubles for
her son and herself (1.475, dixerat haec nato motus instare sibique), and
then puts into the seer’s mouth the speech that convinced the hes-
itant Evander to leave his native land. She does not, however, impart
“dread warnings” but rather (more appropriately for a character liv-
ing in an elegiac atmosphere) consoles her son, buoys his spirit (1.497,
uoctbus Fuander firmata mente parentis). As they head up the Tiber, the
mother’s role as adviser reemerges: tamque ratem doctae monitu Carmentis
in amnem/ egerat (1.499—500). Again, this time explicitly, Ovid rewrites
the Virgihan Carmentis’s monitus, now into simple travel directions
for the son, who has taken over the role as “driver.” The future
reflexive allusion®® points ahead to the moment in Aeneid 8 even as
it revises that moment. Likewise, the immediately ensuing prophetic
speech delivered by Carmentis upon landing at their new home
(1.509-36) is a prequel" to the moment that immediately follows
the aforementioned verses in Aeneid 8: Evander points out to Aeneas—
will point out in Ovidian time—the altar and gate set up in honor
of the nymph Carmentis, uatis fatidicae, cecinit quae prima_futuros/ Aeneadas
magnos et nobile Pallanteum (8.340—41). Ovid’s Carmentis utters just
such prophecies, extending to the imperial descendants of Aenecas
who will inhabit Augustan Rome, much in the manner of Jupiter’s
detailed predictions in Aeneid 1.

Elsewhere the Fastz evokes Virgil in reflecting on the aftermath of
the Aeneid. On February’s festival of the dead, Aeneas’s gifts to
Anchises’ shade are said to have originated the Roman practice of
honoring the familial spirits: hunc morem Aeneas, pietatis idoneus auctor,/
attulit in terras, tuste Latine, tuas./ille patris Genio sollemma dona ferebat:/
hinc popult ritus edidicere pios (2.543—46). Ovid’s calendar grounds the
Virgilian hero’s most famous quality in a specific cultic context. The
passage alludes to Aeneas’s wish (at den. 5.59—60) that his father

# See on this manner of allusion, Barchiesi (1993) 333-65.
* For the term used in the context of intertextuality, see Hinds (1998) 96 and
L16.
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accept a yearly renewal of the funereal sacrifices then being offered.
Owid’s imperfect dona ferebat suggests that Aeneas made good on his
promise of regular future honors once he had settled in Italy. That
that phrase too picks up Virgil’s text—>5.101, dona ferunt, the Aeneadae
sacrificing manibus Anchisae—intertextually accentuates that the Sicilian
rites for Anchises inspired the specific Roman feast called the Feralia
(cf. Aen. 5.60, ferre, and Ovid’s etymologizing at 2.534 and 569).
Owvid’s unusual term patris Genio (= manibus patris) seems to respond
in mock pedantic fashion to the Virgihan Aeneas’s doubt when he
renewed the offerings to his father after a snake interrupted: ncerius
genwumne loct_famulumne parentis/ esse putet (5.95—96). It was after all the
genius of the parent!

The extensive Virgilian sequel on the Ides of March aims at more
broadly humorous effects. The obscure goddess celebrated that day,
Anna Perenna, is at one point identified with Dido’s sister Anna.
Critics differ on the lengthy ation’s ideological implications,* but
Owvid clearly travesties the Aeneid. After Dido’s death—she had burned
with passion, then literally burned on the pyre (3.545-46, arserat . . .
arserat . . .y—her scorned suitor larbas controls Carthage, pointlessly
boasting that he enjoys the queen’s marriage chamber (3.553, tha-
lamis). The Tyrians compared to industrious bees while they built
Carthage at Aden. 1.430—36 now scatter like bees wandering about
after their king’s death (3.555-56; this last detail, from G. 4.213-14,
shows Ovid reading the Georgics in the light of the Aeneid).* Anna
flees, looking back at her native city’s walls just as had the depart-
ing Aeneas (3.566, moenia respiciens = Aen. 5.3), whose story hers begins
to parallel: e.g., fearful amidst a storm at sea, Anna for the first time
calls her (dead) sister blessed (3.597, felix; cf. Aen. 1.94, o terque quaterque
beati and Dido’s standing epithet mfelix, e.g., 1.749, 4.596). A hero-
ine essentially replaces the hero. Aeneas’s own first appearance shows
that he has been cut down to less than Virgilian dimensions. He
spots Anna newly arrived in Latium while pacing with Achates on
“the beach got with his dowry” (3.603, htore dotalt), not from the
heroic conflicts featured in the Aeneid. His wife Lavinia blazes with
jealousy at the newcomer, raging (3.637, furialiter) like her mother

# Contrast McKeown (1984) 169-87 (the fullest study of the imitatis) and Newlands
(1996) 329-30.
* Fine analysis of this simile by Hinds (1987b) 14-17.
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Amata in Virgil’s epic. The threatened Anna is warned in a dream
by Dido’s ghost (cf. Hector to Aeneas at Aen. 2.270-97), and makes
a comic escape by leaping out a window.

3. Genre

Besides its orientation toward the Princeps, no other feature of the
Fasti has aroused such intense interest as its generic identity. Taking
as his point of departure Ovid’s two extended narrations of the story
of Proserpina in the contemporary Fasti and Metamorphoses, Heinze
long ago notoriously attempted to define an elegiac as opposed to
an epic narrative technique: e.g., sentimental emotions vs. solemnity,
humanized vs. majestic divinities, subjective vs. objective presentation,
truncated and frequent vs. long and infrequent speeches.’ Because
these categories do not entirely fit the evidence, subsequent scholars
attempted to emend or jettisoned Heinze’s schema. Hinds* has
recently rescued Heinze’s basic approach by attempting to excavate
the metaliterary dimensions of both poems. He affirms, for instance,
that the emphasis on querimoniae in the elegiac version of Ceres’ search
for her daughter properly accords with elegy’s traditional association
with lament (e.g., Am. 3.9.3). Further, Hinds has refocused Heinze’s
question by interpreting genre as a dynamic principle rather than
as a static category, and by demonstrating how Ovidian generic play
involves creative transgressions as well as observances of expected
norms. Ovid characterized the Fasti as a “greater” sort of elegy (2.3,
4.3, 6.22)—in scope, in length, in its sacral, national, and Augustan
topics—but it nonetheless continues to define itself, as did love elegy,
in opposition to heroic epic’s martial subjects: Caesaris arma canant
alii: nos Caesarts aras (1.13). Hence the poet’s systematic disarming of
Mars in Fasti 3: e.g., 3.8-10, invenies et quod inermis agas./tum quoque
inermis eras, cum te Romana sacerdos/ cepit. On the other hand, in address-
ing a topic like the Emperor’s title pater patriae (2.119-26), Ovid
acknowledges the strains that his poem’s weighty content sometimes
places on his verse, and that his elegies are flirting with epic grandeur.

Given the doubts in some quarters that genre resonates much in

¥ Heinze (1919).
* Hinds (1987a) 115-34 sketches the approach, exemplified more fully in the
practical criticism of Hinds (1992).
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Augustan literature’s extensive “crossing of genres,” it is surprising
that no one has mounted a sustained counter argument.* Much sub-
sequent literary analysis of the Fas#z has taken Hinds’s method firmly
in hand. Thus (to cite but a very few of many possible examples),
Newlands reads Ovid’s Arion (2.79-118) as an elegiac poet and the
narrative of Chiron (5.379-414) in terms of the elegiac code—the
prioritizing of Achilles’ grief and a corresponding calling of erma into
question; Barchiesi sees in the word-play at 1.260—61 (protinus Oebalii
rettulit arma Tati,/ utque leuss custos armillis capta . . ) the diminutive noun
elegiacally rewriting epic arma. He argues that when Ovid refers to
the Virgilian Aeneas as the auctor of the Parentalia (see above), the
small offerings demanded for that festival (2.534, parva) pointedly
scale down the grander “epic” sacrifices in Aeneid 5.°° For all three
of these scholars this generic interplay in the Fasti closely parallels
its political tensions, its critical commentary on an Augustan ideol-
ogy ultimately configured as “epic.”

4. Structure

The calendrical arrangement of the material informs it with a superficial
structure akin to the loose argument of a didactic poem like Owvid’s
Ars amatoria. In fact, stylistic markers of didactic verse like gerundives
and imperatives frequently help move from one section to the next
(e.g. 2.685, Nunc mili dicenda est regis fuga; 4.630, pontifices, forda sacra
litate boue). However, the daily entries—sometimes portions thereof—
are more discrete than segments of the Ars, often amounting to care-
fully crafted elegies.”’ Add to this the ever shifting variety of topics—

¥ Some reviewers of Hinds (1987a) registered skepticism, e.g., Anderson (1989),
who speaks of “the generic fallacy” (357) and Thomas (1990). Most recently Gee
(2000) 21-65 has argued that astronomy in the Fasti does not resonate in elegiac,
but rather in didactic terms. The didactic genre she sees embracing Owvid’s princi-
pal Greek models, Callimachus’s elegiac Aetia and Aratus’s hexameter Phaenomena.
Gee aims to complement Hinds’s approach to Ovid’s epicizing elegy, and sees didac-
tic defining itself, like elegy, in opposition to heroic epic.

% Newlands (1995) 179-88 and 115-22; Barchiesi (1997b) 21 and 67-68.

' Three examples from among many: Ovid and Janus (1.63-288)—for instance,
note the triple ring composition at the close (283-88): deity surveying the world (cf.
85-86), Germanicus (cf. 63), and the request that Janus bless Rome’s peace-bring-
ing leaders (cf. 67-68); on the overall structure see Hardie (1991) 47-64; Lupercalia
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festival, temple dedication, catasterism—and presentational modes—
narrative, instruction, hymn—and the vast range in length among
sections—from very brief epigrams to 200-line “panels”—and we
begin to appreciate the structural uniqueness, the hybrid status, of
the Fasti among poetic collections in Latin literature. Each of Ovid’s
months we might call a didactic poetry book.

While each book adheres to a sequential review of the month’s
days, Ovid everywhere exercises selectivity. He was free how, and
how much, to elaborate a given festival or constellation, or which
portion to highlight, or whether to include a given event at all. The
Regifugium in February (2.685—852) receives lavish treatment, more
than three times the length of the adjacent Terminalia (2.639-84).
On the Ides of March a brief, hesitant approach to Julius Caesar’s
assassination (3.697-710) follows the long, comic disquisition on the
earthy popular feast of Anna Perenna (3.523—696). Dedications of
temples usually earn fleeting notice, but on the Kalends of February
the now ruined shrine of Juno Sospita prompts (ironic?) praises of
Augustus as restorer of temples (2.55—66). Owvid includes the anniver-
saries of Thapsus (4.377-84) and Mutina (4.627-28), but passes over
the battle of Munda on March 17 (included in the Fasti Caeretam:
and Farnesiant) to concentrate on the festive Liberalia (3.713-90) and
a catasterism (3.793-808). In late January he treats the moveable
agricultural feast Sementivae (1.657—704) but omits the Compitalia,
another feriae conceptiuae often celebrated in this month (perhaps keep-
ing it for its alternate month of December). The Megalesia is fea-
tured on the festival’s opening day (4.179-372), the dies Parentales
at their close (2.533-70). Both days of the Carmentalia in January
are treated (1.461-583 and 617-36). The anniversary of the name
Augustus on January 16 is conflated with that of Octavian’s return
of the provinces on the Ides (1.587-616). Ovid briefly records the
opening of the Floralia in late April (4.943—48) but expansively fea-
tures Flora’s sacra on their penultimate day, May 2 (5.183-378), the
final day being given over to the tale of the Centaur’s stellification
(5.379—414). Risings and fallings of constellations are noted, and star-
myths told, at will.

The exuberant variety both among and within individual elegies—
if we may call them that—has seemed a jumble to some, and in

(2.267-452), on which see Littlewood (1975) 1060-72; Ides of May (5.663-92)—cf.
Miller (1991) 100-105.
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fact constant change of pace les at the heart of the Ovidian aes-
thetic. Yet recent scholarship has also revealed various artistic pat-
terns at work. Braun’s® charting of each book in terms of the length
and general topic of the entries (e.g., temple dedication, catasterism)
shares the reductive quality of many studies of poetry books. Without
considering deeper thematics, as does especially Newlands,”® many
of Braun’s alleged connections hardly resonate as such. In the first
half of Book 2, for instance, while the four catasterisms do draw
attention to themselves as a group (Arion, Callisto, the cluster Raven,
Snake, and Bowl, and Pisces), each scparated from the next by
another self-contained section, it is the nexus of narrative parallels
and verbal echoes which prompts us to read one myth in the light
of another. The correspondences are chiastically arranged: in the
first the inidally fearful Arion (2.103, ille, metu pauwidus) defiantly leaps
into the waves, where “they say that the dolphin put itself under
the strange burden with its back” (2.114, se memorant . . . subposuisse)
and was therefore bidden by Jupiter “to have nine stars” (2.118, stel-
las . . . habere nouem); in the last, the frightened Venus (2.467-68, ila
timore/ pallefy with her son Cupid jumps in desperation into another
body of water, the river Euphrates, where “they say that you and
your brother (Pisces) supported two gods on your backs” (2.459-60,
te memorant . . . tergo sustinuisse), for which service the fish too now “have
stars” (2.472, pro quo nunc . . . sidera nomen habent). The framed pair of
star-narratives are foils for one another: Callisto, unjustly expelled
from Diana’s sacred spring and transformed by jealous Juno, and
the deceitful raven whom Apollo justly punishes. The angry god tells
the bird that it will drink water from no spring until the time when
figs are ripe (2.263—64); Callisto is once more excluded from a watery
domain when the still raging Juno asks Tethys never to wash the
Bear constellation with her waters, that is, never to let it set (2.191-92).

Overarching structural schemata are as unlikely to convince every-
one as those posited for the Metamorphoses, but Ovid clearly devel-
ops certain themes through stretches of the poem. Much of Book 5
is preoccupied with pretas.>* Book 1 is dotted with motifs of imper-
ial peace (67-68, 285-88, 697-704) to anticipate the anniversary of

5 Braun (1981).
¥ Newlands (1995) passim; see earlier Drossard (1972).
% Cf. the different analyses of Newlands (1995) 97-122 and Boyd (2000).
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the Ara Pacis at month’s end, while the book’s three lengthy “panels”
concern origins and beginnings (Janus, animal sacrifices, Evander
and Carmentis at the site of the future Rome).”® Likewise in Book
2 the five tales of rape, not one of them demanded by the calen-
dar, set up the climactic narrative of Lucreta on the Regifugium.
The panegyrical accents in the first part of the same book consti-
tute a series: the poet quickly fulfills the proem’s promise that his
“greater” elegiac verse (2.3, welis. .. maioribus) will celebrate Caesar
specifically for his nomina and #itulos (2.16) by digressing on Augustus
as templorum positor, templorum sancte repostor (2.63) on the month’s first
day before commemorating the Emperor’s title of pater patriae on the
Ides; there Augustus is again addressed as sancte (2.127), and Ovid
revisits in tongue-in-cheek fashion the idea that he is tackling a
“greater” topic than his elegies are accustomed to (2.123, maioraque
uiribus urgent).>®

Connections proliferate, inviting complementary reflections on, or
striking revisions of, heroes, gods, ideas. Some reach beyond the
book. The six proems are paired: 1 and 2 directed to members of
the imperial family; 3 and 4 addressed to Mars and Venus, respec-
tively, in terms of their relation to Ovid’s poetry; in 5 and 6 a trio
of deities offers competing etymologies for the month’s name. Prophetic
Carmentis in Fasti 6 (529-48) recalls in detail her appearance in
Book 1 (472-538). We are invited to read the two festivals of the
dead (Feralia in February, 2.533-616, and Lemuria in May, 5.419-92)
in the light of one another.”” Romulus’s story is fragmented into
many pieces throughout the poem.”® Juxtapositions of calendrical
notices often resonate. At the close of February 24 a logically unre-
lated weather sign seals the long narrative of Lucretia: Procne the
swallow heralding springtime and Tereus joyful at his metamorphosed
wife’s shivering cold (2.853-56) refract the Roman legend of rape
and conjugal peetas. At 5.693-94 occurs a rare clever transition (a

% For the latter thematic grouping see Holzberg (1995) 355.

* For further links between the proem to Book 2 and the Ides of February, see
Frinkel (1945) 239-40 n. 8, who argues that the proem was written for its present
position, not to introduce the entire work as many think; on this see further Miller
(1991) 16 and 143-44.

7 See Miller (1991) 105 and 170 n. 25.

8 On the effect of Ovid’s pattern, see Stok (1991) and Barchiesi (1997b) 154—64
and 167-77.
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technique more typical of the Metamorphoses), in which the uales oper-
osus dierum asks Mercury, who just previously ratified a proverbially
unscrupulous businessman’s prayer, for an answer to “a much better”
astronomical question about the constellation Gemini (At mihi pande,
precor, tanto meliora petenti). The request alerts us to the more momen-
tous discrepancy between the god’s ensuing heartfelt tale of Pollux’s
devotion to his brother Castor and Mercury’s own theft of his sib-
ling Apollo’s cattle, which a moment ago in the previous entry play-
fully emblematized Roman commercial trickery (5.681-92).> Elsewhere
the “syntagmatic tensions” (to use Barchiesi’s term) are more subtle.
In January the celebratory association of Augustus’s name with bound-
less increase (augere, 1.612—-13) is in the following entry (January 15)
countered by the legend of a mass abortion with which Roman
matrons protested the loss of a certain privilege (1.621-24).% Some
readers will resist such ideological dissonance, preferring to privilege
the resumption of the Carmentalia on January 15, especially after
the full stop of the hymnic closing to “Augustus” on the Ides. But
verbal cues seem to foster the clash of motifs: the Emperor should
assume the burden of the world (1.616, susciprat . . . orbis onus) and
three pentameters later the women expelled the growing burden from
their wombs (1.624, crescens excutiebat onus); the phrasing of Augustus’s
exclusive honor (1.592, contigerunt nulli nomina tanta wuire) echoes in the
reportedly inclusive nature of the ma